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Reviews

Visionary Journeys: Travel Writings from Early Medieval and Nineteenth-
Century China. By Xiaofei Tian. Cambridge, Mass.: Harvard University Asia
Center, 2011. Pp. xii+381.

Jonathan Pettit > T 2 BRI E LB AR LR R

VOBV ELLASE IR SEHRE R S 802 © 1R & HBEFEEA T h AR L
7SR B R IR 2 FRIRC 1] - AR PSR i (R o i B L3 AR 2
[FIBERE 1 LB EERE - (F#& < AT LU NHIBLE R » 2R E M FERHRI T ER
SCE Mg AR SCER ~ Badh - DURIMRIR AR » St R S A0 R
SR o (EE SEAMIBEE I 734738 R (R AR VSR A T Z R A ~ Rl g ot
Sl E AR o 5 b o0 AT I IR SIS ' 5 Bl S st (8 R o - it B S —
B E LEZ VRN EE B T P ) (otherness) 2 [FIRACIT o % 23 #7738 L ik
WESCRPEZ S TbEVE ) WA - MR LG oy SR L B RS -

TEEE et 7 SCAERE T SRR (visualization) © 3826 L AAIHT-
AT - MRE R S e sEE TG ) SV R EM - BUR S
ERREREHESS o (EZ IR fE /SRR SR(E T8 Staiiy TR Higt o
FRBIACER » B AFFALSORR A — M= 2 360 » A2 @ i e a6 =
e 2R AR & T EL St IRIREAN - BLERRNE 228 B BRI, - il et

TR o s — 2D TR (F B AR IBAGR - B bR F B ERYIEIEZ
HACE VEBER) — R0 » B A AR B 2 L LR LR RE s - 8 Le B AR
WA AT ERERE - (EFURRE KB TPl 2 E B RARIARA A &
HERE RGO a8 FUE LA EE -

AFRETRH SIS E AL R HERR AR o (HIEANTEE Pl » 384k
EHE ST SYIRIEE » BP0 B B S B AR - s Bl EHE A ERAE B EED
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5 250N LU o 7ERE » B EEERH TS{b#Gd 1 (cultural narrative) Z 2 © it
i [Uesot) i — ke Rl A A E LA R 280 H iR
A ARZRE B S AN H A 2 A o (FE BRI RN A MRS & T A Y
BORAE + —F T AU RRos » i —RIE TRER ) RRoR o AERHEA
B AR USSP A EDRR R TRE » (FE 48 AR ED B B L 5 1
B s B [ AR S S o kR 2 8 o o B A B AR I R 2 1% > T3
L ERR & LB T L e i A5 H 2 B O Bl g

RE PG BEERS 2 T JU RO Fh BE AR 20 R P (B Bk > AR (b
1804) SR 4% (1847-1918) ZAF o H5PYE FEHH A B SC A WA AR (F i 2 3%
SRIMSE AL L Z 3 o (F2 2 I P B4R B B8O st B A =X A A - LR
W STAHTHHER o BREIACEE - VEE R EAEN THiSART ) o REHEe —
IIEM AR R AERS 2 + RFHERYNEE 5R = B R S AR A St - 177 R e B
eI BRIz IR 2 55 o 18 Bl 301 E & B NI B AR L 28 T
F oM e

— M E > AT E T AR S SR RS S AL e
fiti o PR/ SEH BOE RIIVER @R R AH > FRIAB L2 T AR G R
AR ATE o ST » 5 — DU » VR R LR A /T IR RS » AT (el
FATERIRAT - PR AT SR T2 b MiFER K E BEZ R ST T
EHHZEAE Ttk REEM o (FE Rt i i o ma{E r Ed
HFEMPFRRIBUE RS o S (BRI S B2 AL /M — M ERERE - RERRBIRE
ARG THE A L o

VR JIE HH 7 SEH B AR AN [R] B % SCER A RE A % R A2 AN R SR A o
T RC I iR A L BT B e ER ARG Bk MM 387 AT © Bk = SCRE R IR
K o BRI (e A PR M AR A R — {18 AN — A ) 22 ] 24 52 b A" 1 S 52 S 174 {2
52 o GAMFFRAEHBOCH RKIISEERI R ELE - EAEFF > AVRBRH S SRk
T FETE IS o AR SCREER LR A R A 3 A % (M S M iR A
{E S BRI R

FHRE > (FEERER ThE e RS B A e e VS & S 5¢
B o EAFE R/ NHSCERRE o At g E S SR L TR R RS
PR o (HR{FE L REREAN A HIE &5 ~ 188 ~ b= 2EntERA 217 > Al
Himull & A SRR T o 18 Be A7 1A A HU S R AT B & IR TR 57
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Ko AR A vpth SO H A E Mt ARG DL 2B 5 B 00m H Y &
SETRRI (5 MR » I T B FREHh M e R 2 .
A& AR MR n] LE AR B F R e Ry Tt Pl -
B EFE R SC s gt Mr & B o S AR E S I}%‘ua_
e FSCVERBA T b M) WIEFRERARVARG o (e LI ~ S
PIREE o FF2 BCEE TP By ERELEN S B ay R rIb 8 AR o Bk E
FERAEM T 7/ \E P T EE R3S o bR R e DU R 1 A [ [ 552
A o 38 SE a5 FIEE S L% F ACRE AT B & — (AR IS AR = 2 T EAEH
BRI 2 I o 38 LL B[ & £ A BERY H - SOt 3R ACRE 2 21K A5 A i I
W ABAESEH R HHE A HE LR RS o i Fa AR E £ & M EEREC R i
e Ve B A R S o R TR I T AR R R SRS A SR AR B
DA B — o o R S B At P FR 00 8t o e ety 1E & RS dhlEiE e
WUATHNAS 8 L&A - (HECHEH » FhlEE (i 2 fi » EEHthirh 2 VIR -
R EHbIE E Re S I F AR st R R 2 YK R R o K IRGE — B A S R
§2e i ot 2 2 R s P R A o
FEVUTHACIR A B2 PR & T s R this i« (E7F L& B8 eSF Rl
L% 0 a8 SehBERY 5 E SR o PEoT = EPUEM AN EE (BE) fi%?%%
Pt R SRR G AR 2 H — Hik A & R E A - Z22E Eyaig
AR > Sl E L BhER B5 =22 ula Dls — fg S A1
Ty AN BALFF =M o PREBFA R KPP XARS
BREER o EREAZSH > IA—IKNFE—% » B ¥ RER > £
o REIEIE  HARINITE TANGZwTE > b —4 o BREBHE
BAEBZEEE—F] o kT o BRATAE  EREMEZR o

1 W R 3E Z AT 89 F 4% Beacon Fire and Shooting Star: The Literary Culture of the Liang (502-

55 7) (Cambridge, Mass.: Harvard University Asia Center, 2007) ¥ 55 %1 B 17 B 1 58 69 5C
BB T HBAEGBIE c RAPH AT P EN > LE—Fa e THE

FAE R -

T R) B (BEE) A9 KA (RE#HERKE) (RT: RE—W&AITE
1924-1934 %) » 5 50 # » B 385D

3 B 7732 0 B 409b ° Koichi Shinohara, “Two Sources of Chinese Buddhist Biographies: Stupa
Inscriptions and Miracle Stories,” in Monks and Magicians: Religious Biographies in Asia,
ed. P. E. Granoff and Koichi Shinohara (Oakville, Ont.: Mosaic Press, 1988), pp. 150-180.
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ZEEIR AT HPER b H 5 — (Rl & 0 & RIS I S B bR & Bh % - TEHBER—
85 i 2 78 > P2 A R T 8 4 26 — (P & Rk - 2 EEdTs
o B BRI Z A2 - B LA BUM TS BRIG 1o B EL R R O

AZ B GAEG IR c WH AT IR RARETALRE - EHQ

RAET) RAP KGR > RS M o BB EIESE » LT FRuUEH L&

Fidk o AR RE R > REAFEE > AmMis o

18 S PY RO RS AT B S R B T S b (5 S B i R P B AT 2 4l HH i o

RSCOIFIE FEEERCR o A A BB ER 2 EBOE A B LI KIY
SCYIAS R R SR RS ) - 1 HLUR (MR A & Bh A Rm A SRS o £
0SB SO B B S AR B A A o B T RIS IHACIRE o B RE
PER R A R - AR B ESCRKKEEY) » i h = FER R
WEASE TR « fERFRLSRAVELER T - I —dr Eat iz Rk & £ A s - 4
B IRAR AR R AL H R B RO AL & e — B 4

RALREF > EREHENGE > CREMARME > RTFEF’

W g o KA EER o FAMERAAL S FRAE L - A A8

2 EAFRRBAAATL c FRAZE L LA RS FRZZLARB

ERSF AT IRt F_2ZHEH ATERELTPHEH

B IR G ETEN o AZHPTARIE > QIR o

S EE BRI Ttk rEERGE v LA S A (e 77 78 St o
HF o — AR HIEE 2 E R K B e ORISR 2 EE% % (356-442) {EHE]
(Il o B TV R IR > — ORI T2 R — (a8 5 et G 2
T HAT o BMERIKE EAREE - (HEEE L RITAIERE o SEEEL %K
FEBUE - MG —E L BREEE BN S o bR TR LS - E1EH
ZHORERE T —TRRSE SRS o KM N (H A 8% ) » thig— e
ISR R =T -

Y Fl#T3E 0 B 410b o

HMRRFERTE EF LB B HEI: (RE) (bR : PETRH 1973 4) >
%54 (#F&R¥ME) > B 790-792; Li Yuqun, “Classification, Layout, and Iconography of
Buddhist Cave Temples and Monasteries,” in Early Chinese Religion, Part Two: The Period
of Division (220-589 AD), ed. John Lagerwey and Li Pengzhi (Leiden: Brill, 2009), p. 653;
Wy R (P EAABALOAE) (T4 : B 0 1997 F ) B 67,148-49 -

