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ABSTRACT

This paper takes two illustrated versions of Dream of the Red Chamber: the

Cheng Jia and Shuangging xianguan editions as the main research objects. It discusses
the functions of illustration in the reading process. Illustrations can serve a number of
functions. They summarize the story's content and help readers quickly appreciate the
main characters and plots, serve as a form of annotation for the novel/ narrative. The
Shuangging xianguan illustrations show connections between this novel and the Yuan
play The Romance of the West Chamber.! Besides, these illustrations stereotype and
simplify the female characters. This research helps readers understand the functions and

influences of illustrations in literary works.

INDEX WORDS: Illustrations, Ancient Chinese novel, Functions, Female image

! The Romance of the West Chamber, a play written by the Yuan dynasty playwright Wang Shifu 52 #j(1250-1337).
See Wang Shifu, Stephen H. West and Wilt L. Idema, The Story of the Western Wing. University of California Press, p.
3.
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INTRODUCTION

“All that my story narrates, the meetings and partings, the joys and sorrows, the ups
and downs of fortune, are recorded exactly as they happened. | have not dared to
add the tiniest bit of touching-up, for fear of losing the true picture. My only wish is
that readers in the world below may sometimes pick up this tale when they are
recovering from sleep or drunkenness, or when they wish to escape from business
worries or a fit of the dumps, and in doing so find not only mental refreshment but
even perhaps, if they will heed its lesson and abandon their vain and frivolous
pursuits, some small arrest in the deterioration of their vital forces.? (Dream of the
Red Chamber, chapter 1. F[H| B A 60, MaEbrids, (HREE:, B
F, BRHE. FURH S ISEERERE N, s E by, fEi—
b, MAEZEIDEE, Mg 78 Eai), AEREEER . )

Dream of the Red Chamber is considered one of the four great Classical Chinese
novels. In 1791, the first version of the book to be published by woodcut movable-type
printing was called Cheng Jia's version* of Dream of the Red Chamber. The content of
this version is more abundant than that of the previous versions, with a total of 120

chapters. The first 80 chapters of the story existed before the publication of the Cheng Jia

version, but the exact author is still uncertain®; it can only be seen from the records in the

2 See Cao Xuegin # &7, translations throughout from David Hawkes, The Story of the Stone, volume 1, p. 50.

3 See Cheng Weiyuan, Gao E, Cao Xueqin. & % fr, Feffi oo, =58, #riE £ 5 5 454 . Newly revised wood
engraving figure painting Honglou Meng, p. 4.

4 In the 56th year of the Qianlong period (A.D. 1791) of the Qing Dynasty, a staff who works for the General Shengjing
named Cheng Weiyuan collected the remains of Dream of the Red Chamber. Then he invited his friend Gao E to
combine the first 80 chapters and the last 40 chapters of Dream of the Red Chamber into a complete story, which was
then printed in movable-type printing. This book is called Cheng Jia Version Dream of the Red Chamber.

5 See Yan Yan i Z, Zhonguo gudai sida mingzhu yanjiu H [E AP0 K 4 2446 B9 52 (A study on the illustrations of
four classics in ancient China), p. 476.



book that Cao Xueqin was the editor®. The last 40 chapters were collected and sorted by
Cheng Weiyuan and Gao E.’

This book takes the prosperity and decline of the four families: Jia, Shi, Wang,
and Xue as the background of the story, takes the triangular relationship between Jia
Baoyu, Lin Daiyu, and Xue Baochai as the main storyline, and focuses on showing the
colorful life stories and fates of female characters®. At the beginning of Dream of the Red
Chamber, the author sets the tone of the whole book as a mythical story. The story's
cause is that when the goddess NUWa was mending the sky, a stone was not used, then
this stone was abandoned by her under the Green Ridge peak of the Great Barren
mountain. Because the stone was made by a goddess, it initially has a spirit; when a monk

and a Taoist walk by this place together, the stone begs these two people to take it with

6 See the first chapter in Dream of the Red Chamber: “Later, Cao Xuegin in his Nostalgia Studio worked on it for ten
years, in the course of which he rewrote it no less than five times, dividing it into chapters, composing chapter
headings, renaming it “The Twelve Beauties of Jinling”, and adding an introductory quatrain. Red Inkstone restored the
original title when he recopied the book and added his second set of annotations to it. This, then, is a true account of
how The Story of the Stone came to be written.. (58 &5 x4 FFb, HIH-HE, #EMTX, ERERX, o1
=R, EE (SR80, 4. Bt (Akid) RIZiE. )7 p.5l.

7 See the preface written by Cheng Weiyuan in Cheng Jia version: “Dream of the Red Chamber is a novel that was
originally called The Story of the Stone. It is difficult to determine who the author is. According to the book content, we
only know that Cao Xuegin revised the story for several times. Many people who like this story copied it and sold it in
the market in exchange for money, which led to the spread of this book. However, there are 120 chapters in the original
book, but only 80 can be seen today. Those who claimed that they owned the whole book, after others checking it, it
was still the same 80 chapters, which made readers feel disappointed. This book originally has 120 chapters. Is there
even one complete version in the world? So | started carefully collecting, | went to bookstores and even read waste
paper piles. In a few years, | only collected more than 20 chapters. One day, | happened to see more than 10 chapters of
the story in an antique recycling place. | immediately bought them with a lot of money. After reading these chapters, |
found that the contents of these 10 chapters were basically connected with each other, but many of them were
incomplete and damaged. After my friend (Gao E) and | carefully sorted out and edited them, we combined them with
those fragmentary versions | had collected before. All of them were transcribed and printed again, so as to satisfy the
wishes of the fans. So far, the complete book of Dream of the Red Chamber was completed. After the completion of the
book, | wrote down the history of the book to inform readers all over the world. Anyone who has a common interest in
Dream of the Red Chamber, please come and see it first! (B /N, A& Hkid, (EEHEA—, AARMEH
N, MEBNIESFEEAEMS L. i FERED I, Bt SHESEE, MrmEHER. RIEH
—HE, SErER )\, RAEeA. AIA i, aiy N5, mEBLOE. AR
FEHECH, B8 Zhm Y, BMBRARMAMED AR O, BEUK, WG HRE. —H
BEEAH EGHRE, BENWEZ, KRR, WK, MEReE, R ATiEs. LR N0 NE
A, BAANE, PORCAETR, BN, DIATRLGF, AMEEBREEN K. B, BUFEHEE, UhENE
To FLIRFIN, sRJelE ytRESR? ) 7 p.2.

8 See Cheng Weiyuan, Gao E, Cao Xueqin. 55 /-, #2570, =55, #rik 4 ilg G 44445, Newly revised wood
engraving figure painting Honglou Meng, p. 10.



them to go to the human world, so the stone can truly experience human life. Then this
stone's dream comes true; it was brought to the human world and turned into a boy with a
beautiful jade in his mouth when he was born. This boy was born into Jia's family and
was named Jia Baoyu. Many years later, the Taoist and the monk who once brought the
stone to the human world walk by the Green Ridge peak again. This time, they see the
stone has already come back from the human world, and a long story has been engraved
on one side of the stone. The stone entrusted them to copy that story and pass it on to the
human world. Later, the story was heard by Cao Xueqin, who then spent ten years
writing, deleting, and revising it five times before finally finishing the book.°

Due to the long period of time of Dream of the Red Chamber s spreading, there
are many versions of this book published in history, and there are big or small differences
between each version. Therefore, the exact number of versions of Dream of the Red
Chamber is still questionable. Still, among these versions, some important demarcation

points between versions can now be precisely verified.

Version name Year Number of chapters
Jia Shu version F 4 1754 16 chapters extant.
Yi Mao version Z Y 4s 1759 Chapter 1-20, 31-40,

55, 56-58, 59, 61-67,
64. 67left, 42 chaptersin

total.

Geng Chen version ¥Jg 4~ | 1760 78 chapters extant.

Mongolia Royal Print of unknown 74 chapters extant.

The Story of the Stone ¢ Jff

S

Jia Chen version 1 Jg 4« 1784 80 chapters.

Cheng Jia version £ i A 1791 120 chapters, with
illustrations.

Cheng Yi version £ 2 A& 1792 120 chapters, with 24 sets

of illustrations.

® Cheng Weiyuan, Gao E, Cao Xueqin. & =/, B ffiT, w59, B M R %2S. Newly revised wood engraving
figure painting Honglou Meng, p. 7.



Dongguan Pavilion version | 1811 120 chapters.
MRS

Wang Xilian commentary | 1832 120 chapters, with
version(Shuang Qing commentary by Wang
Xianguan version) £ 7 ik Xilian and 64 sets of
VEAR (UL A i A) Hlustrations.

Table 1 Versions of Dream of the Red Chamber!®
(Yan Yan EjijZ, A study on the illustrations of the Four Classics in ancient China
FE AP & Z7T 5 p. 561)

In the 56th year of the Qianlong period (1791 A.D.) of the Qing Dynasty, a staff
member who worked for the General Shengjing named Cheng Weiyuan collected the
remains of Dream of the Red Chamber. Then he invited his friend Gao E to combine the
first 80 chapters and the last 40 chapters of Dream of the Red Chamber into a complete
story, which was then printed in movable-type printing. This book is called Cheng Jia
Version Dream of the Red Chamber. Later, in the second year of this book's completion,
in 1792, Cheng Weiyuan and Gao E made some supplements and corrections to the
original Cheng Jia version. They reprinted and published another version called Cheng Yi
Version.!* The emergence of the Cheng Jia version and Cheng Yi version ended the era
of copying Dream of the Red Chamber by hand; these two books are the start of Dream
of the Red Chamber being printed with the moveable-type and spread through society.
Cheng Jia's version Dream of the Red Chamber, which was first published by movable-
type printing, is one of the main research objects in this article. The Cheng Jia version not

only expands the text content from the remaining 80 chapters to 120 chapters but also

10 See Yan Yan FiZ, A study on the illustrations of the Four Classics in ancient China #7/# & /C /I A4 Z #5177,
p. 561.

11 Cheng Weiyuan, Gao E, Cao Xueqin. & /7, #1Hi7c, &i%58, Bk &S Q444 Newly revised wood engraving
figure painting Honglou Meng, p. 3.



adds 24 sets of illustrations, which is then considered as the systematic illustration of the
Cheng Jia version, represented by the wood engraving figure painting.

As a whole, there are two systems of illustrated versions of Dream of the Red
Chamber: the wood engraving figure painting system(41% % 4t Xiuxiang Xitong) and
the chapter plot painting system([=l H i#] 5 %& Huimuhua Xitong). There are four

representative versions in the category of wood engraving figure painting system:

Name of the version Year
Chengben version(Cheng Jia | 1791
and Cheng Yii version)

Shuangging Xianguan 1832
version
Tongwen publishing house 1884
version
Shanghai Zhangfuji 1909

Publishing House version
Table 2 Wood engraving figure painting system*2
(Yan Yan EjijZ, A study on the illustrations of the Four Classics in ancient China

FE 2 A& Z /T E o, p. 141)

There are six representative versions in the category of wood engraving chapter- plot

painting system:

Name of the version Year

Additional comments and supplementary | 1884
images on Jin Yu Yuan'SH4 ¥ 4M% 4 1K 4>
B

Additional comments on the drawing of 1886
Grand View Garden 4342 & K Wi el 3
K

Additional comments and supplementary | 1892
images on The Story of the Stone 34 - #b
(£ Bkl

Paintings on Jin Yu Yuan 5% & K4 K% | 1899

12 See Yan Yan FiZ, A study on the illustrations of the Four Classics in ancient China #7/# & /C /I A% Z 15 5177,
p. 141.
13 Jin Yu Yuan (The Fate between Gold and Jade) s % 2%, another name of Dream of the Red Chamber.