O (B) i GRIEHRAR) 0 £ 380 A (REHBERML) » H 53 M0 B 585¢ o
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AR 0 BEHUE o ARIFZE A E 0 META S SRRk A
B o MZAMEREM  MANFEFESEF > SRFF > BELE
TR 2 W {HECTh > (S hE IR % 2 PG 1E SRR SRS - S S0 -
SRIGENFIL - PHITVY = =4F » fO7ESR LI E FRTF o (4500 R IE S % T BN SR T
B E B RO 8 T 8 A TR ARIRT B © o BESR SR 5 1E MRS AE
A > AT ZGBHE o 38 A ERE— {18 51 MR BRE  fEEsUE N ED - BOK
1B BNEM T T IR TIPSR
HARA LB AT F o MR8 R > M K> LA LEE - F £
B FRTFAM  AEMB > ALRSMAN F ML Heh A
BRELEF  REBEHARL  TRAEEE > HhRM L AREBCZ
REZRE
S LT LU SR LA EE 1 ARAY T ) IR FUR R A - (R %
SR AR SAE h B B (5 R S R T — (R (R B3 - MPE ERAi
S M3 A R P R R I A R R BRI AR - T LR
PR8I KT S 00 B Ay TR TS ) - ESR M - BEBRE L T AL
RIURIERA A IR (E » 1 LR B B e BIBEA o BHREIEE
B AE  FURAER - T ELREIE B 2B » S A A I T b LB -
SEH R HETE LY > JEZINA AT o B L AEBEHEEEEA
BRfE T ) (EOFRG AR o JRIM - i EE REIR I % BRR 3 & (E R
38 BEHERCHE R A A T3S L 1 A (B » 4] R Bk S AR A BB R - SR
fEM S m E B RS - iGN R S
TG > AE N EHNA 5 A IRt PSR i o (R R
DAE B —PESRak B — I A RIFE - BEIS AR S (18 R P ek T i e

Iy

TR Mk CHEZMERE) & 140 B (REHEREL)» 55 B 105 -

* R o

? % # (Grdhrakita-parvata) 4% 7 £ 4% (Rajagrha) Wi » i £ R A R HE Sk » ik
R AL F R A % K kBt (Jetavana Grove) #4~ E{E Fe 3kl o 1446 ATR 69 TIRAGH A L
AT ABEZ AN BEAG AR Lk d o BT 4R (ki)
2o (&t BEse) o & 10 FlATs2 > % 51 Mt > A 1004a ° Yang Hsiian-chih, 4 Record of
Buddhist Monasteries in Lo-yang, trans. Yi-t'ung Wang (Princeton: Princeton University
Press, 1984), pp. 58-59.

O gk GRZ#®IE) 0 £ 14> F 105ab e
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b It PR B R 8] ST A AE AN [ IRy T 6 5 B By i A ) R R 15 7
T o

A

ﬂlm

Transformative Journeys: Travel and Culture in Song China. By Cong Ellen

Zhang. Honolulu: University of Hawai‘i Press, 2011. Pp. xv+301.
WA FERERT R TAREA

HRATSTAL R @ ST L sE T R Y — > SEF e L R - 25
WG 75 R sk _ERAT RO AR ! s (E B h B ST s RS R TR R T X
B Ll DI R PRI TIEBIE T RIS - A ER T AR IEE
— RS > B - SRR B R B AR o (S S BRI S
JE R B o RIS » EEM R HTIIE o B3 T HRAT LRI FHRRE 1 »
SR S — S P SIS SRR £ LR g rh B R A ST L s ST
TEHIAE 21 > VEE SR ARIIRIT AL CARSOE — LS THIRRZE » RS
R P R B B R o

A2 R LURT » A SRR AR T S L RS MBI VR « MRS HH RS R 4
Gl RRBFIFALY (RIS % RT3 ) ~ TradEn CRICIITE) f1w
ety (ReBhit e « SRASRIFIEBIIIAE e L) o RACLULIIIRITIS
B QIS SRR SO LA i s il

! ﬂﬁ/\éﬂﬂﬂ«% 14 % (Peter Burke) 3 » %1338 : (B A MG XA L) > (B L H P
) 2000 55 480 0 B 26 0 LIFNFFLH R RATORG AL FE T HA E M
#% B %) (Nobert Ohler) # > #iv g 3% : (P& RA) (£3b : 4@ iR » 2005 F) °
5 9h—3F & %49 5% £ & Stephen S. Gosch and Peter N. Stearns, Premodern Travel in World
History (New York and London: Routledge, 2008) °
PR R 2% (EREFELAREE - DAL E) (L EESE ARG
2012 %) °
Cong Zhang, “Communication, Collaboration, and Community Inn-Wall Writing During the
Song (960-1279),” Journal of Song Yuan Studies 35 (2005): 1-27.
oL (RRFEZRT B) (RF : NTT» 1995 4) + Ziahk : (RRAKEFHE) (&
S o: b R B ARAL 0 2007 SF) ¢ RAR <<7F7§71 8 B, « RRRATE I 694§ LA
m’&>> (Fk: 2B REELE AT ERL > 2007 F)
5 fp) 4o B4z 42 ~ HERT (Imma Di Biase) : (# 18 : BFR#ETALY (£3k 1 ZREZH 5 2010
%)
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oA BB — SR AR > RAEIRAS 5B ABHEIE R S o 3
T R M IR T RS BRRI S L e > AR EARIEE o SRACHIIRIT AR
A FBEBERBOR ~ SULRSE » fenESh e isE » LT 7w
EHSCFACHR TR B E TR LSRR AT A I o IRITHE
st \ AR IE RS B B BRI MR A e th a5 NS H i
W ABREEER R A E B T g RS

LM CEIRD A (R h 0 —I\E o EFAREIERARITH— iR
REIEZ2HEBRIE » ARIRIT TP B R o SRR A BRI 15 e R
A 5 e AEME RO RE B S B e v I A R AW T - SR
(ETERIRE » B BRI » B—— N s BT LRl ki
WA o A AL (R ILAAT o 8] R SR e R R P
2 .

U E T AREMEE - UG A R i TE R AR 1l 4
Wi 3 o IEANPEE T IS B (Brian E. McKnight) TS » ARESEITETER
SERRIFT ARG G » B ERIEEE o (54 LIV AR & /I K E VT4
(gt A B | A = R —— (PRI (2 SR L 5 (H IR T P
T VEAHE L o HAAHE (T SREANORIRATE ORI AT T - £ AR RS MRS IR
17 VEBIE o G ST EEEE SR (R S RERRE (1) s
HIWE B EEIRIT : () IRITEEIRE BT R R - R = - (5%
TERT/SERIIET— 8 RR(EE L~ /BRI —f R o ARk
FEESOASRRIEL » FIANREE CABIEEY ' ~ VERL AR K08 H A0 pleii s -
GOt o (% ERREF S SACRISCERD R o HEHIRE Ze s & SRR (R -
(BT SE TaCH -

B REZ AL - RITE R T A) (“A Transient Life: Travel and
the Song Literati”) JEB ISR AN L e RS SEIRITAOTIZAE » JoHLBE H BT ARG 570
PP L) (e PRI R S I A T B > SRR A EBRIE R IR T 10 o (R T
B R 24 E BEER o e B W 7 e R A A B R 1Y

1 Bk (A B 32) A Philip Watson #9 3 X #73% » AZ M E MK S % o & Grand Canal, Great
River: The Travel Diary of a Twelfth-Century Poet, trans. Philip Watson (London: Francis
Lincoln Limited, 2007) °
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—HE o (EEHIGRAGET TR T EER  SURIT—HReth 7 B E AR e —&
BT BRI T EESIRI TR o BIREEE B
PHH > BIANERBER NGERERY THERT 1 » RHRBEER—HERRE NS
THERIES R > FENMEAL B AT o 38 B I A H e I IR - 9lan
BT BT > SR BRETE S MEIZE - BOERM )T o fEMFEE LR K 2% »
TEE VIR AMEA LA (BEGE ~ E2240 ~ BLE ~ BRI ~ JEROR) AP HeRE
i > Sl lE 23 o IR AR T 2SR » {4 FiEEh ] R—3E -

BE T (ERRREERNE - KBS FIE B ) (“The Infrastructure of Travel: Water Routes
and Official Highways”) » B AR A EAYEEARLE o 22 833 A L A 5% B
CIAEEEHMEE 7 (FEEE — BRI T Z B AR sk g 2
AT TANl L IR AR R T B RBL 2K (H 45) o B LK EE Hii o FEhF
FIERE ARG B M RV T AR T FEAB IR AT - RIEKEE A BN R L 2 n]
FER > SCNGLEERNZIRITE M RE E TSRS o EOPERR A0 » L ARRIRIT
(FEEE » B LUE T EHE K ROAMEE A & o Bt MRy B - RS > Frdl TE
B FISEECHAZRY IR A0 MG LEKIE B BB A - R A E i
Rl A T A T SR — R R o

B (MEEEE - CEMITHFER) (“Readying for Departure: Paperwork
and Procedures”) » N E#EE B Fl B TEFAVHIERE - BfRKHE - B
BVHMEIE & ~ EIE  HEIFRHEER ~ FME > SO 2 2 1% P TRA!
AR EXFHE £ —MEN T B RS - s 15
fati - B BEMEREEERLFNNE — MERESEMERE A AT RLE - HA
A E BEREASEST » H1F LME& P RS ERTT - e E Fthas 58
SIS FEARDMALRR  (HF—40E - BRI E—Rin CEE— ' B MR
HEth AW B FIERTE o S0k o BES R SRR S T AR B BRI AR S B
GeREIE 7 SCERAETIAE s MR R B R L R e G ST AR
KHELER -

T EEHAAARCA KT > FEAF R o BERBR KL E — Kb (B R
TR k) (B B HARAE > 2008 5 ) -

g g (REBRLERRET FOME)  (RRBLER) F 125 (2004512 A)
A 159-196 °

P OaR S BERS (REOREBELEY (LT FPEZTH2012F)
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REFE CEIFAABIRITHYSAR (7 ~ 28 LEMHE) (“Government
Assistance for Official Travel: Porter-Guards, Means of Transport, and Lodging”) /T
B IR E BB IR LRI R L Rysdz - RS T IR R IEE B AR LA 1E
I~ hATE ERg BT R ACE TEME R ERIREE B B D BEIRTT »
AEIERCAEH LA MR BEORFE - AT B AllaR » B EIBEEAEREAL -
VEZYIHPYEEEAGE T E - EaG A ~ 55 ~ BEFHE - HMPRE L AT
FEEVEHRBGEEAGE T B 2 » 2B T HREZEER 1L ABHERRE R
RIS - BIANGS R ER T 1 5RME ~ HRA TSRS - BB RIS S
HIREE o B TRIR » W FAERRE G R - RIS — S TR - HEL
HEE > BB DO A R RIKE ~ ShECTES » R —MRE & R B
IREAE PR RS - PR BE  ERE IR ALE o 18 LU T LR R IR Y T & R
77 FERFE B AT -

£ ABAENH L BT AEAEA KRR SR - e hE (R
= ZBAIEE ) (“Rituals of Departure: Farewell Parties”) #EaTHI A o 1 A8
HOEME S K HACR S SR BRI - ERGIEFPIEA] o RASUEEAZIELS
BEANRE  KOBEERHET » 8 LR E S SR S R R -+
L8 o EE HIMRH =0 B - SRUTERNEERERRE D o ARIfEIE
Ko GEERIAR » BLHGIEZ R - B T A TRELEHRRIFEAK
KR TS e B TERI & 70 (H 111) » EAAIE L R A E S LA
FItEAIE BN AR AT 0 M - T RRAGY) - B - BEYW MR EENHTE S A
MR et AMERSCAACHE ~ Bk =EEFERN—0F  17£
A A LR LERIRE - K > fMEHRBNE B S - HEEFBiEA
HIEREERFTAE - MIE TR 77

FRE AT AR - 3867 ~ IREEFIE ) (“Travelers and Their
Local Hosts: Receptions, Entertainment, and Their Cost”) 5 H15 a1 AKRA T U
&S E M 75 B A IR 22 B A A A0S By o (R AR RS 01 » TEARAY SCEERE
BHEHEH » o 32RO 2 BT M e R e g ™ o DR B AR i 1
NZAREE HRAT » ] LARSES0E T IR - fis Rz Bt Z AR RGH © AN

N R ARE RSO ARIEA S (B RENEREHEALRILZH
FARY (R + ARTE AR > 2008 5 ) ©
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EEAEE ER A R —HERFR » R EARIREE LIS » SARNISCF AL
ANE RS B — RSO EEEEIEE - HETEREL » KIS LI TT
AR BRI - B IS PR L ZE S MR SR A & s SRR R TV B
—OFEITRRES » VTR DI HER R Bt R MR LU L A Z R BR
R o BT A EHRREHE SR E BER BT - B RSB IR B I T E A
AERAREE ST D - (H X EE R MR B8 o B BRVEIOCD ~ ILACTE
FH o MR RA AR A S ST — A B - HARIUE BRY#EE
TEAERTE » BT LA R R R ) > o

VEETE CEim) g1 TSXALEAEEE | (cultural pilgrims) FIR%E & » $& H AR
T NIRET G B - SRR E C 2R R E R SRR Tk o B R AEER
CEMNE/\ErEmERED - HLE BOCHIBEREE - BTG
aC) (“Sightseeing and Site Making: Visiting and Inscribing Places”) it A1F22
SRBEIIRE - AHE RS L B S LT - SEE R E G ERLE S EE) » fER
OB — AR B B RAUE B/ E =R ABHE » T H B KSR AL » %%
LB 2 i S e ) B S eI o 2T BB U  B AR B I SN )38 REF TR
EE) » AERZ SO GERN RN =300 » JE A VOB R UL RIIRAT © 22
AE LB > B A ~ HARBUEITABE T » ERIMERR FI[F 2
TENEEREG - THEH B EE (AR EIREE (H 175) © A0RUEE
BT AR IRITIG B AL TIR— MR AR FERH EERE -

5\ RS E—ERIRTER A - R TRESERNRTT ~ R 58 « fid
ZIBHIEIN (“Elite Travel, Famous Sites and Local History: Haungzhou after Su
Shi’s Time”) o ¥} RACHEEC SCE R A W FTHYE R 22 {n[fE (James M. Hargett) £
TERAVE SO AGES ISR EC - GIATERIAEA T LA INE ™ o A St B
BUATHEAS—FK > LLIRBR O A2 AT LA A 8 M TR 2 - AL
DU N s Bp ey » & PR R B, LA - Rt aiat ~ SEE 7 -
FNAF TR R R > fokitEE IR o 3 R B - ANGEEREE - 205 S bR A
Pk > EE TR - DISHENES TR B5E - tERREE ~ VERORFSCA

OEMARNBEE > FRAEF  (RRUERGHE) (Ek: ERHBEEH 197745 )
A 81-99 °

22 James Hargett, “Su Shi and Mount Lu,” in Traditions of East Asian Travel, ed. Joshua A.
Fogel (New York: Berghahn Books, 2006), pp. 1-19.
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R NN B s E s B GBI AR » dE NI S LI 7 BR IR
T e BN S - IREREE BAR EPME S — AL DAL [FIRF R E oAt
PR LR AHBRRY & NER R A R - B AR » srid BRI » SIS
S S5 1> Tt 75 JRR S B SR AT AH B AR =BG B Ry — 5070 - S ~ )y
BRI AL R R fn R A E BB S TR S s o 3R > 1EE Y
ftge SRRt A GEE PR Fe B i 28 AR 3t 7 A b s AR = A 3 2 A it
ELEAZHRI A o B BRI HH S AR (DL [ AT A% Bl 1) {1t [ g AR -
SRR R AR o BIE D atanzer .

(§&3E « KW ~ fEMUATFISE BT ) (“Epilogue: The Native, the Local, and
the Empire”) fERZHIARAS 2= 2 - $5HIRITEIRME AER  TE BMERNTE
SUEITHISAZEIRTT - AR BRAERE S - B TR S8 ~ Skt
B o SR AL S S AR A BB - 1 (H 208) FEMMRY B E R A
B PRASER O 13 Sl > tDE RSB 7 1 2 B S ALt S A gL

AELT NBHSER » (CEEVEALRIRIEAGE - & IRE 5 LR
# o hIREHE T3t —FEAGY) o 800 » RN & AR TE SR A > 4
B A AR IS BN US4 - (FE g i EmEEE 8 > fai
RATRITER T H KRR > FEBBI = AR : A~ BR ~ FHA
+ o BRI ARERIIRITECHEER D > ANEBIEAF I+ AR AR » (EHISEHE
fth AR AREEEEEEASE « TCHFG ARIRITIG - 7B B T AR —
B e smdEh s R B A N W RET L HE R EEE - JER RIS
EE

ei% » AEA X KBNS/ AR EIRE - JIZ 0T > LUHZ%

(D) H/\H/\ » FEEEE 17 : by I horse . [HikiE boat °

) H—LMY » BE8EE 1T © effective FE1F effect ©

(3) H—LPY » ##/\ : Sonfgai & {F Songdai °

4 EH_— FERAT TR E0F T ) -

G) H=LO  #8EE /Ut : THHEEZEL E1F THHEE®R] -

(6) H—E— BT « TSR EIF TEHEFK] -

B oak (RRABHEY KN RARBAAE » 2009 %) o
2 Gl i FR (R ZGAGITIALER) » KA IREREFART OB (R
REFY F8 (N FIT K2 BARAE > 2010 4 ) 0 B 308-328 ©
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(7) H=— - #EEE —A7 : TEUhRCG ) E1F TEhds -

@) H L= 7 TR EfF TEKHE] -

O) Bt = 517 T8 E0F T8l ) -

10 Eott o BT TAU%E) BE0F TALLED -

D) HZ\Y - FIEEENTT - TERE E1F T 2B -

(12) H= N BIGE /\7 0 TV AR M 57 s T3F ) (i Madl 5
5 %% 1 AR R o PR ANk o

HEFGIN S A RAERE A Bt R AR T S bRlE = o i+ TS
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An Anatomy of Chinese: Rhythm, Metaphor, Politics. By Perry Link. Cambridge,
Mass. and London: Harvard University Press, 2013. Pp. viii+367.

Paolo Magagnin, Assistant Professor, Dipartimento di Studi sull’Asia e sull’Africa

Mediterranea in Ca’ Foscari University, Venice

In this monograph combining the rigor of scientific research with an informal,
even entertaining approach, Perry Link sums up the first-hand observations and the
scattered notes about the Chinese language gathered over three decades. The task he
undertakes is an ambitious one: to probe a number of features of modern Chinese—
namely rhythmic patterns, metaphorical devices, and the “language game,” and
rhetoric prevalent in the realm of officialdom—that go normally unnoticed by native
Chinese speakers, but affect nonetheless the meaning of the utterance, making a
significant difference in what is communicated.

In the introductory chapter, having outlined the genesis of his study—
incidentally devoting some space to motivating his choice of avoiding unnecessary
academic jargon (pp. 1-2)—Link announces the structure of his work and the basic
ideas underlying the three main chapters, devoted—as indicated in the book title—to
rhythm, metaphor, and politics respectively. In the case of rhythm, Link argues, the

more or less conscious use of such features adds something to the phrase: not only
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the feeling that the phrase sounds “right” and aesthetically pleasant, but also
“meaning” in the sense that rhythm conveys implications that can be successfully
construed by native Chinese readers or listeners. (p. 6) When shifting his focus to
metaphors, the author acknowledges his indebtedness towards Lakoft and Johnson’s
theory of metaphor32 and the later developments in the field of cognitive linguistics.
(pp- 8-9) Link is led to argue that Chinese and English—despite the tendency by
Western languages to complicate meaning by stressing entities and abstraction over
processes and action—present more similarities than differences in everyday
metaphorical usage (e.g. the use of space as a metaphor for time), partly by virtue of
a universally shared experiential basis. (pp. 10-11) In reflecting about the “meaning”
of rhythms and the thought-structuring function of established metaphors, Link
begins to investigate how these factors can be involved in the language used in the
official sphere. Although less pervasive in scope than it was during the years of high
Maoism, officialese continues to play a major role in the PRC as a specific register
of the Chinese language. It remains largely separate from everyday expression, and
is characterized by its “implicit claim to moral weight” (p. 15) and “goal orientation.”
(p. 17) In the final section of the introduction, the author divulges that the following
chapters will investigate the question of how such common features as rhythm,
metaphor and political rhetoric can be related to the way we think. (pp. 19-20)

At the beginning of the first chapter, Link states that the focus of the section is
the analysis of “conventional rhythmic patterns,” (p. 21) whether or not they present
occasional exceptions. Link then proceeds to give an account of the prevalence of
rhythmic patterns in Chinese: what interests the author is not creative or complex
rhythms, such as those that can be found in oratory and literature, but rather those
observable in everyday communication. For example, the pervasive wuyan 1.5 and
givan £ F patterns, extremely common in poetry and folk songs, can also be found
in more popular and non-elite forms such as graffiti, chants, menus, ball game

cheers, popular ditties (shunkouliu IEI1¥7), comic dialogues (xiangsheng FHE¥), etc.