Additional comments and paintings on The | 1901
Story of the Stone 7515 4= K38t (4

f3kid
Additional comments on Jin Yu Yuan ¥ | 1906
hnfit 4 E 2K

Table 3 Chapter plot painting system*4(p. 459 )

By observing the publishing time of each edition in these two systems, it can be
seen that the development of the chapter plot painting system is later than that of the
wood engraving figure painting system. Therefore, combined with the fact that the
development of Dream of the Red Chamber from manuscripts to movable-type printing,
it can be seen in terms of the text, Cheng Jia version is the first relatively complete book
with 120 chapters published by movable-type printing. In terms of illustrated versions,
the Cheng Jia version is the first book in the wood engraving figure painting system with
the pioneering nature. Therefore, the Cheng Jia version is an essential book both in the
story's integrity and illustrated version, which is why this paper chooses the Cheng Jia
version as one of the research objects. The Shuangging xianguan edition, which also
belongs to the wood engraving figure painting system, was published 41 years after the
publication of the Cheng Jia edition. It is different from Cheng Jia's edition by the
number of illustrations and content within them. Although the illustrations of the Cheng
Jia version and Shuangging xianguan version all belong to the wood engraving figure
painting system, there are significant differences between them in the number,
typesetting, content, and function of the illustrations. There are 24 sets of illustrations in
the Cheng Jia version and 64 sets of illustrations in the Shuangging xianguan version.

The content of Cheng Jia's illustrations includes twenty-two figure paintings with

14 See Yan Yan, p. 459.



backgrounds and two pure scene paintings. The illustrations of Shuangging xianguan are
made up of 64 sets of figure paintings with a blank background, including words and
sentences on the picture, and a flower illustration on the back of each figure painting. At
the same time, because the total number of illustrations in the Shuangqing xianguan
version is larger than the Cheng Jia version, the number of characters included in the
Shuangging xianguan version is also much greater than in the version of Cheng Jia.

This thesis takes the ancient Chinese novel — Dream of the Red Chamber as the
research object, focusing on the two illustrated versions of this book: the Cheng Jia
version and Shuangging xianguan's version, exploring how the illustrations of these two
versions influence the reading process. It shows that they give a brief overview of the
book’s content for readers, serving as annotations, and making connections between
Dream of the Red Chamber and The Romance of the West Chamber. Moreover, they
stereotype and simplify female characters, which help form the "morbid beauty"” female
image. Furthermore, illustrations also reframe and reform the content of the original
novel and even change the original meaning of the story.

In 1985, Zheng Zhenduo, a famous Chinese writer and historian, published his
book - A Brief History of Chinese Ancient Woodcut Painting. This book contains all the
historical materials of ancient Chinese woodcut paintings from 868 A.D. to the late Qing
Dynasty. In his book, chapter 10 and chapter 11 detail the development of the woodcut
paintings in the Qing Dynasty, which is the background of the illustrated Dream of the
Red Chamber®®. Later in 1998, Robert E. Hegel published his book: Reading Illustrated

Fiction in Late Imperial China. This book tells the production process and characteristics

15 See Zheng Zhenduo. #RHREE. FHE dAAZ] m 52 #%. A Brief History of Chinese Ancient Woodcut Painting.



of illustrated novels in the late Qing Dynasty and studies the reasons for the emergence of
illustrated novels from the changes of readers and the development of printing
technology. He put forward such viewpoint: “The overarching function of illustrations in
Chinese fiction has not been defined with any precision.”*® In 2014, Yan Yan focused on
the image narration and expression of the female theme in the illustrated Dream of the
Red Chamber and brought up two forms of expression of "boudoir space" in the
illustrations: comprehensive and juxtaposed!’. In the recent articles, the selection and
ranking of characters, as well as illustrations to show the artistic conception of the novel,
were brought up in Dr. Chen Xiao’s article.'® In 2017, Dr. Gao Yan explored the three
kinds of aesthetic forms of picture-text relationships in illustrated Dream of the Red
Chamber: presentation relationship, interpretation relationship, and metaphor
relationship.'® When | was doing the research, | regarded the illustrations in Dream of the
Red Chamber as an independent unit to study their influence on the reading process.
From this perspective, I find that Gerard Genette's theory about paratext and Perry
Nodelman's theory about illustrated books can be well connected with my research.
The illustrations in Dream of the Red Chamber have the characteristic of paratext.
They have close connections to the text and form a small universe with other contents in
and about the book. As Gerard Genette mentioned in his article that:
“An element of paratext, at least if it consists in a materialized message.
Necessarily has a positioning, which one can situate in relationship to that of the

text itself: around the text, in the space of the same volume, like the title or the
preface, and sometimes inserted into the interstices of the text, like the titles of

16 See Robert E. Hegel. Reading lllustrated Fiction in Late Imperial China. p. 292.

17 See Yan Yan. FiE. /[ BT E Z#GEHFZ. A study on the illustrations of four classics in ancient China.

18 See Chen Xiao. [%:55%. “The image world of Dream of the Red Chamber in the Qing Dynasty.”i& X (ZLEEE) I
B

19 See Gao Yan. = JiE. “The aesthetic evolution of the relationship between images and texts in Honglou Meng” (£1#%

NS ES LIRS



chapters or certain notes. | will call peritext this first spatial category, which is
certainly the most typical and which will be the subject of our first eleven
chapters.”?°

Compared with plain textbooks, illustrated books contain more abundant content,
and the use and role of illustrations in each illustrated version of Dream of the Red
Chamber are not exactly the same. Still, they are through the combination-relationship
between text and illustrations and interaction between them to achieve a richer effect. As
Perry Nodelman wrote in his book Words about Pictures that:

“The fact that they are distinct is what enables them to have all sorts of
highly specialized, interesting relations to each other. As a highly specialized art
form that combines different arts, the illustrated book is distinguished by the ways
in which it takes advantage of such highly specialized relationships.”?!

This paper takes the Cheng Jia version and Shuangging xianguan version as the
primary research objects. Through the analysis of the illustrations in these two versions,
exploring the functions of illustrations in Dream of the Red Chamber, about how these
illustrations influence or guide the reading process and what changes they made on the
book content. The first chapter explores how in the Cheng Jia version, the illustrations
summarize the story's content and help readers quickly appreciate the main characters and
plots. The second chapter argues that illustrations in the Shuangqging xianguan version
serve as annotations of the story. On this basis, there are some interesting connections

between the Shuangging xianguan illustrations and scenes from the play The Romance of

the Western Chamber?2. Last but not least, the third chapter discusses that in addition to

2 See Gerard Genette, Introduction to the Paratext, NEW LITERARY HISTORY, p. 263.

21 See Perry Nodelman, Words about Pictures, p. 200.

22 The Romance of the Western Chamber 7Z4/#7Z, is a NORTHERN DRAMA Jtz#E1/L 1 written by Wang Shifu
SEHE in the years of Yuan Zhen and Da De periods (1295-1307). See Wilt and Stephen H. West Idema, Chinese
Theater 1100-1450: a Source Book.
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these influences on the reading process, both of these two books’ illustrations simplify
the female characters in Dream of the Red Chamber and help form the "morbid beauty"
female image.

The purpose of my paper is to analyze the functions of illustrations in the Cheng
Jia version and Shuangging xianguan version to know that in a book like Dream of the
Red Chamber, which is dominated by text, illustrations also play multiple and essential
roles. These functions are reflected in the role of influencing the reading process,
including fulfilling reading needs and making changes when the illustrations convey the
original content. After understanding these functions, it helps readers make more
effective use of these illustrations in the book to deepen their understanding of the
contents when reading the illustrated version of Dream of the Red Chamber.
Furthermore, it also helps readers examine the figures in the illustrations more
objectively and get a complete understanding of the novel. No matter in what form
illustrations appear in the book, readers can fully grasp and make rational use of them
when reading, and at the same time understand and avoid the one-sided expression of the
story content brought by illustrations. Like Sun Wu mentioned in Master Sun's Art of

War 7h74€;2: “If you know the enemy and know yourself, you need not to fear the

result of a hundred battles.” 2 (%1 S 4011, [ 5 AFR.)%

2 Translated by Lionel Giles.
2 ST, TSR, See Sun Wu FMiE, Master Sun's Art of War 7472/ volume 3 1105,
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CHAPTER 1
CHENG JIA VERSION:

A BRIEF OVERVIEW OF THE BOOK CONTENT

In the 56th year of Qian Long's reign, 1791, Cheng Jia's version of Dream of the
Red Chamber was published?. The emergence of this version marks the end of the era of
the manuscript version of Dream of the Red Chamber.?® Cheng Jia version is a woodcut
movable-type printed book published by Cuiwen Bookstore in 1791. The full title of this
version is "Newly Revised All Wood Engraving Figure Painting of Dream of the Red

Chamber #7£% 2545 17 21 #4 24" Because this version is edited by Cheng Weiyuan and
his friend Gao E, and this is the first edition that they edited, this version is also called
Cheng Jia £ version.?” The structure and contents of the Cheng Jia version are:

The preface by Cheng Weiyuan,

The preface by Gao E,

25 After the publication of the Cheng Jia edition, in 1792, Cheng Weiyuan and Gao E launched a revised edition of the
Cheng Jia version, which is known as the Cheng Yi edition. In the Cheng Yi version, Cheng’s and Gao’s preface has
this statement:

“The last forty chapters in the book are accumulated over the years, just like a coat made of small pieces of fur, and
there is no other version that can be used for textual research. We can only modify the editions according to its context
and connection so that it can be connected without contradiction. As for its original text, | dare not change it without
authorization. | will wait until | get other details and edit it more accurately. And do not want to cover up its true
colors.” (Cheng, Gao 3) “-rp)glU-1[al, R@LFENAT, HLIBNE, EIMATE . HEZLILETE R, Bh
B4, HAREMITE. 2HE, KBRS, REGEAR, EAHEE. BEAREHAKTH®. 7
See Cheng Weiyuan, Gao E, Cao Xueqin. ® 55 /7, F257T, =59, Bt &3 515 208525, Newly revised wood
engraving figure painting Honglou Meng, p. 3.

% See Yan Yan i, A study on the illustrations of the Four Classics in ancient China #7/& 2 fE/IA % Z #5 KIHE %,

p. 444,

27 Cheng #% stands for the last name of Cheng Weiyuan, and Jia F! means the the first of the ten heavenly stems, which

also used to indicate the first or the number one.
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Twenty-four sets of illustrations,
The book catalog and 120 chapters of text.

There are 24 sets of illustrations in this book, each set of the illustrations include
one picture with a title and one page of a corresponding inscription with a square seal for
the picture.?® The type of illustrations Cheng Jia’s version uses is wood engraving figure
paintings — "Xiu Xiang 4514." In this case, "Xiu Z5" refers to exquisite wood engraving
paintings, "Xiang 14" indicates the portrait of a person. The titles of the twenty-four sets
of illustrations are:

“CO=) CAk)Y s (5D (FEE) s () (HRSEHED s (D) (R
BH) s (o (FHEERAN) 5 O (eF) 3 (B E@F) ;5 JO
RE) » U EEF) » ) (FBREERD) o =) (EERRD
(F=) () 3 (F=D) (FRKRY o P (BEESD s P Ok
BE) ; P (BMz) s (B (BE) ;. (HJO (EEE)
CHILD (FLFEEMEY ; (24D =) 5 () (R
A (D) (HEER) s (=) (L) s (D (fiE) 2
(1) The Stone; (2) Baoyu; (3) Jia's Ancestral Hall; (4) Shitaijun; (5) Mrs. Jia
Zhengwang; (6) Yuanchun; (7) Yingchun; (8) Tanchun; (9) Xichun; (10) Liwan and
Jialan Fu; (11) Wang Xifeng; (12) Qiao Jie; (13) Mrs. Qin; (14) Xue Baochai; (15)

Lin Daiyu; (16) Shi Xiangyun; (17) Miao Yu; (18) Xue Baogin; (19) Li Wen, Li Qi,

28 See Cheng Weiyuan, Gao E, Cao Xueqin. ® 55 fr, F2fF 70, =59, B £ FHE 4 %4 . Newly revised wood
engraving figure painting Honglou Meng, p. 10.

2 See Cheng Weiyuan, Gao E, Cao Xueqin. 55 /-, #2H 7T, =55, B4l G 4 445, Newly revised wood
engraving figure painting Honglou Meng.
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Xing Xiuyan; (20) Yo Sanjie; (21) Xiang Ling and Xi Ren; (22) Qing Wen (23)

Female Musicians; (24)The Monk and the Taoist.”