32 George Lakoff and Mark Johnson, Metaphors We Live by (Chicago: University of Chicago
Press, 1980).
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(pp- 24-32) The use of rhythmic pattern is also common in Mao’s personal speech
and in the big-character posters (dazibao KF¥f) of the Great Proletarian Cultural
Revolution: there is an evidence, Link suggests, that some people in the government
were aware of the importance of rhythm in propaganda work, although they likely
were not conscious of the self-contradiction of using such traditional devices to
attack “old culture.” (pp. 33-34) Nowadays, wuyan and giyan rhythms are still
widely employed in social and commercial advertisements.

When reflecting on the factors determining the preference for rhythm, Link
notices that they sometimes are to be found in the grammar of Chinese: the latter
provides considerable rhythmic flexibility and combinatory power due to its
morphemic monosyllabism, thus allowing one to easily produce lines of equal length
and games or puzzles. Moreover, the question of whether language users make
conscious decisions when selecting rhythmic patterns that “sound right” is a subtle
one, and the “irony of articulate intent versus inadvertent use of rhythm” is
extremely common in, but not limited to, the slogans and chants of the Mao years.
(pp- 37-44) Link’s hypothesis that rhythms have gone through fads in contemporary
Chinese is also supported by evidence, as in the case of four-syllable phrases typical
of the Great Leap Forward, or patterns such as hao de hen IT453{R in the Cultural
Revolution. (pp. 44-49)

An investigation into the origins of rhythms suggests the preference, in
Chinese, for syllabic balance both in modifier-modified phrases and in verb-object
constructions, commonly in a 2+2 pattern, and consistently following a rule where
the stress is received by the component of a phrase that is not the head. Meaning can
also be a factor influencing the stress, and even plays a major role in deciding what
is “sayable” and what is not. (pp. 49-53) Link then proceeds to explore what he calls
external rhythms, i.e. those originating outside grammar or meaning: among these,
dominant rhythms are used consciously for artistic purposes, whereas recessive
rhythms are culturally defined but are not consciously noticed, nor grammatically
explained—such as those at work in grammatically parallel strings of syllables or in
item lists. (pp. 54-59) Among the preferred recessive rhythms in Chinese, the author

lists common patterns in which each syllable receives equal stress, such as 1+1 and
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1+1+1, and—more interestingly—notes the preference for 2+2, 2+3, and 2+2+3
patterns (the latter two being wuyan and giyan). Strings of 3+3 or 2+2+2 syllables
are less common, while strings of 9 or more syllables tend to be built from shorter
phrases. (pp. 60-67) Recessive rhythms can affect a phrase not only because they can
cause the addition or subtraction of syllables, but because rhythmic variation can
affect the way in which a phrase is construed by the recipient. Recessive rhythms
can also affect the number of syllables in a phrase, influence their arrangement, or
even alter the standard grammar of a phrase. (pp. 68-74)

As for the universality of rhythmic patterns, Link notes the commonality of
some patterns (e.g. 5- and 7-syllable patterns, 4-beat rhythms, and especially the 3-3-
7 pattern) across different cultures and epochs, possibly because of the shared
structure of the human brain. (pp. 74-82) When reflecting on the “meaning”—in the
sense of an understanding or feeling—conveyed by rhythms, the author identifies a
number of pragmatic functions. Whereas certain rhythmic patterns can suggest
humor or affectionate respect, others (especially giyan) carry a sense of authority,
inevitability, wisdom, and accordance with what is “proper” and “true,” and are
therefore ubiquitous in formalized language. (pp. 82-94) Of course, Link argues,
other formal features besides rhythm can contribute to meaning, i.e. tones, vowels or
consonants, pitch, parallelism, and chiasmus: the latter two are particularly
significant, because they convey the same authority, naturalness, and persuasiveness
that rhythms—with which they often work together—communicate. (pp. 94-109) In
the final part of the first chapter, Link argues that “meaning” and conscious use of
rhythms are not contradictory: even though rhythms go generally unnoticed, native
speakers are well aware of their effects and this seems to reveal a subconscious
obedience to the “rules” of rhythms governing what “sounds right,” just in the same
way grammar rules operate in the mind. (pp. 109-112)

In the opening of the second chapter, devoted to metaphor, Link states that the
study of creative figurative language is not the aim of this section: what interests him
is the analysis of metaphors that pervade everyday language. The author then
proceeds to give an account of Lakoff and Johnson’s theory of conceptual metaphor

(hereinafter CM), starting from the two scholars’ assumption that our normal
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conceptual scheme is metaphorically structured, that the logical processes of
interpretation of CMs are defined by context and by a form of cooperation between
the individuals involved in the communication act, and that the implicit claims of
such metaphors do not need to be true to work properly. Moreover, CMs are
productive in that they can underlie a broad variety of related expressions, and are
sometimes strong enough to shape the way individuals absorb new experience. As
for “mixed” metaphors, i.e. two or more metaphors used together, Link suggests that
having to switch conceptual schemes does not inhibit understanding, although
metaphors tend to occur in consistent families. (pp. 115-128) The relation between
metaphor and thought, intensely explored since Whorf, is also one of the major
aspects focused on by Lakoff and Johnson: if reality is defined by metaphors, the
two scholars claim, and metaphors vary across cultures, then so do the realities that
metaphors define. The Sapir-Whorf hypothesis seems to have been (at least partly)
given new credibility by recent studies, confirming that languages tend to shape
thought about abstract domains, resulting in speakers being influenced by the
metaphorical habits of their own languages. However, Link states, the idea that the
structure of the human mind conditions the way we think, regardless of language or
culture, does not contradict the point above. In the following sections, the author
proceeds to illustrate how Chinese and English reveal different ways of conceiving
things. (pp. 128-136)

The use of space as a metaphor for time is a nearly universal one, but this
same metaphor can work in different ways, even within a single language. Summing
up the results of a number of studies in the field and providing several clarifying
examples, Link identifies three time lines existing in both Chinese and English: two
kinds of horizontal time lines (one where events form a linear sequence moving out
of the future and toward us, and then pass us into the past, and one where we are
looking toward a specific direction, i.e. the future) and a vertical one. These three
lines can also be mixed. Chinese and English, Link maintains, do not differ in the
conceptualization of the time metaphor, but in the relative frequency of the use of
these particular time lines. (pp. 136-147) Link then proceeds to investigate the

question whether the metaphorical use of color is a cultural invention, and to what
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extent the definitions of colors are the same across languages. Although Chinese and
English show remarkable differences in color definition (e.g. the spectra covered by
huang ¥ and ging 7 in Chinese are much broader than those entailed by “yellow”
or “green” in English), one basis for commonality in the metaphorical use of colors
is rooted in the physical experience of the world (e.g. the color green associated with
youth, etc.) However, some metaphors cannot be traced to physical bases; moreover,
a single color can have different connotations even within a single language, and
such connotations can be complicated by linguistic borrowing. Although similarities
in metaphors across languages can be explained by simple coincidence, Link argues,
a form of experiential basis may be at work in this respect. (pp. 147-155) With
reference to the CM “more is up, less is down,” Link notes that it is well established
in both Chinese and English, where it can refer—in different ways and to varying
extents—to technical or moral quality, status, mood, place (in the administration),
etc., although “up” (and shang ") and “down” (and xia ) can also express the idea
of “unknown or unsettled” and “under control” respectively. This incongruity,
however, does not seem to hinder communication, as both CMs are available to
speakers. (pp. 155-162) “North” and “South” are metaphorical conventions, and the
reasons for favoring one or the other are rooted in geomancy. Although traditional
Chinese topographical maps were conceived to be viewed from any angle, the author
notes, the South seems to be preferred as “up” (at least until the Northern Song
period), and “pointing South” (zhinan $§1) also seems to refer to the “correct”
direction. (pp. 163-169) Even though there are exceptions on both sides, the CM
“consciousness is up, unconsciousness is down” is typical of English, whereas
Chinese generally employs a horizontal metaphor expressed by the directional
complements /ai %8 and qu Z%. (pp. 169-170) Link then points out that, in ancient
Chinese thought, the “self” is often metaphorically conceived as two coexisting but
different entities, an active and conscious “Self 17 and a “Self 2” that is acted upon.
(pp. 171-174) Finally, when reflecting on the Chinese predilection for dyads, Link
observes that a “plus” item generally comes before a “minus” item (a peculiarity
largely shared by English), and the first member in a dyad comes first as the default

term for measuring attributes. As for the notions of “here” and “there,” the ability of
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the speaker to project the center of things to the location associated with the listener
is typical of Chinese and does not exist in English. The “male+female” dyad is
common (with some exceptions) in both languages: in addition, both Chinese and
English often implicitly understand gender-neutral terms as male, and add a
gendered term or a prefix to mark their femaleness. (pp. 174-183)

In the final section of the second chapter, Perry Link undertakes the task of
analyzing the similarities and differences in metaphorical usage between Chinese
and English. Because of the remarkable overlapping in human experience and in spite
of differences in worldviews, many CMs are basically shared in the two languages

although with different specific images, e.g. “affection is warmth, unaffection [sic] is
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coldness,” “stinky is bad,” “difficulties are burdens,” “more form is more content,”
“closeness is strength” etc. (pp. 183-198) The thought patterns and values of Chinese
and English can lead to significant divergence in metaphorical preferences, too. For
instance, the “eating” metaphor is much more productive in Chinese than in American
English—which favors metaphors of sports, marketing, and the driving of vehicles.
The same can be said of the CM “government is family,” rooted in ancient times and
still widely used today. Link then focuses on the “opera/acting” metaphor, arguing
that, because the use of language is a form of ethical behavior from the Chinese
cultural perspective, the preference for such metaphors reveals the importance of
outward performance and the predominance of moral value over the true/false
distinction. (pp. 198-209) When investigating these dissimilarities, the author
suggests, a useful distinction can be made between differences by custom (the same
basic CM is used in the two languages, but with different frequency) and differences
by concept (one language uses a CM that the other does not use). Among these
conceptual differences, then, Link notes, for example, that the “an instrument is a
companion” (“to cut with a knife”) and “seeing is understanding” metaphors do not
exist in Chinese. Similarly, the “causation is emergence” (e.g. “to do sth. out of
despair”) metaphor is more productive in English than in Chinese, where the
directional complement chulai 13K indicates that the main verb results in something

being understood or recognized. (pp. 209-215) Link then proceeds to explore what

Lakoff and Johnson call ontological metaphors, i.e. “shorthand labels we give to
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phenomena whose description in literal detail would involve inordinate difficulty or
tedium.” (p. 215) Ontological metaphors are very common in English, where they
usually appear in nominal form, but the ideas they convey can usually be expressed
using verbs in Chinese. In English, Link claims, things are often conceived in terms
of nouns, producing often unnecessary “container metaphors” that are hard to translate
into Chinese, whereas the latter appears to be more “eventful” and verb-oriented,
and does not usually treat “container metaphors” as if they were physical things.
However, because this difference between the two languages is merely the product
of a grammatical act, this act has no power to change the real world. (pp. 215-231)

In the final section of the chapter, after this detailed comparison of how CMs
work in Chinese and in English, the author draws a number of conclusions. Instead
of revealing alternative worldviews, the results of his investigation lead him to
ascertain that, in addition to the differences between Chinese and English in the use
of CMs, a high degree of incoherence in such use exists even within each of the two
languages. Nevertheless, there also exist a large number of similarities, even in
examples embedded in different ways in the two languages: the reasons for such a
phenomenon, Link insists, can be traced to the shared structure of the human brain
and to the commonality of human experience. The main benefit in noticing cultural
difference, the author concludes, is the realization of the fact that things can be
conceived in different ways across different cultures, as well as of the arbitrariness
of all the aspects of one’s culture that one has taken for granted. (pp. 231-233)

In the third and final chapter, devoted to the political, or official language
(hereinafter OL) of modern and contemporary China, Perry Link’s in-depth research
produces the most remarkable results. The author first stresses how OL reveals a
deep bifurcation from ordinary talk in several respects (vocabulary, rhythm, tone,
and grammar), the two registers being two varieties of the same language that are
expected to operate in their respective proper spheres. Especially during the Mao
era, the people had to be able to handle both registers according to the circumstances:
since in the Chinese world the OL produces social effects in the real world, in times
when the use of wrong political terminology meant a wrong political stance, the

incongruity resulting from the mixing of the two levels could bring about serious
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consequences. (pp. 234-242)

The author then proceeds to give a detailed account of the characteristics of
OL, devoting special attention to the language in use during the years of high
Maoism (although the distinction from post-Mao OL is not always a clear-cut one).
At the lexical level, Link notes the major role played by Western-derived abstract
nouns in the formation of modern Chinese OL. In addition to their ambiguous
potential, abstractions (e.g. ubiquitous nouns such as xingshi {234 or jumian J&j[H]
“situation”, empty verbs such as jinxing Y{T “to carry out” etc.) allow the
preservation of multiple options and the providential avoidance of controversies,
without losing their “air of scientific impartiality” (p. 246) and their appearance of
irrefutability. (pp. 243-250) The Chinese OL also presents a number of characteristic
metaphors, such as “stage” (a traditional trope considerably revived by the
Communist movement), military (less pervasive than in the Mao years, but still
prominent in issues of a higher political sensitivity), and medical metaphors
(originated in the Yan’an era and common throughout the Deng Xiaoping years).
When investigating the preference for metaphorical language, the author points out
three main reasons: (1) the association abstract = high = good is deeply embedded in
the conceptual world of both Chinese and English, and allows considerable room for
the instrumental use of euphemism; (2) abstraction adds syllables to empty talk; (3)
abstract language associates the speaker with a specific (correct) political trend or
style. (pp. 251-260) The syntax and morphology of Chinese OL, the author states, is
also heavily influenced by Western-style grammar: for instance, the growing
frequency of the aspectual particles /e | and zhe 3 seems to be an imitation of the
past tense and progressive forms of Western languages. (pp. 260-264) The
“correctness” of official statements is also often reinforced by the use of rhythm,
repetition, and numbers which, besides lending an air of completeness and
correctness to the message, seem—especially in the PRC—to have an “infantizing”
function on the recipient. (pp. 265-267) The alleged correctness and moral weight of
OL 1is conveyed through careful lexical, grammatical, and rhythmic choices: for
instance, animal terms used to define the enemy are intrinsically negative, whereas

some terms (e.g. kexue F}£2 “scientific”) are presented as unmistakably positive. (pp.
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267-270) The tendency to stress goals—without necessarily specifying how to attain
them—is indicated by the author as another characteristic of Chinese OL: one of the
most striking examples of this goal orientation is the pervasive use, since the 1950s,
of the flexible “dummy” verb gao ff, meaning “to bring about” a result without
specifying the actor. A similar phenomenon can be observed in political slogans,
subject-free predicates that possess, nonetheless, a camouflaged imperative nature.
(pp- 270-274) Finally, Link comments, Chinese OL reveals in the most powerful way
the intimate equivalence between “fit” and “true”: as a matter of fact, the Party
watchwords (tifa $&i%) are an extension of grammar and a form of power in
themselves; they limit the conceptual perspective of their users by cutting off
alternative ways of thinking. As a consequence, although the practice of giving fixed
names to things is rooted in the Confucian zhengming 1% tradition, in modern
Chinese authoritarianism the formal correctness of a message overrides the
distinction between “true” and “false.” (pp. 274-278)

The complexity of the factors listed above obliges the citizens of the PRC to
engage in what Link calls the “language game” (hereinafter LG) of officialdom. Its
basic function is to pragmatically serve the speaker’s interest, even against
plausibility if necessary, and the practice of dealing with the official version of things
in political issues—particularly inescapable in the Maoist period—can be performed
as a form of defense or with a goal in mind: the LG produces actual consequences in
the real world, although in some cases reality is bent to fit its official linguistic
representation. Under such circumstances, the popular response to the LG can take
two forms: one is to stand apart or to satirize it, the other is to actively engage in it in
an attempt to seek personal advantage. The LG of the Mao era deeply shaped the
linguistic tools available to a whole society, to the point that breaking free from its
constraints becomes a hard task. Link points out that even the Tiananmen protesters
could not extricate themselves from Maoist language when drafting their documents;
in the literary domain, some authors strived to find new means of expression, as in
the case of “obscure poetry” (menglongshi [EiEZ5), or in that of Chinese writers
choosing to abandon their native language. (pp. 278-295)

Link then undertakes the task of analyzing how the LG is played, on opposite
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sides, by the rulers and the ruled. From the perspective of those in power, as a
distinctive part of the Communist Party of China’s “linguistic engineering,”33 OL has
become so well-established and powerful that it often brings about, in a person’s
mind, a psychological mismatch between their own memory and politically correct
language use. Besides the “push” side of the OL, there is also a remarkable “pull”
side, whose function is to assert the moral centrality of the Party by stressing the
minority status, the displacement and the moral inferiority of its opponents, thereby
creating the illusion of a mainstream. Link also lays particular stress on the
association between correct language use, moral status, and political legitimacy.
After exploring the pervasive use of euphemisms by officials when dealing with
problems, the author probes various forms of linguistic vagueness: vague warnings
and threats are more frightening and encompass a wider range of activities; vague
charges allow for arbitrary targeting and prove useful in obtaining information;
unclear or contradictory instructions can be used to shift the blame away from those
responsible and veil the identities of the targets, etc. In the end, Link comments,
strong-arm language and vague expressions combine to pursue a common goal,
though—of course—language is only one of the tools available to those in power to
attain their goals. (pp. 295-321)

After examining the problem of how the rulers play the LG, the author shifts
his focus onto the ruled. After the bifurcation between official and ordinary language
became pervasive (in the late 1950s), the two registers began to operate in different
spheres. Under these circumstances, a citizen of the PRC might find it useful, when
necessary, to avoid OL and take refuge in ordinary talk and informal contexts, where
common language is normally used. Under the authoritarian rule, the ruled can also
exploit the distance between OL and common language to make the latter become
extraordinary: in this respect, Link lists and analyzes a rich array of forms of
expressions (puns, shunkouliu, graffiti, internet jokes etc.) that provide tools for

resistance against repressive rule. (pp. 321-341)

3 Fengyuan Ji, Linguistic Engineering: Language and Politics in Mao's China (Honolulu:
University of Hawai‘i Press, 2004).
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In the final part of the third chapter, the author touches upon the effects of the
LG in the Mao era and in the years that followed. He begins by emphasizing the fact
that the demarcation is not a clear one, and that both change and continuity can be
observed: if the basic structures remain essentially the same, there has been also
undeniable evolution. However, Link concludes, even after the end of Mao’s rule
two significant dangers remain: (1) the intensification in the use of OL to exploit
nationalism, in order to distract from actual problems and improve the image of
Party leaders, and (2) the risk of an acceptance, by the citizens of the PRC, of the
normality and inevitability of the LG—and therefore, for instance, the general
acceptance of the prohibition of certain sensitive topics (above all, the Tian’anmen
massacre) from public discussion. (pp. 341-348)

In the epilogue, Link sums up once again the reasons for choosing to explore
the topics of rhythm, metaphor, and politics. These topics, he believes, are distinctive
features of the Chinese language, and possess two characteristics: (1) they are
usually unnoticed by Chinese speakers, who nonetheless master them and rely on
them in daily communication, and (2) they affect meaning, because they add specific
connotations to the message that can be correctly construed by the linguistic
community to which the speakers belong. Link concludes by pointing out the
advantages of reflecting on such features: becoming consciously aware of how
“meanings” are delivered is a way to cultivate our critical judgment; especially in
the case of metaphors, it provides interesting insights on how the human mind works
across different languages and helps to avoid cultural misunderstanding. More
generally, the author suggests, consciousness about the language used in daily life is
a helpful intellectual exercise and can be enjoyable in itself, as a way to gain
awareness of the general commonality of human experience.

One of the most eminent merits of Perry Link’s book—in addition to the
richness and significance of the real-life examples presented—is the ability to
analyze a broad variety of materials with remarkable linguistic and cultural
awareness, refraining both from drawing sharp distinctions between “China” and
“the West” on the one hand, and from jumping to definitive conclusions on the other.