In Cheng Jia's version, the illustrations are a brief overview of the book's content.
These illustrations and corresponding inscriptions were put at the beginning part of the
book, which is before the book’s catalog; the selection of the main characters and scenes
show the book’s contents in the form of pictures, which are highly summarized and have
rich contents as well as critical inscriptions. For readers and especially those who are
impatient, these illustrations are like a powerful medicine to ease the anxiety of reading
such a long story.

In terms of the position of the illustrations in the Cheng Jia version, they are
placed after the preface and before the texts. After reading the preface written by Cheng
Weiyuan and Gao E, readers can only get to know the book's name, the author, *° and the
information of the origin and process of the book's formation. 3! For the specific content
of the story, readers are still in a blank state. Usually, at this stage of the reading process,

readers will look for a catalog to understand the general segmentation and content of the

%0 See footnotes 3

31 See Cheng Weiyuan, Gao E, Cao Xueqin. ® S5 fr, Fefi 70, =159, 5 £ o045 (R 21 142 Newly revised wood
engraving figure painting Honglou Meng, the preface written by Gao E in Cheng Jia version: “I heard that Dream of
the Red Chamber is a very popular book. After decades, some parts of this book have gradually lost, and till this day,
there is no definite version. | used to borrow this book from my friends, but | feel sorry for the incompleteness of the
story. This spring, my friend Cheng Weiyuan came to see me and showed me his collection of this book. He said,
“These books and scattered chapters have been collected by me with a lot of energy and money over the years. | plan to
edit them and then publish them into a book. Since you also like this book, while | feel a little tired because of my
heavy workload, why don't you come and share some of the work with me?” I think although this book was concerned
as "unofficial stray anecdotes", it did not slander the "orthodox" Confucian classics. | gladly agreed to his request,
regarded the editing work as my honor, and began to edit books carefully. Now that the work has been done and the
beginning and end of the book are complete, | write down this preface to inform the readers. (“F [RIZL A a5 A\,
JUHRE, RIEEEE, TTEAR. HEMKNER, GTURIEZEMNE. SFF, KAET/MNRE T, DI
R, HE: “HAMIERRT R0, BAEl, AR, TIREER, @z 7 TR EM
BRI, RMABET R ORFEW, BB NE, SR TR, JFiRmA, LAEH

. ), p. 2
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story. However, after the preface, Cheng Jia's version did not immediately present the
book catalog. On the contrary, Cheng Jia version's illustrations appeared before the
catalog as a complete small unit. This allows readers to perceive the story of Dream of
the Red Chamber through these 24 sets of illustrations without knowing much of the
story. In addition, the inscriptions of each set of illustrations are suggestive and include
summative sentences for the figures and objects in the illustration, which are different
from the parts of the text that are excerpts a specific chapter. These inscriptions also play
a serious general role in showing the contents of the book. Moreover, these 24 sets of
illustrations were put in the book as a whole unit, making readers get the information
brought by the illustrations independently without the influence of the later story text.

The above is the brief-overview function reflected in the position of illustrations
in the Cheng Jia version. Next, this paper starts to study how these illustrations in Cheng
Jia's version show and summarize the book's content. Cheng Jia’s illustrations choose the
main characters and scenes in the novel. Besides, these characters and scenes shown in
the illustrations correspond with the story's content.

In the first chapter of Dream of the Red Chamber — “Zhen Shiyin Makes the
Stone's Acquaintance in A Dream and Jia Yu-cun Finds that Poverty is Not Incompatible
with Romantic Feelings” (¥ 1-Fa s X )R8 R BT A AR PR EF5),% the author
introduces the origin of the story: the stone. The stone was made by a goddess named N
Wa when she was repairing the giant hole in the sky. She originally made 36501 large
stones. In the end, 36500 stones were used, the last piece of the stone was discarded at the

foot of Qinggeng # ¥ LLI mountain. This stone was spiritually cultivated in the process of

32 See Cao Xueqin & &7, translated by David Hawkes, The Story of the Stone, volume 1, p. 47.
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NUWa's making it. When it hears the passing monk and the Taoist talking about all kinds
of adventures in the human world, the stone begged them to bring it to the human world
to experience life. Then the stone was turned into a beautiful jade by the monk, and
together with the monk's friend, the Taoist, it was taken to the human world.
In Cheng Jia's edition, the first illustration is about this stone, and on the right is a

critical inscription for this image:

“Is it a stone? Or a beautiful jade? Is it stupid? Or smart? What did heaven and

earth cast you into? In the silly sea and emotional sky, you exercise your spirit. You

come without a trace; you leave without a shadow! In this big world, where can |

find you?

(FHREHR, JHR R HR . wrsmbhfil, $G/RIEHR. JdEER, HURMER. R

A, LU WA, HHHR? )7

33 See Chapter one of Dream of the Red Chamber ; “Long ago, when the goddess NCtwa was repairing the sky, she
melted down a great quantity of rock and, on the Incredible Crags of the Great Fable Mountains, moulded the amalgam
into thirty-six thousand, five hundred and one large building blocks, each measuring seventy-two feet by a hundred and
forty-four feet square. She used thirty-six thousand five hundred of these blocks in the course of her building
operations, leaving a single odd block unused, which lay, all on its own, at the foot of Greensickness Peak in the
aforementioned mountains. One day, in the midst of its lamentings, it saw a monk and a Taoist approaching from a
great distance, each of them remarkable for certain eccentricities of manner and appearance. When they arrived at the
foot of Greensickness Peak, they sat down on the ground and began to talk. The monk, catching sight of a lustrous,
translucent stone — it was in fact the rejected building block which had now shrunk itself to the size of a fan-pendant
and looked very attractive in its new shape — took it up on the palm of his hand and addressed it with a smile: ‘Ha, I see
you have magical properties! But nothing to recommend you. | shall have to cut a few words on you so that anyone
seeing you will know at once that you are something special. After that | shall take you to a certain brilliant successful
poetical cultivated aristocratic elegant delectable luxurious opulent locality on a little trip’. The stone was delighted.
‘What words will you cut? Where is this place you will take me to? I beg to be enlightened.” ‘Do not ask,’ replied the
monk with a laugh. ‘You will know soon enough when the time comes.” And with that he slipped the stone into his
sleeve and set off at a great pace with the Taoist. But where they both went to | have no idea. p. 47 (“AI i B £ i FCH
AR, TR RE B R+ o WO SR A = AN T A E—H. BmERM T =7
ANTIEY, BBERTN-HRH, FEFEEN. ERbaBEBhcE, RIECHE, BEEK, WK/,
LA RIFAN R, i ST A ARG, BEBAM, AR, —HIESBERZER, &
Ko AR IEIREDI S BIRERE . AL R, M, R E S 2R LE—E. ) p. 2.

3 See Cheng Weiyuan, Gao E, Cao Xueqin. 55 /-, #2H 7T, =55, Bkl G 4 445, Newly revised wood
engraving figure painting Honglou Meng, p. 10.
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After the inscription, there is a square seal, which shows: “True Features A< >k [f
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Table 4 The Stone®

The first chapter of the book is about the origin of the stone, and the first picture
of the illustrations is also a scene of the origin story of the stone. The illustration shows
the abandoned stone standing alone at the foot of the mountain, and the front side of the
stone in this picture is blank. In the book, the author once wrote that many years later,
another Taoist passed by the foot of the mountain and saw the stone, but he saw the stone

was full of stories®’. Therefore, this illustration shows what the stone looks like at the

3 See Cheng Weiyuan, Gao E, Cao Xueqin. ® 55 fr, FefF 70, m59, 752045 (R 21 1425 Newly revised wood
engraving figure painting Honglou Meng, p. 10.

3 See Cheng Weiyuan, Gao E, Cao Xueqin. ®& 55 fr, FefF 70, =59, 7522045 (R 21 142 Newly revised wood
engraving figure painting Honglou Meng. p. 10.

37 See chapter one in Dream of the Red Chamber, “Countless aeons went by and a certain Taoist called Vanitas in quest
of the secret of immortality chanced to be passing below that same Green Sickness Peak in the Incredible Crags of the
Great Fable Mountains when he caught sight of a large stone standing there, on which the characters of a long
inscription were clearly discernible.p. 48 (“>X A& 7 JLH LY, A AT B NYFERAL, A KT ILTCH 2
FHHE TR, B0, LFds s, wmkPil. 7)) p. 2.
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beginning of the story, rather than the scene of the stone standing at the foot of the
mountain after it goes to the world for the experiences of human life. In addition, it is
worth mentioning that although the first illustration is one of the only two of the Cheng
Jia version's 24 illustrations that are pure scene illustrations, this one contains a character
- Jia Baoyu, a boy who was born with a beautiful jade in his mouth, a boy who was
initially being transformed from this stone.

This illustration conveys the elements of the stone, its loneliness, and its blank
surface to the readers. Combined with the inscription on the right side, readers can
appreciate the general plot at the beginning of the story. Still, at the same time, it omits
the images of the monk and the Taoist who showed up in the same plot, and it does not

show the scene of Ni Wa when she made the stone. From this, it also can be seen that it

offers the readers the main plot, but it doesn't show all the story's details. It not only
arouses the readers' interest but also doesn't let the illustrations replace the original text
and become the only part that readers will read.

In the last chapter of Dream of the Red Chamber — “Zhen Shi-yin Expounds the
Nature of Passion and Illusion, And Jia Yu-cun Concludes the Dream of Golden Days”
(ER L BRVE DA T ST R A 45 208 45) 7,8 Jia Zheng® goes to a place called Jinling to

bury the Grandmother Jia. On his way back to the capital, he meets his son - Jia Baoyu*°:

3 See Cao Xuegin & & 77, translated by David Hawkes, The Story of the Stone, volume 5, p. 357.

%9 Jia Zheng, the second son of Jia's mother and Jia Daishan, Jia Baoyu's father, Lin Daiyu's uncle and Xue Baochai's
uncle.

40 See Chapter 120 in Dream of the Red Chamber, “Jia Zheng had arrived in Nanking with Grandmother Jia’s coffin,
accompanied by Jia Rong and the coffins of Qin-shi, Xi-feng, Dai-yu and Faithful. They made arrangements for the Jia
family members to be interred, and then Jia Rong took Dai-yu’s coffin to her own family graveyard to be buried there,
while Jia Zheng saw to the construction of the tombs. Then one day a letter arrived from home, in which he read of the
success achieved by Bao-yu and Jia Lan in their examinations — which gave him great pleasure — and of Bao-yu’s
disappearance, which disturbed him greatly and made him decide to cut short his stay and hurry home. ... On the day
when his boat reached the post-station at Piling, there was a sudden cold turn in the weather and it began to snow. He
moored in a quiet, lonely stretch of the canal and sent his servants ashore to deliver a few visiting-cards and to
apologize to his friends in the locality, saying that since his boat was due to set off again at any moment he would not
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“There, up on deck, standing in the very entrance to his cabin and
silhouetted dimly against the snow, was the figure of a man with a shaven head and
bare feet, wrapped in a large cape made of crimson felt. The figure knelt down and
bowed to Jia Zheng, who did not recognize the features and hurried out on the deck,
intending to raise him up and ask him his name. The man bowed four times and
now stood upright, pressing his palms together in monkish greeting. Jia Zheng was
about to reciprocate with a respectful bow of the head when he looked into the
man's eyes and, with a sudden shock, recognized him as Bao-yu. 'Are you not my
son?' he asked. The man was silent, and an expression that seemed to contain both
joy and sorrow played on his face. Jia Zheng asked again: 'If you are Bao-yu, why
are you dressed like this? And what brings you to this place?' Before Bao-yu could
reply, two other men appeared on the deck, a Buddhist monk and a Taoist, and
holding him between them; they said: ‘Come, your earthly karma is complete. Tarry
no longer.' The three of them mounted the bank and strode off into the snow.”
(Hawkes 359) “( 46Kk Z WAL ERUM S R BT —D N, Jedk, FEW,
5 B SRR &, A BTBUE S N BTBUM RN, SV
i, ARAFRAE Al e BN CFE T IUFE, BhERAT 7AW ST ik
B, W—&, AEMAN, HEEE. HEIZ—KMH, CHE: “A2EE
277 WBARAFWE, PIERAE, B EE: “IREREER, TXFET
P, HEIXER? 7 FERKEEE, RWAELERTPIA, *F*ﬁ,%ﬁ
FRIE: RO, ©ARE. 7 BE, = PABRERMZE. B-A=
)

Jia Zheng rushed over regardless of the slippery ground after the snow, but he
couldn't catch up with them. Corresponding to the contents of the last chapter, in Cheng
Jia's edition, the last illustration is titled "The Monk and the Taoist," showing two

characters: the disabled Taoist and the mangy monk.

be able to call on them in person or entertain them aboard. Only one page-boy remained to wait on him while he sat in
the cabin writing a letter home (to be sent on ahead by land).”p. 960.
41 See Chapter 120 in Dream of the Red Chamber. p. 960.
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Table 5 The Monk and the Taoist*?