What interests the author is the process of analyzing the way the human mind works
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across languages and cultures, and the results of his research reveal that the shared
aspects—especially in metaphorical conceptualization—outnumber the differences.
This is a refreshing change from a large part of the China-West debate, which too
often tends to exacerbate the allegedly irreducible distance between the two
“worlds.” Moreover, by resorting to a composite methodology—Dbased on the results
of research carried out in different domains, from metaphor theory to cognitive
sciences, from linguistics to musicology—the author presents and dissects each
phenomenon, paying attention also to the inescapable exceptions, without trying to
provide a unified theoretical framework that would allow him to account for every
facet of the problem. If most features regarding rhythms and metaphors are indeed
shared among the different areas of the Sinosphere, it would have been interesting to
read a more detailed comparison between the political language used in the PRC
with the OL used in other Chinese-speaking areas (a few considerations are made
throughout the book, although not systematically). However, since the book
essentially focuses on the language used in the PRC, such a task would have
exceeded its scope. In the final analysis, Perry Link’s extremely enjoyable book
makes acute and enlightening reading for those who wish to study the intimate
connection between modern China and its language, as well as to acquire a new set
of tools for interpreting the politics and culture of contemporary China by gaining a
deeper awareness of the mechanisms and rules of the complex “language game” at

play on different levels.

No Man an Island: The Cinema of Hou Hsiao-hsien. By James Udden. Hong
Kong: Hong Kong University Press, 2009. Pp. ix+226.

Rk 2HFRRNE KRB AEHR

James Udden’s No Man an Island: The Cinema of Hou Hsiao-hsien is the first
book in the English language devoted exclusively to Taiwanese director Hou Hsiao-
hsien {%2£%, one of the most important figures in contemporary art cinema. Before

the book was published in 2009, chapters were devoted to Hou Hsiao-hsien in
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English in the books of David Bordwell, Yeh Yueh-yu %% H i and Darrell W. Davis,
and June Yip.34 No Man an Island not only furthers previous studies in explicating
Hou’s works and illustrating his miracle-like oeuvre, but also presents a tour de force
auteurist and film historical and cultural study that is rarely seen in East Asian
cinema studies.

The book starts with the questions of culturalism and (self-)orientalism that
have persisted in, if not often plagued, the critical appraisal of any East Asian
filmmaker who is in the global limelight. Udden astutely situates such a problematic
in the history of “Western scholarship on Asian cinema,” (p. 3) originally epitomized
by Noel Burch’s 7o the Distant Observer.” In an effort to counter the dominant mode
of representation in the West (i.e. classical Hollywood), Burch’s book notoriously
objectifies Japanese cinema as a total “other” to the West, and conveniently attributes
its “otherness” to Japanese cultural traditions. Udden detects a similar tendency in
the assessment of Hou Hsiao-hsien’s radical textuality by both Western and Chinese
critics as “very Chinese,” and he rightly notes the ideological sleight of hand in such
descriptions to subsume Hou under the banner of Greater China or “Chinese
culture.” Udden introduces his thesis by objecting to the (self-)orientalizing tendency
and culturalist readings. “Chinese culture, most of all traditional culture, is found to
be wanting in its explanatory power.” (p. 8) To fully unpack the complexity and
illuminate the virtuosity of Hou’s works, Udden proclaims, we need to zoom in on
Taiwan, its political, economic, sociological, and cultural history.

Hence the book gives an exhaustive, if not exhausting, contextualization of
Hou Hsiao-hsien as a unique and uniquely Taiwanese filmmaker, as well as a
thorough account of the “Taiwanese experience.” Udden chronicles the stages of

Hou’s life and works based upon a solid and expansive reservoir of research and

3 David Bordwell, Fi igures Traced in Light: On Cinematic Staging (Berkeley, Calif.: University
of California Press, 2005). Emilie Yueh-yu Yeh and Darrell William Davis, Taiwan Film
Directors: A Treasure Island (New York: Columbia University Press, 2005). June Yip,
Envisioning Taiwan: Fiction, Cinema, and the Nation in the Cultural Imaginary (Durham,
NC.: Duke University Press, 2004).

3% Néel Burch, To the Distant Observer: Form and Meaning in the Japanese Cinema (Berkeley,
Calif.: University of California Press, 1979).
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writings on Taiwan in both English and Chinese. A key phrase running through the
book, “the Taiwan experience” is used to encapsulate the process of both historical
over-determination and self-making miracle by which Hou the Taiwanese filmmaker
became Hou the international art-house trademark. In this book, “the Taiwanese
experience” usefully fulfills three interpretative functions: (1) neatly summarizing
Hou’s biography and the thematic scheme of many of his films (since most of them
center on his experiences growing up in Taiwan and Taiwan’s historical traumas); (2)
marking a film culture and film viewing experience, epitomized by Hou, which is not
to be found or even possible anywhere in the world but Taiwan; and (3) explaining
and articulating a political and cultural identity of Taiwan distinct from China.

The first chapter, “Hou and the Taiwanese experience,” sketches Taiwan’s
postwar history and film industry and carefully places Hou in these contexts, with a
brief discussion of Hou’s first, pre-New Cinema films (1980-1982). This discussion
is obviously based on the insightful work done by Udden’s mentor David Bordwell.*
The book then breaks down Hou’s career from 1983 onward into four stages and
chapters: his Taiwan New Cinema works (1982-1987) in chapter two; two historical
films made in 1989 and 1993 in chapter three; three films made from 1995 to 1998
in chapter four, which marked Hou’s stylistic changes; and a concluding chapter on
the four films made in the 21st century. Determinedly focused on “the Taiwanese
experience,” each chapter begins with an account of the background of the films,
sometimes brief and sometimes lengthy: the historical and political backdrops
against which a film is set, and/or Taiwan’s cultural and industrial scene when the
films were made and released. And it is always following such an account that Udden
treats a film with a bona fide analysis, attending to the film’s structure and thematic
concerns and giving a stylistic description in “real,” cinematic terms—stylistic
features and their quantification—which elucidate Hou’s themes and show his visual
breakthroughs in different stages.

Time and again Udden emphasizes the relevance of “the Taiwanese

experience” to Hou’s peculiar authorship. In the first chapter, Udden argues that Hou

** David Bordwell, Figures Traced in Light: On Cinematic Staging, pp. 186-201.
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came to define Taiwan New Cinema because he “had. . . experience in every sense
of the term,” seeing Taiwan’s changes before his eyes and joining the movement as
an old hand in the film industry. (p. 48) In the concluding chapter, Udden re-asserts
that “Hou owes just about everything to Taiwan and the ‘Taiwanese Experience’.” (p.
164) Through such persistent emphasis upon “historical contexts,” Udden impresses
a reader, even one who has quite some “Taiwanese experiences,” with his strikingly
profuse and small details about Taiwan’s people as well as its political, cultural and
economic configurations. If we tentatively take “Hou” out of the passages up to page
thirty-eight, we find the first chapter easily lending itself to a self-contained
introduction to Taiwan’s history and film industry. We do not come to any focused
passage on Hou until page thirty-nine, quite unusual for a book devoted to a
filmmaker. And before being rewarded with Udden’s analysis of the landmark film
of Hou’s career, City of Sadness (chapter 3), a reader is obliged to plow through
fifteen pages of history. (pp. 86-101)

For sure Udden’s historical contextualization illuminates our understanding of
Hou’s works and the controversy surrounding him. For example, at home Hou’s City
of Sadness provoked diatribes from both indigenous intellectuals (spearheaded by
the prominent scholar on Taiwan studies Liao Ping-hui EfAZ in the anthology
Death of The New Cinema) and the Kuomintang’s (hereinafter KMT) conservative
officials and censors, obviously for different and indeed contrary reasons.’’ The leftist
intellectuals chastised City as “conservative” because of Hou’s hallmark, “indirect”
stylistics—long shot/distancing, lighting and slit staging done in a way that
challenges visibility, and a number of landscape shots which seem to sidetrack a
viewer from diegetic information. The intellectual detractors worried that Hou’s
stylistics would turn the viewer away from “real” historical trauma and violence. For
students and scholars who have been following the critical literature on Hou over the
last two decades, the leftist criticism of Hou is now quite a familiar story. However,

the details that Udden’s book adds to City’s controversy in the KMT camp have

7 Mi Zou #* #& and Liang Xinhua £ # 3 eds., Xindianyin zhi si # € % Z 5% (Taipei: Tangshan
chubanshe, 1991).
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given me a new critical insight, if not a new (perverse) pleasure. Udden quotes the
view of Hao Bocun jil{H#f, the KMT hardliner general under President Lee Teng-
hui Z2&f#, in a diary published in 2000. To my surprise, Hao’s damning of City
seems to be founded on his “getting” Hou’s radical stylistics and therefore taking the
film’s political message very “directly,” literally, and seriously. Allow me to
reproduce Udden’s translation of Hao Bocun’s words here:
Clearly City of Sadness is meant to put both the party [the KMT] and the
government in a very ugly light, and stir up the passions between native
Taiwanese and mainlanders. Even though some claim its meanings are all
concealed, its purpose is most evident. The scene of the soldiers arresting the
communists shows only the violence to disgrace the soldiers. . . . Although the
film won the award at Venice, it is suffocating and slow. . . . The only thing I
can really say is that the opposition clearly has its own plans, and this is why
just before year-end elections releasing a film like this will help the cause of
Taiwanese independence.38
To me, this is amusing and thought-provoking. It suggests that ironically Hao Bocun
appears to be a more discerned and capable film viewer than the critics of Death of
the New Cinema, or at least a viewer who described his film experience more
honestly and directly. Although he mistakenly puts Hou in the camp of oppositional
activists, Hao’s denunciation of City is based upon his experience and understanding
of the film’s oppositional textuality, political as well as formal. Hence Hao indeed
objects to City for quite the right reason (especially in contrast to the complaint
about Hou’s films for being “indirect or not straightforward” enough): Hou’s textual
operation is meant to unsettle and disturb the spectator. In this regard, Hao’s
comments testify to a mode of cinematic spectatorship: experiencing before
understanding, to experience first and to understand later. Yet it is usually art cinema
that better illustrates such spectatorship, as a viewer is more likely to experience a

delay in understanding the film while and after seeing the film: a viewer sees a non-

3% James Udden, No Man an Island: The Cinema of Hou Hsiao-hsien (Hong Kong: Hong Kong
University Press, 2009), p. 99.
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conventional film, is confronted and shocked by its daring difference, and is thus
prompted to comprehend it as radical and audacious, thematically and ideologically.
“Experiencing before understanding” is a major assumption undergirding the
formalist approach Udden employs in the book, although, given how preoccupied he
is with Taiwan’s historical chronicle, Udden does not use much space to fully
account for his methodology. Yet Udden’s formalism is the true, great contribution
he has made to Hou Hsiao-hsien studies in particular and film studies in general. To
show how Hou Hsiao-hsien’s films are designed “to be experienced first, and
understood later,” (p. 101) Udden gives superb structural and visual analyses, indeed
the kind of stylistic assessments that we want to see applied to any great, but
difficult, enigmatic auteur: precise, meticulous, well-written mise-en-scéne analysis
(of setting, lighting, composition, blocking, and performance, etc.), complemented
by hard-to-achieve, statistical style analysis (of shot lengths, scale of shots, and
camera movements). On the one hand, Udden exemplifies Bordwell’s historical
poetics in seeing forms “as themselves historical events”’ that need to be put forth,
and beautifully illustrates his mentor’s more recent conceptualization of “cinematic
staging” and editing. Hence his study of Hou Hsiao-hsien functions as a reminder of
the core of formal analysis: besides the diegesis, there is always a better, more
savory story in the filmmaker’s formal choices or preferences. Why do we love, say,
Dust in the Wind? 1t “is proof enough that sometimes it is not the story that is told,
but how it is told, which is important.” (p. 78) It is the way in which the story is told
that embodies the film’s engagement with history, politics, and culture. Hence the
narrational process matters: how does Hou communicate nuanced narrative
information by way of his stylistic repertoire? When does he obscure a motif and
delay the unraveling of a story event? Why and how does he devise a lighting
scheme or a (cluttered or zigzagged) framing pattern that frustrates an impatient
viewer but enlightens and rewards a patient one? To put these questions in cinematic
terms, why use chiaroscuro, extreme long lens, long takes, pronounced flatness or

complex staging in depth, a certain range of average shot length (hereinafter ASL),

3% Robert Stam, Film T’ heory: An Introduction (Malden, Mass.: Blackwell, 2000), p.198.
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utter stasis, or an intricate combination of tracking, pan and tilt? Why episodic
structure (instead of a tightened chain of causality in classical structure) and
retroactive, elliptical narration? What do such strategies have to do with Hou’s
emphasis on the quotidian, the incidental, the daily life, and the seemingly
insignificant objects/motifs or non-dramatic activities (a watch in Dust, for example;
or eating scenes in almost all of Hou’s films), all of which, in Hou’s orchestration,
become the very fabric of Taiwan’s history.

On the other hand, Udden continues David Bordwell’s work in placing Hou in
East Asian cinema and the global history of film style. Yet through a much deeper
engagement with statistical formal analysis, Udden demonstrates why the film
method established by Barry Salt does and should matter: Salt is one of the few
scholars who quantified film style on an international and diachronic scale decades
before we could break down shots on a Macintosh laptop using the editing software
“Final Cut.” The formal parameters or “variables” identified by Salt,40 which might
seem overtly empirical or trivial to the unpracticed eye, turn out to be astoundingly
fruitful in understanding and interpreting Hou Hsiao-hsien numerically and visually.

For one thing, statistics easily refute “Chineseness” as an overarching analytical
y

“Ina quantitative style analysis of a film (or a group of films), we look at common formal
parameters as “variables”—elements to collect, measure, and test statistically. Some basic
variables (usually the terms used by the filmmakers in putting the film together) that reflect a
text’s (or a group of texts’) style are the number of shots, the lengths of all shots, ASL, scale
of shot, camera movement, and point-of-view. To Barry Salt, quantification of style would
focus “the research on how films are put together, rather than how they are perceived or
comprehended” (Elsaesser and Buckland, “Mise-en-scéne Criticism and Statistical Style
Analysis,” Studying Contemporary American Film: A Guide to Movie Analysis [London:
Arnold, 2002], p.108.). Such an approach shows the norm of a filmmaker, a period, and/or a
nation, etc. Deviations from the norm are likely to be significant in understanding texts of
artistic worth. Most importantly, information given in a statistical study yields textual
meanings that cannot be easily grasped by merely watching the film, a synopsis, or a critical
reading in (post-)structuralist terms. See Thomas Elsaesser and Warren Buckland, “Mise-en-
scene Criticism and Statistical Style Analysis,” pp. 80-116; and Barry Salt, “The Shape of
1999: the Stylistics of American Movies at the End of the Century,” in Film Theory and
Contemporary Hollywood Movies, ed. Warren Buckland (New York: Routledge, 2009), pp.
124-149.
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framework for Hou. The figuration of ASL alone proves why the long take is not
exclusive to Chinese language cinemas, nor particular to any historical period of
world cinema. (pp. 158-159) At the same time, figures and charts that tell shot
lengths and percentage of shots with camera movements (consisting of or
distinguished between slight reframings and ostentatious movements) not only bring
into relief Hou’s distinctiveness in the Taiwanese context, but also reveal his
significance and uniqueness in the history of film style, showing a trajectory of
interaction Hou has enacted and sustained with the legacies of world cinema.
Adeptly putting Hou in statistical comparisons with other filmmakers, Udden
educates us on other Taiwanese and Chinese language filmmakers, meanwhile giving
us glimpses of Jean Renoir, Alfred Hitchcock, Andrei Tarkovsky, Ozu Yasujiro /[N
¢ BB, Mizoguchi Kenji 3 [1## —, Miklos Jancs6, and Theo Angelopoulos, and
pointing out Hou’s influence on Asian filmmakers (Tsai Ming-liang #2$HHZZ, Jia
Zhangke Ef&f1], Koreeda Hirokazu ;&f¢flI#, Hong Sang-soo #tfig75, and
Apitchatpong Weerasethakul). Udden’s account of Taiwan film history is also a
panorama of world cinema.

Udden’s apt visual description, careful interpretations of numbers, and natural,
sophisticated writing style, clear of postcolonial theoretical jargon, make the book a
refreshing read. Extended analyses of Hou’s woks are as enjoyable as the films
themselves, replicating our visual memory of Hou, and making us want to go back
again and again to, say, Flowers of Shanghai, for the enthralling aural, visual
pleasure only Hou could proffer. This is important since, by the time the book was
published in 2009 (or by the time when I started reading Udden around 2005), Hou’s
international reputation had made him a favorite academic subject fervently
characterized, on the one hand, by “Chinese” culturalist interpretations which we
always know do not quite hold up, and on the other hand, by cultural-theoretical
treatments a la Homi Bhabha (i.e. Hou’s films as an alternative or subaltern history, a
performative rather than pedagogical cultural feat, or as popular, counter or

supplementary memory, decolonization, etc.)41 While the latter has successfully

"'l asa graduate student, was part of the trend of reading Hou Hsiao-hsien in such theoretical
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rescued Hou from domestic intellectual condemnation, academic defenses of Hou, as
Udden points out, are surprisingly uniform despite their being increasingly
sophisticated. (p. 100) To put it bluntly, evaluation (positive or negative, at home or
abroad) of Hou in postcolonial parlance had become formulaic and trite. To a reader
who has been following the critical literature on Hou but has perhaps become blasé
about the academics’ cultural-theoretical elaboration of Hou’s works, the formal-
analytical model of Udden supplies quite a fresh breath of air. Udden’s writing
refreshes our visual and critical sensibility, and, by use of Hou, renews the rationale
of film studies and the fun of doing it: the affection for film and the knowledge of
world cinema do and should matter.

I started this review by saying that the book is a tour de force auteurist study.
And here the word auteurism is also meant in its full historical resonance: its origin
in film history and the development of the concept as an evaluative paradigm. In the
1950s, the French Cahiers du cinéma critics followed Alexandre Astruc’s notion of
la camera-stylo (the camera-pen, 1948), pushing the idea that it is the director,
instead of the screenwriter (at the time in France usually a literary or theatrical
personage whose work was adapted into film), that should be considered as the
creative origin of a film. The concept of mise-en-scéne played a crucial role in

. . . . 2 . . . .
staking such an auteurist claim on the director,  since it is the director who is

terms. See Wu Chia-chi & f£#t, “Baoli de yingzi—tan ‘Haonan haonu’ zhong de lishi yu jiyi”
FIAEOR T — & (FFF4) b 098 L 381E Xilian rensheng: Hou Hsiao-hsien dianyin
yangjiu BLEAAE  EFEEEZHH R, ed. Lin wen-qi # L, Shen Xiao-yin #.#2 % and Li
Zen-ya Z=¥ 3z (Taipen: Maitian chubanshen, 2000), pp. 303-320.
2 Mise-en-scéne is a historically variable term. It originates from theater and literally means
“direction.” In the writings of André Bazin and his Cahiers du Cinéma followers, mise-en-
scene related to the specificity of film style and meant the elements controlled by the director
during shooting—the placement of the camera, lighting, performance, and blocking. This
understanding of mise-en-scéne was crucial in the Cahiers critics’ deployment of auteurism
and their championing of American studio films as “art”. Since then mise-en-scene has varied
or been nuanced by different schools of critics. Now mise-en-scene criticism broadly refers to
an analysis that reveals “the interrelationship between the subject matter and film style”
(Elsaesser and Buckland, “Mise-en-sceéne Criticism and Statistical Style Analysis,” p.81). But
David Bordwell, with his idea of “cinematic staging,” asks us to distinguish among aspects of
the over-generalized mise-en-scéne. Cinematic staging thus comprises mise-en-scéne (which
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responsible for a film’s immediate aural and visual qualities on the screen. In the
early 1960s, with Andrew Sarris’s importation of auteurism into the United States,
the auteur theory was popularized as a film method that relied on mise-en-scéne
analysis as a way to discover and evaluate a director’s thematic unity and stylistic
coherence, in other words, as a way to pin down a director’s “artistic signature.”
Another version of mise-en-scéne criticism, though not popular in the humanities, is
statistical style analysis. Like mise-en-sceéne criticism, it deals with the very elements
or parameters of the shot that are directly under the director’s control. As a more
systematic mode of analysis, it enhances auteur criticism and makes it more rigorous,
in that quantification helps identify, prove or re-discover the patterns of a director (a
director’s preferred techniques and his patterns in combining those techniques), as
well as the change or transformation in style across a director’s oeuvre. Seen in this
historical context of international film theory, Udden’s mise-en-scéne and stylometric
analyses not only sketch Taiwan’s film history, but also achieve more detailed, in-
depth, accurate descriptions than any previous study on Hou. In doing so, the book
stakes a sound, classical claim on Hou’s authorship.