The inscription for this picture:
“| steal a cow; you steal a dog. If there were no cattle or dogs, everyone
would give up; If there are cattle and dogs, let's work together. What do you think?

The moonlight is all over the sky; all the sights can be seen. So gather the false and
the true, and then decorate at will. (F&i5— R4, Rfii— R, A4, KX
WF: HA4M, RE—0. BREEAR? HEHER, igks. Red
H, BRSO

The square seal: “Phantom Human Form %J7% A A%

These two immortal characters play a crucial role in the story of the Dream of the

Red Chamber. Like gods who appear many times in the book, they can prophesize,

42 See Cheng Weiyuan, Gao E, Cao Xueqin. & %5 7, Fef5 70, W58, #7852 5045 (R 21 #4425, Newly revised wood
engraving figure painting Honglou Meng, p. 63.

4 p. 63.

“p. 63.
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remind, and guide the characters to get through their struggles.*® For Jia Baoyu, these two
people also have appeared several times in his life. In the last chapter of the book, they
take Jia Baoyu away and never come back.*® Jia Zheng later recalled that he had met
them both three times in the past:

"That monk and that Taoist | have seen before, three times altogether. The
first time was when they came to extol the virtues of the jade; the second was when
Bao-yu was seriously ill, and the monk came and said a prayer over the jade, which
seemed to cure Bao-yu at once; the third time was when he restored the jade to us
after it had been lost. He was sitting in the hall one minute, and the next, he had
vanished completely. | thought it strange at the time and could only conclude that
perhaps Bao-yu was in some way blessed and that these two holy men had come to
protect him. But the truth of the matter must be that he himself is a being from a
higher realm who has descended into the world to experience the trials of this
human life. For these past nineteen years, he has been doted on in vain by his poor
grandmother! Now at last | understand!"47 ({ & ASFI e L, FREIL T =% 3k
— W, RMGTER G R, R, EREERME, kT, KBRS
W%, FERMELG 7 B BIBER, ABERT, L—HEHAN
7o oA kiER, REFERAAEWL, sEMERPEMR. S50
FEANLIEIN, w7 2R Emn SR e Bt
@)48,,

45 Among the characters in Dream of the Red Chamber, the activities of "one monk and one Taoist" actually constitutes
a dark line of the narration of the story. They traveled to the Barren Mountain of the primitive divine world, and
transformed the stone which was made by the goddess into a piece of beautiful jade. They brought it into the world of
mortals. After years of joys and sorrows of the human life, they finally brought it back to the origin of the divine world
and returned its own nature. See Zhao Juan, The cultural implication of "one monk and one Taoist" in Dream of the
Red Chamber.

46 See chapter 120 in Dream of the Red Chamber, volume 5, “One day, Jia Zheng arrived at the Fuling post. It was cold
and snowy. His boat was moored in a quiet place. Jia Zheng sent people ashore to express his thanks to his friends. He
always said that he would sail immediately, but he did not dare to work. There was only one boy on board to wait on
him. He wrote a letter on the boat. He had to send people to get up early and get home. When he wrote about Baoyu, he
stopped writing. He looked up and suddenly saw a man in the slight snow shadow on the bow of the boat, bareheaded
and barefoot, wearing a red cape, bowing down to Jia Zheng. ...... Before Jia Baoyu could reply to his questions, Jia
Zheng saw two men, one monk and one Taoist. They clamped Baoyu and said, "Your mortal fate is over, so let's go."
Then the three of them floated ashore and left. p. 358 (“—H, 1TEIBIFEFEMT, IREFE, T, HE—NEF
Fhbo TBETRAN LR BT ATA, SUBIZTTAE, #AH73h. i B AN x, 3 eEMh s
FAs, FREFTRNERIIFK. SREIFENF, MFE. BRBNAL RIS RE—MN, ehEk, &
W, B FAE UKL, MBS TR, R EARREE, RWMSKERTHA, —f—
i, FAEFEE: “BEOHE, EAPGE. 7 E, =ANAPRRERE. )7 p. 961

47 See Cao Xuegin & &7, translated by David Hawkes, The Story of the Stone, volume 5, p. 360.

48 See Cao Xuegin, Dream of the Red Chamber, p. 960.
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As in the first illustration, the last illustration does not show all the contents of the
last chapter of the text. Still, it shows the image of the monk and Taoist, which are used
to depict the most important characters who can both show the story’s outline and the
contents of the last chapter.

It can be seen that the first illustration and the last one are consistent in the
content of the story, in the order corresponding to the first and last chapters of the text.
Therefore, although it is an illustration system dominated by portraits, Cheng Jia
version's illustrations are closely related to the text. They have the characteristics of
following the sequence of story development when presenting the story’s content.

In addition to the fact that the illustrations echo the beginning and the end of the
story, Cheng Jia's illustrations summarize the content of the book, which is also reflected
in the fact that the illustrations not only show the main characters but also show the
important scenes of the story.

The content of the second picture is Jia Baoyu.*® In the story, after the stone
comes to the world, it turns into a boy with jade in his mouth, and he was born into Jia's

family. This boy is Jia Baoyu.>

49 See Cheng Weiyuan, Gao E, Cao Xueqin. &S5 fr, FefF 70, =59, 7522045 (R 21 1425 Newly revised wood
engraving figure painting Honglou Meng, p. 12.
%0 See Cheng Weiyuan, Gao E, Cao Xuegin, p. 28.
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Table 6 Jia Baoyu®?

The inscription for this picture:

“Exquisite jade of high quality can be used as a tribute to the imperial court. Facing
the beautiful scenery of flowers and the moon, he created his school. When he fell
into the world of mortals, he might have made friends with some women; they all
were just prevalent relationships but were not allowed by feudal society. Because of
keeping the truth, his nature does not change; as he steps into the world more and
more deeply, he feels everything is so empty. From then on, why can't he become a
monk or a Taoist. (BAHE fh L, ‘RoTEE. EAEZ, BIFZE. LWEMEZ
e, AWM EMAHET . AHR=5H, AgHtdRER. )

The square seal: “Bright Red Young Man 15 41./A 173

51 See Cheng Weiyuan, Gao E, Cao Xueqin. 855 fr, F2H5 7T, 158, #1452 mha5 (721 125 Newly revised wood
engraving figure painting Honglou Meng, p. 14.
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Jia Baoyu is one of the most important male characters in Dream of the Red
Chamber. He is the stone that wants to experience life in the human world. Cheng Jia's
version arranged the second illustration for Jia Baoyu, which can connect with the first
illustration about the stone and smoothly bring out the character - Jia Baoyu. At the same
time, the illustration of Baoyu shows the scene of Jia Baoyu, led by the fairy named Jing
Huan/ Disenchantment, who came to the Tai Xu fairyland while he was sleeping®*. This
plot is in Chapter 5 of the book — “Jia Bao-yu Visits the Land of Illusion, And the Fairy
Disenchantment Performs the 'Dream of Golden Days' B1 5 £ #1iiE A RE 55, 2= Z )1l 5
LTRSS

Due to the fact that Chapter 1 in the book corresponds to the first illustration, the
plots of Chapter 2, 3, and 4 are crossed between these two illustrations, but Chapter 5 is
still at the beginning of the book relative to the whole 120 chapters of the book.

In addition, Tai Xu Dreamland is also a special place. It is a fairyland in Jia

Baoyu's dream, different from the mortal world - it is a place full of Oracles®. In here, Jia

54 See Chapter 5 in Dream of the Red Chamber, “Observing delightedly that the lady was a fairy, Bao-yu hurried
forward and saluted her with a smile. ‘Madam Fairy, I don’t know where you have come from or where you are going
to, but as I am quite lost in this place, will you please take me with you and be my guide?” ‘T am the fairy
Disenchantment,’ the fairy woman replied. ‘I live beyond the Realm of Separation, in the Sea of Sadness. There is a
Mountain of Spring Awakening which rises from the midst of that sea, and on that mountain is the Paradise of the Full-
blown Flower, and in that paradise is the Land of Illusion, which is my home. ... ‘This place where we are now is not
so very far from my home. | have not much to offer you, but would you like to come back with me and let me try to
entertain you? | have some fairy tea, which | picked myself. You could have a cup of that. And I have a few jars of
choice new wine of my own brewing. | have also been rehearsing a fairy choir and a troupe of fairy dancers in a
twelve-part suite which I recently composed called “A Dream of Golden Days”. I could get them to perform it for you.
What do you think?” Bao-yu was so excited by this invitation that he quite forgot to wonder what had become of Qin-
shi in his eagerness to accompany the fairy. As he followed her, a big stone archway suddenly loomed up in front of
them on which THE LAND OF ILLUSION was written in large characters. p. 130 (3 W& — Mk, BRI IRAF
H, KEEE:  MAGEM, AR, A EARE R LA I B A, B, 7 Rl
. “EEERRZ LERMEZT, T LG RKELS SR W, FNEZ A A6, etz 7
BT, IR XU REESESG Tk, R UARTRUIEN =, S A H 5/ ME, JRIEER. EEsEA
I, AR, ACE BRAE —R, SERRSENLR, REEEEMEEEON, PE () At =3 wikkE
L—ER? 7 FEN T, BERARR, (R TRIRAEME T, EHERANGEE] T —ANPE, ZO0UETHA — R
B, B4 CRMEZIE” DURTF)” p. 42.

%5 See Cao Xuegin & &7, translated by David Hawkes, The Story of the Stone, volume 1, p. 124.

% See Chapter 5 in Dream of the Red Chamber, “Passing inside, Baoyu saw a dozen or more large cupboards with
paper strips pasted on their doors on which were written the names of different provinces. He was careful to look out
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Baoyu for the first time reads Jinling, Twelve Beauties of, Main Register<-24% /- £V iF
A#>, Jinling, Twelve Beauties of, Supplementary Register No. 1 <2/ 1 #0741,
and Jinling, Twelve Beauties of, Supplementary Register No. 2< 2557 £ X F/#>. In

these three books, the women who live in Jinling are listed respectively, and each of them
is equipped with pictures and judgments. These judgments and pictures contain the story
and fate of each female character.>” Although these pictures and judgments are short and
straightforward, they are full of metaphors. Therefore, they are a commanding but tactful
part to reveal the fate of the female characters in the book.>®

The second picture of Jia Baoyu is selected in the plot of Taixu Dreamland.
Through these books,>® which are full of oracles about the fate of female characters in the
story of Dream of the Red Chamber that Jia Baoyu reads, the illustration shows more
than 20 wood engraving figure painting illustrations of female characters in the 24

illustrations that later appeared.

for the one belonging to his own area and presently found one on which the paper strip said ‘Jinling, Twelve Beauties
of, Main Register’. Bao-yu asked Disenchantment what this meant, and she explained that it was a register of the
twelve most outstanding girls of his home province. ‘People all say what a big place Jinling is,” said Bao-yu. ‘Surely
there should be more than just twelve names? Why, even in my own home, if you count the servants, there must be
altogether several hundred girls.” ‘Certainly there are a great many-girls in the whole province,” said Disenchantment
with a smile, ‘but only the most important ones have been selected for recording in this register. The registers in the
cupboards on either side contain two other selections from the same area. But of the host of ordinary girls outside those
three dozen we keep no records.” p. 132. (K& 1, HHUEN . FEATTH, RILAEHEAKHE, &R XE
A, EMEFLEEAREFHE. FEORAHRACKZIEFE, RRUE BB %R “&K+
THUEM” , FERE: Oy @R TBUEM ? 7 ELE: CRURED T EE Lo, HONIE

Mo 7 FEIE: “HIANREEEK B R TSA LTS RERNIR B E E T M AEILEAN &L 7 E
KIWERIE:  “—ELTE L, AEEHREFRZ, WL T ORZ . BRE R MM ITRT . 7 ) p.
46.

57 See Cao Xuegin & & 7, translated by David Hawkes, The Story of the Stone, volume 1, p. 132.

% See Chapter 5 in Dream of the Red Chamber, “Bao-yu would have liked to see some more, but the fairy woman,
knowing how intelligent and sharp-witted he was, began to fear that she was in danger of becoming responsible for a
leakage of celestial secrets, and so, snapping the album shut.” (5 LIEERE RS, AALGEFflR /3R RE . S FE,
R R, 1 T ). p. 135.

% Jinling, Twelve Beauties of, Main Register<:24z /- —£F#4#>, Jinling, Twelve Beauties of, Supplementary Register
No. 1 <s&fF- —#F//f>, and Jinling, Twelve Beauties of, Supplementary Register No. 2< <4571 £ X FHf>.
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However, before the appearance of female figures, Cheng Jia's version also
arranged an illustration of the pure scene without the main characters, the third

illustration, which shows Jia's ancestral hall scene.

Table 7 Jia's Ancestral Hall.5

The inscription for this picture:
“This family is located on the left side of the Long River. The ancestral hall of their
family presents a new scene. This family has been a senior official in the imperial
class for three generations in a row, and their ancestors enjoy incense sacrifice all
year round. The crane stands on the golden Hemerocallis, and the Phoenix flies to

the jade tree. Immortals praise their families; their descendants are as luxuriant as

8 See Cheng Weiyuan, Gao E, Cao Xueqin. & 55 f+, FEF IC, B9, 7% £ 845 (R4 2%, Newly revised wood
engraving figure painting Honglou Meng, p. 16.
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trees. (VL7 B 52, MM A RH . AH AT, MTIUR M. &804S, i
ITEMR. EEHNUE, AEHRE. )7
The round seal: Gather Together the Confused and the Real 2% % & 5.

Jia's ancestral hall is one of the essential scenes of the story of Dream of the Red
Chamber, just like the scene of the stone standing at the foot of the Qinggeng hill in the
first picture. The picture of the stone tends to be in the hazy place between the world of
gods and humans. In contrast, the image of Jia's ancestral hall suddenly draws readers to
the human world, the real and familiar Jia's ancestral hall, which has many people busily
coming and going in front of its door in the crowded street. The illustrations of these two
scenes provide the reader with the necessary background of the story. Although Cheng
Jia's version mainly used wood engraving figure painting illustrations, the author also put
a lot of background information in these illustrations. Of the 24 illustrations, two are pure
scene illustrations. This method makes the Cheng Jia version's illustrations relatively
more independent and rich in content, with both scenes and characters. These illustrations
are like a small unit, located in front of the text catalog of the book, forming its own
system.

In the Cheng Jia version's illustrations, except for the first and the third one, the
remaining 22 are all wood engraving figure painting illustrations with the content of the
main characters. These illustrations are the essential figures selected by the author to
depict. When these wood engraving figure painting illustrations are compared with single

plot illustrations, the characters can always show more information through gesture,

61 See Cheng Weiyuan, Gao E, Cao Xueqin. &S5 fr, FefH 70, =59, 752045 (R 21 142 Newly revised wood
engraving figure painting Honglou Meng, p. 16.
2 p. 16.
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position, outfits, and other elements. From the fourth illustration to the twenty-third
illustration, more than twenty female characters are shown up in these pictures. From the
perspective of the gender arrangement of the characters in the illustrations, Cheng Jia
version takes the female characters in the Dream of the Red Chamber as the focus of the
illustrations. Only two of the 24 illustrations show male characters: the second one about
Jia Baoyu and the last one about the monk and the Taoist.

From the chapter order of the book, the illustrations of Cheng Jia's version are
consistent with the text at the beginning and the end of the illustrations. Besides, these
illustrations select the main characters and scenes. The first page is the stone, and then
the second picture is the boy Jia Baoyu who was initially the stone. After the second
picture, the third picture is a scene without the main characters, showing Jia's ancestral
hall.®® Finally, the fourth illustration returns to the content of the portrait, showing the
image of an old lady named Shi Taijun.®* This old lady is the most respected person in
the Jia family. She is another well-known character: Lin Daiyu's grandmother, who holds
a lot of power in Jia’s family.

The set of 24 illustrations are placed after the preface and before the catalog and
contents of the story, which is shown with a group of pictures and inscription and has its
own system, but also are closely connected with the text of the book, and will not
interrupt the reader's thinking and affect the reading rhythm. Unlike those illustrations
interspersed in the text, Cheng Jia version's arrangement can make the reading experience

more orderly and regular. All the illustrations appear together before the text, with not too

83 See Cheng Weiyuan, Gao E, Cao Xueqin. ® 55 fr, FefF 70, m59, 75 £ 2045 (R 21 142 Newly revised wood
engraving figure painting Honglou Meng, p. 14.
64 See Cheng Weiyuan, Gao E, Cao Xuegin, p. 16.
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many but the appropriate amount, rather than scattered in the chapters. Readers can focus
on enjoying the pictures when they are looking at the illustrations. At the same time,
when they read the text, the pictures will not forcefully interrupt the reader's imagination.
These illustrations only select the most attractive or representative plots and characters.
This causes the number of illustrations to be effectively reduced, but it can also quickly
bring the readers into the selected story scenes and give readers a brief overview of the
story. In Cheng Jia's edition, the illustration arrangement puts all the pictures at the front
of the book, saving the reader the trouble of searching for them. When the readers have a
good time enjoying these illustrations, they can also obtain a lot of information and

understand the content and main characters of the story.
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CHAPTER 2

SHUANGQING XIANGUAN VERSION: ANNOTATIONS

The Shuangging Xianguan version, also known as A New Commentary Version of
Wood Engraving Figure Portrait Honglou Meng®, was published in the 12th year of the
Daoguang period®®. The editor is Wang Xilian®’, a literary critic of Dream of the Red
Chamber in the Qing Dynasty. The book contents include includes a new preface by
Wang Xilian, Cheng Weiyuan's original preface, sixty-four sets of illustrations,
inscriptions, questions and answers about the story, Daguan garden diagram theory, and
the 120 chapters of the story.

Although both the Shuangqing xianguan version and the Cheng Jia version belong
to the same system — the wood engraving figure painting system of illustrated Dream of
the Red Chamber, there are many differences between these two books. Regarding the
number of illustrations, there are 64 sets in the Shuangqing xianguan version, far more
than the number contained in the Cheng Jia version. In addition, the elements of each set
of illustrations in the Shuangqing xianguan version are different from those in the Cheng

Jia version. Each set of illustrations consists of a portrait, a sentence from the Romance of

8 A New Commentary Version of Wood Engraving Figure Portrait Honglou Meng P45 1% 21854 is the full name
of Shuangqing Xianguan version (3UE L TEhA) of Dream of the Red Chamber.

% In the year 1832.

67 Wang Xilian T4 [f(1805—1877), a literary critic of Dream of the Red Chamber in the Qing Dynasty. He called
himself the master of the Dongting flower protector. See Yu Jianhua A7 &1|#£, A Dictionary of Chinese Artists' Names

FEFEARGN L FE, p. 49.
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the West Chamber®®, the name of the character, a picture of some kind of flower, and that
flower's name.

Because of the above characteristics, the illustrations in the version of Shuangging
xianguan have the function of serving as annotations in the book. This function is
embodied in the number of illustrations, the page layout of each set of illustrations, and
the illustrations' content.

The Shuangging xianguan version has 64 sets of illustrations. The titles as well as

the names of the characters included in the sixty-four sets of illustrations are:
(—) BZ] (2D FE (=) Bx (U F/ () A
v R B WF JL BF Jw BF ) Lz
(F—) BEEE CF2) Ml (=) % CHIWD 20 (FHD 24
(+73) Zg (BB B (H)O TR w2l (2D JT=3
() B (Z+2) M7 (Z+=D Il (D Hid (—+
) A
(=7 A8 () &2 ()0 FIL (S B (=) RBA
(=) K% (=12 8 (=) BL (D 228 (=110 €
Cll
(=170 B (0 Bx (=)0 BE (=t a8t 0+ £H
Y+ A|E U+ FHe (U-+=> A U+ tkar U+ &
IR

& Romance of the Western Chamber 74z, is a play/ Yuan Drama (Dramas that are written in the Yuan dynasty)
written by Wang Shifu 527 in the years of Yuan Zhen and Da De periods (1295-1307). See Wen Zhengming, 2000
Questions about Chinese History, p. 324.
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(75wl U+ A (Y40 Fde AU+ UL (Rt
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=N

(ft—) =i (=) BRI (=) L (D g (it

(7% 75E (A #E (O &8 (WtJo 48 O ) #E

Ot YE Os+ 2 858 OS2 #ae OSHIU) XIiE e (Wang 64)

(1) Jinghuan. (2) Baoyu. (3) Daiyu. (4) Baochai. (5) Keging.

(6) Yuanchun. (7) Yingchun. (8) Tanchun. (9) Xichun. (10) Shi Xiangyun.

(11) Xue Baogin. (12) Xing Xiuyan. (13) Miaoyu. (14) Li Wan. (15) Li Wen.

(16) Li Qi. (17) Xifeng. (18) Ms. Yo. (19) Yo Erjie. (20) Yo Sanjie.

(21) Xia Jingui. (22) Fu Qiufang. (23) Sister Qiao. (24)Jiao Xing. (25)Peifeng

(26) Xie Yuan. (27) Xiang Ling. (28) Ping Er. (29) Yuan Yang. (30) Xi Ren.

(31) Qing Wen. (32) Zi Yuan. (33) Ying Er. (34) Cui Lv. (35) Jin Chuan.

(36) Yu Chuan (37) Cai Yun. (38) Cai Xia. (39) Si Qi. (40) Shi Shu.

(41) Ru Hua. (42) Xue Yan. (43) She Yue. (44) Qiu Wen. (45) Bi Hen.

(46) Liu Wuer. (47) Xiao Hong. (48) Chun Yan. (49) Si Er. (50) Xi Yuan.

(51) Bao Chan. (52) Sha Dajie. (53) Wan Er. (54) Wen Guan. (55) Ling Guan.

(56) Fang Guan. (57) Ou Guan. (58) Rui Guan. (59) Yao Guan. (60) Kui Guan.

(61) Ai Guan. (62) Dou Guan. (63) Zhi Neng. (64)Grandma Liu. (Wang 64)

It can be seen that the illustrations of the Shuangging xianguan version cover up

to 64 characters. Compared with Cheng Jia's edition, the number of illustrations in
Shuangging xianguan's edition has significantly increased, from 24 sets to 64 sets. It

includes most of the female characters in Jia's and Shi's family, Wang Xifeng and Xue
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Baochai from Wang's family and Xue's family®. Not only that, but the characters in these
illustrations also include servant girls, attendants, and female musicians, as well as the
fairy — Jing Huan. The only male character in these illustrations is Jia Baoyu. Granny
Liu’, who came from a poor peasant family, is also shown in the illustration part. The
characters involved represent different social classes. The number of these illustrations is
large, and the content is sufficient to be used as supplementary material to assist readers.
When readers encounter a role in the following text, they can turn to the illustration part
in the book for comparison.

The page layout of the illustration part of the Shuangqing xianguan version has
the characteristics of annotation. The title and number of each group of illustrations are
on the left side of the page, distributed up and down, close to the edge of the page. Such a
layout makes each group of illustrations easy to find, whether it is the name of the person
or the number of the illustration, are in a fixed position like the page number, and are
placed on the left edge of the page, so that readers can get practical information by

opening the book in a small range.

8 The four families (Jia, Shi, Wang and Xue) refer to the four most powerful, extremely rich and noble families in the
story of Dream of the Red Chamber.