It is also in this context of film history and auteurism that I am lodging the first
complaint about this book. Staking an auteurist claim “that the films of Hou do
represent an exceptionally unique body of work,” the book seeks not only to fully
account for Hou’s uniqueness but also to “properly contexualize all this,” (p. 163)
evincing an impulse to see Hou as an over-determined formation. The book admirably
teases out all historical events, cultural influences, and people that can be brought to
bear on Hou’s career, and none of them can be denied. Yet to me the case for the
influence of Shen Congwen JL{i£ 3 and Chu Tian-wen 2K has always seemed

overstated. Critical discourses by established Taiwan film scholars have cited Hou’s

Bordwell narrows to its core technical sense, i.e. the arrangement of the action, including
setting, lighting, costume, makeup and performance) and Eisenstein’s mise-en-cadre (‘mise-
en-shot”), which means the staging within the frame of the image, a term that emphasizes
spatial manipulation. See David Bordwell, Figures Traced in Light: On Cinematic Staging,
pp. 10-18; and Thomas Elsaesser and Warren Buckland, “Mise-en-scéne Criticism and
Statistical Style Analysis,” pp. 80-87.
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own testimony and recounted the famous anecdotes of how the writings of Shen
Congwen, an early twentieth century Chinese writer, were introduced to Hou by Chu
Tian-wen, and of how Hou, in trying to “translate” Shen’s detached, nonjudgmental
perspective, has become a master of distant shots. For years we have also been told
that since Growing Up (Xiaobi de gushi /N #E, 1983), Chu Tian-wen has been
a major influence, a soul mate, and the “screenwriter” of Hou. Udden follows
previous publications in highlighting this literary end of the spectrum, and supports
it by his own interviews with Chu and Hou. Yet the extent to which Shen (mentioned
a dozen times) and Chu (mentioned more than a dozen times) are emphasized strikes
me as largely undue, given that Udden’s interpretations of Hou’s film are, again,
primarily formalist analyses—the kind that would assert that film is a different
medium from literature. Even if a literary source is an inspiration, or a literary figure
a collaborator, it is the director who renders such an inspiration into a distinct,
cinematic experience, and Udden’s analyses suggest that it is so much more than a
“translation” (of Shen Congwen’s literary style)—the choice of lens, the
miraculously minute gradations of light and shadow, the pointers given to the actors
(who, in Hou’s films, improvise dialogues and action, and follow the
cinematographer’s instructions as to how slowly they should swallow the popcorn),
the decision on cinematographic equipment, the selection and recording of sound,
etc. Moreover, this is a lesson that we all have learned (and shall never forget) from
the French critics and theorists of auteurism in the 1950s, who were to become the
prominent figures of the French New Wave, a movement that elevated even popular
cinema’s “craft” to “art” in its defense of the director as the author.

Of course there are problems with this primordial version of authorship. For
the simple reason that film is always a collaborative effort, anybody would say that
the attribution of the meaning and look of film to the director alone is not very
democratic. And ever since the French New Wave, the history of film theory has
seen inflections of this model of authorship by various philosophies and/or their
combinations: structuralism, semiotics, the notion of the “text,” the “subject” as a
theoretically untenable entity (Roland Barthes), ideology critique, and the concept of

“discourse” (Michel Foucault), etc., all leading to the devaluing of the “masterpiece
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approach” implied in auteurism, if not the “death of the author.”” However, Udden’s
awareness of the “usual auteurist traps” (p. 163) is less an echoing of the (post-)
structuralist suspicion of the subject/author and more a devotion to Taiwan’s cultural
history out of which Hou emerged. At the same time, as [ have hopefully made clear,
Udden’s analyses cogently demonstrate how Hou’s formalism vindicates the primacy
of mise-en-scéne as the premise of media specificity and auteurism as a film theory
and practice. Udden is thus probably misguided in giving so much space to Chu and
so much credit to Shen.

At the risk of having the whole circle of Taiwan film critics and scholars jump
on me, I would justify my objection by the very terms suggested by Udden:
experience and history (international and Taiwanese). In my personal cultural
experience as a Taiwanese adolescent and layman consumer, when Hou and Chu
Tian-wen’s professional partnership began (Chu already an established and famous
writer), Taiwan New Cinema was the only, if not the first, cultural product that had
an eye-opening appeal of “newness” (I had yet to learn the idea of “avant-garde” at
the time). To me, Taiwanese literary style did not have an avant-garde appeal until
the emergence of “queer fiction” in the early 90s. Then as a young adult, the
education in film and cultural theory I received in the US did not change that
layman’s observation but instead provided a ground for it. For example, one wonders
why Chu’s published “scripts” for Hou’s films are even called “scripts.” By industry
standards, these “scripts” are at best a first iteration of scripts—sketchy descriptions
of scenes and events—what we usually call blueprints or springboards, which need
to be further developed and annotated. There are perfunctory film terms but a close
reading would reveal to a film professional how surprisingly “un-cinematic” they
are. This “lack of professionalism” is usually overlooked since we know that
improvisation and “not really following a script” are key parts of Hou’s modus
operandi, as Taiwan film industry has become a cottage industry after New Cinema.

Chu’s own observations, thoughts, and production diaries, always included in her

# John Caughie ed., Theories of Authorship: A Reader (London: Routledge & Kegan Paul in
association with the British Film Institute, 1981).
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published scripts, also rebut her role as a major creative force. In these notes, Chu at
times admits that her novels adopted by Hou cannot be compared to Hou’s films,
acknowledging Hou’s status as an “auteur.”™ But at other times Chu spouts rather
patronizing remarks (steeped in literary metaphors) about Hou and his technical
crew and gives her own criticism of the films—complaining about their failure to get
across a certain artistic sensibility while also suggesting her closeness to the crew.”
Today it would be completely unimaginable for anyone to throw similar comments
at Hou or any of Hou’s long-term “technical” collaborators. To me, this contradiction
bespeaks a historical process in Taiwan cinema in which Hou and his crew only
gradually gained the status as “cultural figures” and “artists.” In other words, New
Cinema could be seen as the Taiwanese counterpart of the French New Wave: both
are cine-modernism that went hand in hand with a radical revamping of the very
concepts of “film” and “filmmakers” in terms of their cultural meaning, and their re-
placement on the higher rung in the cultural hierarchy of Taiwan. Hence for me it is
Chu’s supportive role in the community of New Cinema rather than her (or Shen
Cong-wen’s) influence on Hou’s style that really matters: someone, along with many
others (such as Edward Yang and Wu Nien-jen 5%/ &), who Hou often bounced
ideas off; someone, along with many others (such as Chiao Hsiung-ping £ fiftfi# and
Chen Kuo-fu [#[E]E), who would defend him when necessary; and most
importantly, someone who lent her elitist, cultural status to Hou, at a time when Hou
wasn’t considered an intellectual and seemed the “least educated” in the community.
Simply put, if Chu (or Shen) deserves so much mention in Udden’s formalist book,
equal or more space might be devoted to the process of mutual learning between
Hou and Chen Huai-en [§{Z & and Mark Lee Ping-bin Z=[f#% (cinematographers),
Liao Cing-song BB (editor), Du Du-zhi 1,2 (sound designer), Huang Wen-
ying B X J< (costume and production designer), and even his actors who, using their

own experiences, play a direct, creative role in fleshing out their characters.

* Chu tien-wen % X X, Zuihao de shiguang 5% %% % ¥ % (Taipei: Yinke chubanshe, 2008), p.
291.

* Chu tien-wen % X X, Haonan haonu % % %% (Taipei: Maitian chubanshe, 1995), pp. 15-
16.
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This and other complaints would not in any way compromise the great
accomplishment and value of Udden’s No Man an Island. But there are some minor
issues that kept coming up as I went through the book. No doubt this book would
serve or has served as a major textbook in English academia for any course on
Taiwan, Chinese language, or East Asian cinema. It overshadows previous studies
premised upon the idea of Taiwanese/Chinese film study rather than Taiwanese/
Chinese film study. At the same time, Udden’s book has set a higher standard for
writing on a “foreign-language” cinema, calling for equal proficiency in three
languages to achieve critical work of comparable quality: lucid English writing,
direct access to written sources in that foreign language, and film stylistic literacy.
Yet a reader shall note that Udden’s stress on “indigenous” Taiwanese sources or
“domestic” discourse on Hou might be further qualified, for a considerable
proportion of such sources, though written in Chinese, have been the results of the
writers’ western education, or have been shaped by the globalization of Taiwan
cinema and western thoughts on film and history writing. Besides, in the introductory
pages Udden cautions against the political motives or nationalist assumptions
underlying Chinese scholars’ culturalist readings of Hou. Yet Udden does not alert us
to different sets of political motivations, assumptions, or hidden agendas of career
investments that come with domestic writing on Taiwan film history and Hou. With
enough wisdom and luck, however, Udden takes only useful information (mostly
factual data) from problematic sources and steers clear of the troubling assumptions
that would otherwise seriously flaw and disqualify such sources. Yet this also means
that going to some of the citations given by Udden without his critical discernment
might lead to erroneous assumptions about film aesthetic history, Hou’s works, and
the historical process by which Taiwanese films became a trademark in international
art cinema.

A reader of No Man an Island might also find that Udden’s historical details
verge on the tedious at times, and even wonder whether such persistence bespeaks a
tendency to overcompensate for the smallness of Taiwan. In the overflow of
historical notes are biaohui #£€7, Jiuguotuan X{[F[E|, Lo Ta-yu §# K{H, Teresa Deng
BFEEE;, Cloud Gate Z£['] and Lin Hwai-min #£{Z [, among other terms and names
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in a seemingly endless list. Yet do we have to know about direct sale commerce, the
YMCA, Bob Dylan, Bruce Springsteen, and the Martha Graham Dance Company to
fully understand Francis Ford Coppola and Martin Scorsese’s modernism in their
80s films? As if Taiwan’s insignificance (its contested national status, marginality in
international relations, and invisibility in global popular culture) and English readers’
presumed ignorance about Taiwan could diminish Hou’s significance and global film
connoisseurs’ knowledge about him, Udden takes on the difficult tasks of
exhaustively relating the history of Taiwan and mapping every possible thread of the
Taiwan fabric, almost too neatly, onto each of Hou’s films. Yet if Thomas Elsaesser
jumps right into a complex debate about Rainer Werner Fassbinder, subject, and
national cinema without any comprehensive preceding history narrative, and if John
Hill starts discussing Ken Loach’s works after merely one page of biography, then
Udden’s No Man an Island paves the way for another publication that would tackle a
Taiwanese director with some assurance of prior knowledge about Taiwan on the

part of a future reader.*

* Thomas Elsaesser, Fassbinder’s Germany: History, Identity, Subject (Amsterdam: Amsterdam
University Press, 1996). John Hill, Ken Loach: The Politics of Film and Television (London:
British Film Institute, 2011).
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