0 In Dream of the Red Chamber, Granny Liu is a humorous and legendary figure. She came from a poor peasant
family in the countryside. Her daughter married Wang Gouer who is a farmer. Wang Gouer's ancestors once worked as
a small official in the city, so they had contact with Wang Xifeng's grandfather. Therefore, Granny Liu once met Wang
Xifeng with her daughter twenty years ago. Twenty years later, because her son-in-law and daughter were busy at
work, Granny Liu was sent to her daughter's home to take care of her children. One winter, because her family was
poor, Granny Liu remembered the relationship between them and Wang Xifeng. With the urging of her son-in-law,
Granny Liu, with an uneasy mood, took her grandson to go to the Jia's house to seek help. See chapter six, p. 56.
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Table 8 Jing Huan™

Although the illustrations of the Shuangqing xianguan version are still placed as
an independent unit in front of the catalog of the text, there are more illustrations in this
version. Compared with Cheng Jia's version of the illustrations as an overview of the
content, the illustrations of Shuangqing xianguan version exist more as annotations in the
book. Therefore, the reading time of the 24 groups of illustrations in the Cheng Jia
version is relatively shorter. At the same time, each group of Cheng Jia's illustrations
only contains one picture and one page of inscription. Although the length of the
inscriptions is longer than a sentence selected from Wang Shifu's The Romance of the
West Chamber in the Shuangging xianguan version, it provides a relatively more

complete story information so that readers can obtain independent and complete

™ See Cao Xuegqin, Wang Xilian ® & /7, T4 B, #7755 (R4 254 14 A new commentary version of wood
engraving figure portrait Honglou Meng, p. 10.
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information when reading the illustrations of Cheng Jia’s version. Each group of
illustrations in the Shuangging xianguan version contains two pictures and a sentence
from The Romance of the West Chamber, which doubles the number of pictures
compared to the Cheng Jia version. At the same time, the meaning of one sentence is
more one-sided than a page of inscription. During the reading process, these illustrations
in the Shuangqing xianguan version can not be completely separated from the text to
bring readers independent and complete information. The 64 sets of illustrations are more
dependent on the text and are more contrastive.

In these illustrations, each character has a corresponding sentence to summarize
the figure's characteristics or fate. At the same time, there is a specific kind of flower on
the back of the picture as a metaphor for the character. Among the 64 sets of illustrations,
all the sentences are from Wang Shifu's Yuanqu - The Romance of the Western Chamber.
This kind of content combination can be described as a Trinity to show the characters in
the story. There are not only the intuitive images of the figures but also profound words
and sentences as explanations and specific flower images to metaphor the character. On
this basis, plus the total number of illustrations is much larger, so different from Cheng
Jiaben's short independent unit, Shuangging xianguan's version focuses on making these
illustrations play the role of annotating the book. When readers read the following text,
come across the characters, and become curious about their images and fates, they can go
back to the part of these illustrations to refer to these pictures according to the story's text
to understand the story more deeply.

The illustrations in the Shuangqing xianguan version, whether figure paintings or

flower paintings, are all with a blank background and use the same distribution of figures
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and flowers. Not like the Cheng Jia version, each illustration has a complex background.
Cheng Jia version's illustrations are mainly based on characters but also contain rich plot
information. At the same time, in the 24 groups of illustrations, there are two pure
background paintings without main characters. The illustrations of the Shuangqing
xianguan version are more similar, with 64 sets of illustrations in the same format and
components. From the perspective of picture structure, the blank background can reduce
the influence of other factors, abandoning the complex scene elements so that readers can
focus only on the characters and their corresponding flowers. From the overall
composition of 64 groups of illustrations, the components of each group of illustrations
are the same: figure painting plus flower drawing, without even one group of exceptions.
Therefore, it is convenient for readers to consult when used as annotations.

In addition, it is worth noticing that in each group of illustrations, there is a
sentence from The Romance of West Chamber on the figure painting page, which are all
in different lengths and are used to describe the characters in The Dream of the Red
Chamber - a play written by Wang Shifu in Yuan Dynasty. It tells the story of Zhang
Sheng and Cui Yingying; with the help of the maid - Hong Niang, they break through the
obstacles of others and finally get married.”? Here in the illustrations of the Shuangging
xianguan version, The Romance of West Chamber is used as supplementary material to

annotate Dream of the Red Chamber.

2 See Wang Shifu. £5Z Hf, The Romance of the Western Chamber 774717, 1295-1307.
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There are two reasons for doing this word game in the illustrations. First, Dr.
Chen mentioned in his paper that there was such a game that existed in society, matching
the characters in The Dream of the Red Chamber with the lyrics of The Romance of West
Chamber.” Second, for this theory, there are corresponding records in history. For
example, in 1858, Ni Hong’® recorded his personal experience in his jottings- like novel

Tongyin Qinghua il B4 & 1:

“STERITER Y, W—ZeR, FRIMCATIR S HEE N W, kA (4
) N4, & (FRIe) fh—a). ke, s

"When | was in a boat sailing on the Pearl River in Guangdong Province, | saw a
girl holding a folding fan made of Xiangfei bamboo. On the fan, there were names
of people in Dream of the Red Chamber that are written in very small brush
characters. Under each name, there was a sentence from The Romance of the West

78 See Cao Xueqin, Wang Xilian # 55 7, EA45 B, #IiFF (721 #2542 1£. A new commentary version of wood
engraving figure portrait Honglou Meng, p. 12.

™ See Cao Xueqin, Wang Xilian # 55 )7, A5 5. #IF55 (R 21 #2521 A new commentary version of wood
engraving figure portrait Honglou Meng, p. 14.

75 See Chen Xiao. 3%, “The image world of Dream of the Red Chamber in the Qing Dynasty.” &1t (ZLEEE)
KIS, p. 94.

6 Ni Hong, a scholar in the Qing Dynasty, who mainly studied poetry, once worked as an official in Guangdong. See
Chen Xiao. [45%, “The image world of Dream of the Red Chamber in the Qing Dynasty. ” J&548 (Z0%5) Ry PG
5, p. 94.

77 See Ni Hong. {5, Tongyin Qinghua Qing Xianfeng. #7574 7, p. 167.
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Chamber. The meaning of those sentences is so similar to their corresponding
name. It's exquisite!"

According to Ni Hong's record, there were 141 lines from The Romance of West
Chamber on the fan that the lady was holding, including 73 lines with corresponding
female characters and 46 lines with corresponding male characters in Dream of the Red
Chamber, and 22 lines that comment on the architecture in the Grand View Garden. Ni
Hong's evaluation of a large number of characters is a matching game, and "Although it
is a game, it is quite ingenious. B JBTXK, U [F .78

The second reason is that this word game is in line with the original content of the
story and the book's aesthetic taste. Such a culture of the word game makes two famous
literary works have connections and a large number of corresponding combinations,
which is just like the "delicate mischief " in Chapter 9 of Dream of the Red Chamber —
“A Son is Admonished. Li Gui Receives An Alarming Warning, A pupil is Abused, and

Tealeaf Throws the Classroom in An Uproar (Il 4525 51 7 Fi 45, NEL i 26 22 08 1) 45 /55)

“CIBUERS, SRR ENPRZ T, AMA5t. FabiE: <fR1768H R
B MBRE T A AR B TSR FIREENL TR, TSRS
o SEIRN W, SBdE TAURII R, FEADIRACBE R SRR L 70

"Jia Zheng recognized the foremost one as Li Gui, the son of Bao-yu's old wet-
nurse, Nannie Li, and addressed himself to him. "You have attended Bao-yu during
all his lessons in the past. What precisely has he been doing? Stuffing his head with
worthless nonsense and acquiring a fine new stock of knavish tricks, | shouldn't
wonder! Wait until I have a little time to spare: I'll have your hide off first and then
settle accounts with that good-for-nothing son of mine!™°

Jia Zheng is Jia Baoyu's father. He said this because he feels helpless and angry

with Jia Baoyu. Then what exactly does this "delicate mischief/ knavish tricks" mean? In

78
p. 167.
 See Cheng Weiyuan, Gao E, Cao Xueqin. 55 fr, F25 7T, 158, #7452 m55 (721 125 Newly revised wood
engraving figure painting Honglou Meng, p. 81.
80 See Cao Xueqin & & 77, translated by David Hawkes, The Story of the Stone, volume 1, p. 203.
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the text, Jia Baoyu doesn't like reading books about the official career8! as well as the
imperial examination. Other than that, he likes to read all different types of books, and he
even enjoys studying poetry. In addition, Jia Baoyu has a wide range of other
miscellaneous knowledge; he even learns to make cosmetics with girls. It can be said that
Jia Baoyu was very interested in everything except the imperial examination, which was
considered as serious knowledge according to his father. So his miscellaneous studies
were criticized by his father as delicate and mischievous®. The "delicate mischief" is
defined by his father. In other words, it was against the ideas of the people who were very
utilitarian at that time and only wanted to get a reputation or become an official in the
imperial court. Still, the whole book of Dream of the Red Chamber is just the antonym of
these utilitarian people. The text is full of poetry and word games and contains various
rich knowledge, such as medicine, architecture, fashion design, food tasting, etc. In this
way, Jia Zheng's "delicate mischief" can reflect the characteristics of this book to some
extent. Therefore, the illustrations in the Shuangging xianguan version use the word game

to match the characters in The Romance of West Chamber with characters in Dream of

81 Official career {1:i&, an ideal job for ancient Chinese intellectuals, which means being an official in the government.

8 See in Chapter 9 in Dream of the Red Chamber, “Hearing Jia Baoyu announce that he was off to school to resume his
studies, Jia Zheng smiled sarcastically. ‘I think you had better not use that word “studies” again in my hearing, unless
you want to make me blush for you. In my opinion you might just as well be left to fool around as before, since that is
all you seem fit for. At all events, I don’t want you here. I find your presence in a place like this contaminating.” ...

“If he read thirty books of the Poetry Classic,” said Jia Zheng, ‘it would still be tomfoolery. No doubt he hopes to
deceive others with this sort of thing, but he does not deceive me. Give my compliments to the Headmaster and tell him
from me that | want none of this trifling with the Poetry Classic or any other ancient literature. It is of the utmost
importance that he should thoroughly understand and learn by heart the whole Four Books before he attempts anything
else.”” p. 204. (X H B{BUEFEF b5 HAE A AATRINTE L, BREEIEREZ, \I¥ L. B KIE:

CRESE b AT, BERBE T . KIRAIE, REDURI R IEL .. BN U XM, 5
Mg T IIXATIY L HYE: TR ES=TA (R , M2 HHER , AmC. REE
FHRFWZ, SR K: A GRa) « B0 —MARERECEE, A% (5B —SFutiE e
FEK. 7 ) p. 8L
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the Red Chamber is loyal to the characteristics of the story. This kind of game was not
only popular in society at that time but also adapted to the tone of this book.

In addition to adapting to the tone of the story of Dream of the Red Chamber,
from the perspective of the content of the text, it is also appropriate to connect The
Romance of West Chamber to Dream of the Red Chamber. The Romance of West
Chamber appeared several times in Dream of the Red Chamber, but one other thing is
worth mentioning that it did not appear in its own name. During the Qianlong period of
the Qing Dynasty, the literary inquisition®® was established by the government. The
government listed some documents, books, and poems of the former dynasty and the
current dynasty, which were initially being circulated in the market as forbidden books,
including The Romance of West Chamber.34 Therefore, although The Romance of West
Chamber is mentioned in Dream of the Red Chamber, it appears as another name. In
Chapter 23 — “Words From the "Western Chamber' Supply A Joke that Offends And

Songs From the 'Soul’s Return’ Move A Tender Heart to Anguish 74 i 1c %0 1a] 38 X% 15 4
P HE & 50

“MW—HIEHB=Thig, Bi)E, FEE T —F (SHEKL) , EZNCTTRHL

BAEIR ~—dofm BARSE, JEIT (ZHIL) » MSk4ibr. ... MERITIEH HHAR
JBUR, BAREE, MREE, BEBRES, AB—URCTR, Kt BECE
56, HUCEEN, REHH. BEC T, MHEHM, ONIEERERCH .

FERKIE: “URIK, RUEFAL? "HRERRIE: “RRAEH. "ERKIE: “K

FAAN RS, ARt R BE BN . *

8 Literary inquisition, it is one of the official measures to strengthen the ideological and cultural control of the Qing
Dynasty rulers. Specifically, some words, poems and books are listed as taboos. The literary inquisition in Qing
Dynasty lasted about 250 years. The peak period began in the Shunzhi period and lasted for more than 140 years.
Because the Qing Dynasty was established by the Manchu people, the purpose of this is to completely eliminate the
Han people’s national consciousness against the Qing Dynasty. See Ben Shebian, The Files of Literary Inquisition in
Qing Dynasty, chapter 1, p. 13.

8 See Song Lihua. A #] 4, “Illustrations and the reading and dissemination of novels in Ming and Qing Dynasties” 4
P 5 BT /N [ 12 S A% 48, p. 7.

8 See Cheng Weiyuan, Gao E, Cao Xueqin. 55 /-, #2570, 55, #765£ 5555 (RZ1 142 Newly revised wood
engraving figure painting Honglou Meng, p. 192.
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One day after lunch — it was round about the Midwash of the third month, as our
forefathers, who measured the passage of time by their infrequent ablutions, were
wont to say — Bao-yu set off for Drenched Blossoms Weir with the volumes of
Huizhen Ji under his arm, and sitting down on a rock underneath the peach-tree
which grew there beside the bridge, he took up the first volume and began, very
attentively, to read the play. ... He handed the book to her, and Dai-yu put down her
things and looked. The more she read, the more she liked it, and before very long,
she had read several acts. She felt the power of the words and their lingering
fragrance. Long after she had finished reading, when she had laid down the book
and was sitting there rapt and silent, the lines continued to ring on in her head.
‘Well,” said Bao-yu, ‘is it good?’ Dai-yu smiled and nodded. Bao-yu laughed:

‘How can I, full of sickness and of woe®, withstand that face which kingdoms could
o’erthrow®/?%8”

Huizhenji® appeared in this chapter is actually The Romance of West Chamber.
“Full of sickness and of woe” and “That face which kingdoms could o’erthrow” these
two lines come from the first volume of The Romance of West Chamber:

“How can my full of sickness and of woe’s body withstand the attraction of
your face which kingdoms could o’erthrow®?” (it &AL ZL R &, MRt &
T i3 35) (Wang 38)

There is such a practice in the book itself, so it is not an abrupt behavior to match
the illustrations of Dream of the Red Chamber with the sentences from The Romance of
West Chamber. In addition, for the story content, both Jia Baoyu and Lin Daiyu skillfully

use the "wonderful words" in the Romance of the West Chamber to complete the "trial”,

8 How can I, full of sickness and of woe “ 21 ‘ZAZLIHME’ . This line is Jia Baoyu using “full of sickness
and of woe” to describe himself.

87 Withstand that face which kingdoms could o’erthrow R 2 8 Wil E M AI3R" . This line is Jia Baoyu using
“that face which kingdoms could o’erthrow” to describe Lin Daiyu. Both this sentence and the sentence of footnote 30
come from The Romance of West Chamber.

8 See Cao Xueqin & &7, translated by David Hawkes, The Story of the Stone, volume 1, p. 464.

89 Huizhenji was written by Yuan Zhen in the Tang Dynasty. Wang Shifu's The Romance of West Chamber is based on
Yuan Zhen's Huizhenji. Huizhenji is a semi documentary novel in its infancy, while Xixiangji is a mature stage play.
See the article written by Lu Guofu, “Why The Romance of the West Chamber in Dream of the Red Chamber becomes
Huizhenji?”

% In The Romance of West Chamber, Zhang Sheng's worry is due to Cui Yingying's beauty. If his long cherished wish
is not fulfilled and things are not harmonious, his worries will not be solved. This kind of melancholy will become a
disease, that is, the disease of missing others. In particular cases, this "sentimentality" has become a synonym for
"emotional richness".
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that sound out each other’s intention. Therefore, the "wonderful words" in the Romance
of the West Chamber play a role of catalyst and cover in their relationships.

Using people's familiarity with The Romance of West Chamber, the characters in
The Dream of the Red Chamber can be understood by readers more quickly. When
readers read the sentences from The Romance of West Chamber, their association will be
triggered, and they start thinking of the story of The Romance of West Chamber in their
mind. Then look for the characteristics of the characters in it, and match these known
characteristics with the characters in the illustrations in Dream of the Red Chamber.%
Yuan Play®? , The Romance of West Chamber was published earlier than the novel Dream
of the Red Chamber. It was written in the period of Da De®. It had already been widely
spread in society in the Ming and Qing Dynasties. It was a very familiar work in people’s
minds at that time. We can find the corresponding evidence in Dream of the Red
Chamber. In Chapter 51% - “A Clever Cousin Composes Some Ingenious Riddles, And

an Unskilful Physician Prescribes A Barbarous Remedy i /N k57 4 P11 135, 7 12 L )

JEARZ5”, “Lin Daiyu commented this on Xue Baogin's two poems about the story of The

Romance of the Western Chamber® and Peony Pavilion "%:

9 See Chen Xiao. [44%. “The image world of Dream of the Red Chamber in the Qing Dynasty.”i54% (40 #%45) 11 &
1t 5%, p. 100.

%2 Yuan Play s, it is a kind of play popular in the Yuan Dynasty.

9 Da De period, in the Yuan dynasty, 1297 — 1307.

% Chapter 51 - A clever cousin composes some ingenious riddles And an unskilful physician prescribes a barbarous
remedy B /INACHIT P R, R 2L PR IR ZY. See p. 420.

% The Monastery at Pu-dong Young i 4 7R

Reddie was ever a light, empty creature, Always to-ing and fro-ing in all kinds of weather. /N1 i — 542, FAHiff
iR . Though her Mistress in ire hung her up from the ceiling, Those two had already been walking together.
RN, ©4%511¢F1T. See Chapter 51, p. 513.

9% The Plum-tree Shrine ML

Twill be by the willow and not by the plum.” But who is it there will her likeness discover? ANTEMFATEMIZ, A~
¥4 7 45 ?Let not her full moon make you think that Spring’s coming, For the cold parts her now till next year from
her lover. H[RA %12 52|, —MPEXA X —4. See Chapter 51, p. 513.
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“EEHHAWNEAE TS . FEE 7. WE R T L% B, MIEAYE
XEEAME, AFAREE,  ETE AT IE P At 3 LI AS B2 T8 = % B 4% 1t R0
8, THLIEATT? o

“Sister Baochai, Don’t be so stuffy!’ said Dai-yu. ‘Talk about “gluing the bridges
of the zither”! It’s true that the subjects of those last two poems can’t be found in
the history books, but how can you say that you don’t know what they are? Even fif,
as well-bred young ladies, we may not read the books in which they are to be
found, we’ve all watched plenty of plays. Every three-year-old child is familiar
with these stories. It’s sheer hypocrisy to pretend that you’ve never heard of
them.*”%

The degree of how The Romance of the Western Chamber was well known at that
time is also reflected in Chapter 54°°: Shi Taijun said at the Lantern Festival Banquet

that:

“RBMIX A KIS )L, ABTTEH PR, a9, &1 (T
) s, (ERBIC) 1 GePk) , (BEE) W Gt /\dm)
TR EM T . P AN ey 2 100

“She!® pointed to Xiang Yun: ‘When I was this child’s age, her grandfather had a
troupe of young actresses, one of whom was a very good gin-player. She took a
number of gin-playing scenes like the famous one from The Western Chamber and
the scene in which Miao-chang plays the qin in The Jade Hairpin and the “Eighteen
Stanzas for the Barbarian Pipe” from the modern sequel to The Story of the Lute
and arranged them in a single sequence with gin accompaniment. That was rather

impressive. More what-shall-1-say than the things we have just been listening
to.*”102

From these two examples in the book, it can be seen that The Romance of the
Western Chamber was well known to all ages at that time, and it was not only spread
among the general public. People born in the aristocracy like Shi Taijun also had seen

the play when they were young, indicating that this play had also become entertainment

97 See Cheng Weiyuan, Gao E, Cao Xueqin. &S5 fr, FefF 70, m59, 7522045 (R 21 142 Newly revised wood
engraving figure painting Honglou Meng, p. 422.

% See Cao Xuegin & &7, translated by David Hawkes, The Story of the Stone, volume 2, p. 514.

9 Chapter 54, Lady Jia ridicules the clich& of romantic fiction And Wang Xi-feng emulates the filial antics of Lao Lai-
zi WREWFEIRE, TERRAGRFEHIAL. See p. 621.

100 See Cheng Weiyuan, Gao E, Cao Xueqin. & &5 7, Feffi oo, =98, #7578 45 (721 142 Newly revised wood
engraving figure painting Honglou Meng, p. 452.

101 Refers to Shi Taijun.

102 See Cao Xuegin ¥ 257, translated by David Hawkes, The Story of the Stone, volume 2, p. 627.
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for the royal nobles in the Qing Dynasty. In the Shuangging xianguan version, the
familiar sentences from The Romance of the Western Chamber appear in the
illustrations, letting readers get to know the unfamiliar characters in Dream of the Red
Chamber through the familiar characters. This shows the annotation function of

illustrations from their contents.
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CHAPTER 3
BOTH VERSIONS:

STEREOTYPED AND SIMPLIFIED FEMALE IMAGES

A brief overview of book contents and annotations on aspects of the narrative are
the functions that can help the reading process. In addition, the illustrations of Cheng Jia's
version and Shuangging xianguan's version also have another effect: stereotype and
simplify female images.

When reading the text, each reader will combine his own information with the
book'’s content to form random and diverse characters in his mind, rather than unified and
specific images.

According to William Ivins in his book Prints and Visual Communication:

“In fact, words cannot communicate descriptive information as easily as pictures
can. Common nouns and adjectives, which are the material with which a verbal
description is made, are after all only the names of vaguely described classes of things of
the most indefinite kind and without precise concrete meanings.”%

Ilustrations will make up for the vacancy of characters' concretization and
provide readers with a definite image directly.

As Perry Nodelman mentions in his book Words about Pictures:

“A careful artist with words can make them wonderfully evocative, but they
merely evoke rather than offer specific visual information, so that a novelist’s description

of his heroine’s face might communicate how we are to respond to her appearance quite
exactly, without ever giving us a specific idea of how she looks. ... illustrated books can

103 See William lvins, Prints and Visual Communication, p. 15.
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be informative about the world we live in; they offer us a sort of dictionary of visual
ideas, a set of labeled images by which we can identify the objects we actually see.”1%

In other words, illustrations use the readers' existing cognition of certain
expressions and actions to form their understanding of the characters in the illustrations.
In the illustrations in Dream of the Red Chamber, the painter shows the stereotyped
female characters by showing the single facial features and the characters in the specific
plot.

The illustrations in the Cheng Jia version have shown the characteristics of single

facial expressions and similar painting forms of female characters.

Shi Xiangyun, Miao Yu, Xue Baogin, Xing Xiuyan

104 See Perry Nodelman, Words about Pictures, p. 203.



46

Table 11 Cheng Jia version illustrations 1%°

There are 28 characters in Cheng Jia's illustrations, among which 25 are female
characters. These female characters include women, girls, and children of different ages
and identities, but their faces are similar in the illustrations. Take 16 female characters®®
in the table above, for example; they all have thin eyebrows, small lips; people can even
change any one of their faces and add it to another character without feeling unsuitable.

In spite of that, the Cheng Jia version actually provides less stereotypical
representations than the Shuangging xianguan version. In the Cheng Jia version’s
illustrations, the stereotype of female characters is only reflected in the same facial
features, but the characters have various expressions, including happy, confused, sad, and
so on. In addition, the characters are equipped with the corresponding detailed
background, which enriches the various information of the characters in the illustrations.
While the Shuangging xianguan version, not only the facial features of the female
characters are similar, but also the postures of the characters are the same, and the

expressions of these characters tend to be plain and sad.

105 See Cheng Weiyuan, Gao E, Cao Xueqin. 8 %5 v, #2575, 5159, #rE5-2a055 (721 25 Newly revised wood
engraving figure painting Honglou Meng.
106 See Table 11.
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Xing Xiuyan, Xi Chun, Lin Daiyu
Table 12 Shuangging xianguan version illustrations®’

The characters in these three illustrations are Xing Xiuyan, Xi Chun, and Lin
Daiyu. Among them, Xing Xiuyan is the daughter of Xing Zhong and his wife; she is the
niece of Mrs. Xing. She came from a low-income family and then went to Mrs. Xing to
seek help. In the end, she lived in Zilingzhou, a place in the Grand View Garden. Xing
Xiuyan is elegant and steady, knowledgeable and polite. In comparison, Xi Chun grew up
with Shi Taijun and Mrs. Wang in Rongguo Fu. She is the youngest of the four sisters in
Jia’s family and has a cold personality. Last but not least, Lin Daiyu is Shi Taijun's
granddaughter, Jia Baoyu's cousin, lover, and confidant. She is sentimental yet
straightforward and beautiful. These three characters with different family backgrounds
and personalities are depicted in the illustrations with similar gestures and expressions.
These female characters have the same posture, with their heads turned to the left, their
heads slightly bowed, their bodies tilted to the lower-left corner. In these illustrations,

indifference can not be seen in the initially indifferent people, and modesty can not be

107 See Cao Xueqin, Wang Xilian ¥ 5 )7, £ 4 B, #7275 212214, A new commentary version of wood
engraving figure portrait Honglou Meng.
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seen in the originally dignified and calm people. On the contrary, people with but not
only sadness in their characters only let the readers see the sadness. Every female
character in the book has complex and vivid life stories, but the illustrations selectively
show one side of their characters.

The following is a detailed analysis of the illustrations of the character Lin Daiyu.

Table 13 Lin Daiyul980®

The portraits of Lin Daiyu in these two versions give people the feeling of a
melancholy woman immersed in her sad mood. In Cheng Jia's version illustrations, Lin
Daiyu holds her cheek with her left hand and looks thoughtfully out of the window. Even
if someone tries to communicate with her outside, she is still immersed in her own

melancholy. This scene does not point to a specific plot in the story. It also highlights her

108 See Cao Xueqin, Wang Xilian ¥ 55 )7, £ 4 §&. #7275 212 £ 1%. A new commentary version of wood
engraving figure portrait Honglou Meng, p. 18.

109 See Cheng Weiyuan, Gao E, Cao Xueqin. & &5 7, Feffiot, =98, #7584 (721 142 Newly revised wood
engraving figure painting Honglou Meng. p. 38.
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melancholy appearance of thinking alone and unwilling to communicate with others. In
the illustration of the Shuangqing xianguan version, Lin Daiyu carries a wooden pole on
her shoulder and a muslin bag filled with petals hanging on it. Her head is slightly
drooping, her figure is weak, and her face is sad; this scene comes from Chapter 23 of the
story:

“One day after lunch, ... Bao-yu set off for Drenched Blossoms Weir with
the volumes of Western Chamber under his arm, and sitting down on a rock
underneath the peach-tree which grew there beside the bridge, he took up the first
volume and began, very attentively, to read the play. He had just reached the line.
The red flowers in their hosts were falling when a little gust of wind blew over, and
a shower of petals suddenly rained down from the tree above, covering his clothes,
his book, and all the ground about him. He did not like to shake them off for fear
they got trodden underfoot, so collecting as many of them as he could in the lap of
his gown, he carried them to the water’s edge and shook them in. The petals bobbed
and circled for a while on the surface of the water before finally disappearing over
the weir. When he got back, he found that a lot more of them had fallen while he
was away. As he hesitated, a voice behind him said, ‘What are you doing here?’ He
looked around and saw that it was Dai-yu. She was carrying a garden hoe with a
muslin bag hanging from the end of it on her shoulder and a garden broom in her
hand. ‘You’ve come just at the right moment,’ said Bao-yu, smiling at her. ‘Here,
sweep these petals up and tip them in the water for me! I’ve just tipped one lot in
myself.” ‘It isn’t a good idea to tip them in the water,” said Dai-yu. ‘The water you
see here is clean, but farther on beyond the weir, where it flows past people’s
houses, there are all sorts of muck and impurity, and in the end, they get spoiled
just the same. In that corner over there, I’ve got a grave for the flowers, and what
I’m doing now is sweeping them up and putting them in this silk bag to bury them
there so that they can gradually turn back into the carth. Isn’t that a cleaner way of
disposing of them?” » 110 N H IEX = A e, Hi)E, EEET —£ (&K
), EBNLTT WA T —Hon B, RIT (SRID) 5 Mk
Go IEED] “UEAMEE” , R —FEXGE, #_EBRIENCT — Kbk, 1590
S A . EEREEFLEAK, B ERE 17, RA5E VR
L, REWI, PHEMAN. LM LK, PRZ 5, T e oy w2
7o FERR IS AV 2. E R IEREE, RUrEEa AuE: ‘IR
KR 2? 7 FE—Rk, AEEEKRT, B LEEEY, EH EEE
DR, FANEELT. EEXE: “RMIELT, RICXEEI) AR,
BAATKBEELES, RAE TIFSAERRE T, ” BRiE: “BAEKEAL, K
BRI, R, HARKBHT U ABEVIRIEIEER 1.

110 See Cao Xuegin ® 257, translated by David Hawkes, The Story of the Stone, volume 1, p. 463.
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Lin Daiyu collected peach petals and buried them here for fear that if the petals
flowed away with the current, they would be ruined by the dirty water in the distance.
Although she was distressed by these withered petals, she was also grieving for herself.
After all, there will be petals again next spring, but who knows if people will still be there
next year? Even the same person, youth will not come again. In Chapter 2712, the author
describes her feelings in a poem:

“The blossoms fade and falling fill the air, Of fragrance and bright hues bereft and
bare.

Floss drifts and flutters around the Maiden’s bower, Or softly strikes against her
curtained door.

The maid, grieved by these signs of spring’s decease, Seeking some means her
Sorrow to express.

Has rake in hand into the garden gone, Before the fallen flowers are trampled on.
Elm-pods and willow-floss are fragrant too; Why care, maid, where the fallen
flowers blew?

Next year, when peach and plum trees bloom again, Which of your sweet
companions will remain?

This spring, the heartless swallow built his nest, Beneath the eaves of mud with
flowers compressed.

Next year the flowers will blossom as before, But swallow, nest, and the maid will
be no more.

Three hundred and three-score the year’s full tale: From swords of frost and from
the slaughtering gale.

How can the lovely flowers long stay intact, Or, once loosed, from their drifting
fate drawback?

Blooming so steadfast, fallen so hard to find! Besides the flowers’ grave, with a
sorrowing mind,

The solitary maid sheds many a tear, Which on the boughs as bloody drops appear.
At twilight, when the cuckoo sings no more, The Maiden with her rake goes in at
the door

And lays her down between the lamplit walls, While a chill rain against the window
falls.

111 See Cheng Weiyuan, Gao E, Cao Xueqin. & &5 7, Feffiot, =98, #7545 (721 142 Newly revised wood
engraving figure painting Honglou Meng. p. 194.

112 See Cao Xuegin ® 257, translated by David Hawkes, The Story of the Stone, volume 2, chapter 27, Beauty
Perspiring Sports with Butterflies by the Raindrop Pavilion And Beauty Suspiring Weeps for Fallen Blossoms by the
Flowers’ Grave (i *~ 55 IC xR R, M K K MHERI TR 41), p. 484.
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I know not why my heart’s so strangely sad, Half grieving for the spring and yet
half glad:

Glad that it came, grieved it so soon was spent. So soft it came, so silently it went!
Last night, outside, a mournful sound was heard: The spirits of the flowers and of
the bird.

But neither bird nor flowers would long delay, Bird lacking speech, and flowers too
shy to stay.

And then | wished that | had wings to fly, After the drifting flowers across the sky:
Across the sky to the world’s farthest end, The flowers’ last fragrant resting-place
to find.

But better their remains in silk to lay, And bury underneath the wholesome clay,
Pure substances the pure earth to enrich, Than leave to soak and stink in some foul
ditch.

Can I, that these flowers’ obsequies attend, Divine how sooner or later my life will
end?

Let others laugh flower-burial to see: Another year, who will be burying me?

As petals drop and spring begins to fail, The bloom of youth, too, sickens and turns
pale.

One day, when spring has gone, and youth has fled. The Maiden and the flowers
will both be dead.” **

In the book Words about Pictures, chapter 4 — Code, Symbol, Gesture: The
Contextual Meanings of Visual Objects”:

“While overall qualities such as style convey much about mood and atmosphere,
most of the narrative information that pictures provide comes from the specific objects
depicted—not just what they are but also how they relate to each other. The objects
themselves become meaningful through the contexts they evoke, which relate them to our
general knowledge and experience of life, of literature, and of visual art.” 114

As Perry Nodelman mentioned: “Most of the narrative information that pictures
provide comes from the specific objects depicted- not just what they are but also how

they relate to each other.”**® When viewing Lin Daiyu's illustrations, her actions,

expressions, and the plot presented in the pictures all work together to help readers shape

113 See Cao Xuegin # 257, translated by David Hawkes, The Story of the Stone, volume 1, p. 501.
114 See Perry Nodelman, Words about Pictures, p. 101.
155 101.
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the character’s image in their minds; the selected elements in the illustrations are all
inclined to show that Lin Daiyu is a sad and weak person.

Although it is inseparable from Lin Daiyu's melancholic temperament in the
novels, it is also too one-sided. Firstly, part of her personality is undoubtedly melancholy
and delicate in the story. In Chapter 3- Lin Ru-hai recommends a private tutor to his

brother-in-law, And old Lady Jia extends a compassionate welcome to the motherless
child (¥ bl a4 78 5, 2 A PN BEE L L)

“PIBIVBEIREEME, —XBEFESEE. SENBZR, 52
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“Her mist-wreathed brows at first seemed to frown, yet were not frowning; Her
passionate eyes at first seemed to smile, yet were not merry. Habit had given a
melancholy cast to her tender face; Nature had bestowed a sickly constitution on her
delicate frame. Often the eyes swam with glistening tears; Often, the breath came in
gentle gasps. In stillness, she made one think of a graceful flower reflected in the
water; In motion, she called to mind tender willow shoots caressed by the wind. She
had more chambers in her heart than the martyred Bi Gan; And suffered a tithe more
pain in it than the beautiful Xi Shi.”*’

But this is not the whole character of Lin Daiyu. Except for this sad and weak
image, she has complex emotions and a multifaceted personality. She is lonely but
dignified, with childlike innocence and adult-like maturity and directness. However, she

is not just a weak and sick beauty. In the plots of Chapter 15! and Chapter 16*° of

116 See Cheng Weiyuan, Gao E, Cao Xueqin. & &5 7, Feffi oo, =98, #7578 45 (721 142 Newly revised wood
engraving figure painting Honglou Meng, p. 23.

117 See Cao Xuegin # 257, translated by David Hawkes, The Story of the Stone, volume 1, p. 102.

118 See in Chapter 15, At Water-moon Priory Xi-feng finds how much profit may be procured by the abuse of power
And Qin Zhong discovers the pleasures that are to be had under the cover of darkness. T JRUH A 5 Kk <5, 25 fi G755
%3 P. 288.

119 See in Chapter 16, Jia Yuan-chun is selected for glorious promotion to the Imperial Bedchamber And Qin Zhong is
summoned for premature departure on the Journey into Night. TTCH A4 1% R B 28 I R4 3 R 8. P. 302,
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Dream of the Red Chamber, when Jia Baoyu gave Lin Daiyu a string of rosary beads

from Price Bei Jing?°, Lin Daiyu does this:

B OURESRESEY I S FN WE. FE%. TR0 £ RR
L, DEIGH, BXEL. AREERY: “HaREANELHRAZERX AR
Pho PEPIEAE. R R FE. 12

“She had salvaged some paper, writing brushes and other articles of stationery from
her old home which she distributed as presents to Bao-chai, Ying-Chun, Bao-yu and
the rest. Bao-yu, for his part, hunted up the rosary of fragrant Indian beads given
him by the Prince of Bei-jing and offered it as a gift to Dai-yu; but she flung it back
at him disdainfully: ‘What, carry a thing that some coarse man has pawed over? |
don’t want it!” So Bao-yu was compelled to take it back again.”?2

Except for this example, in Chapter 8 — “Jia Bao-yu is allowed to see the strangely

corresponding golden locket, And Xue Bao-chai has a predestined encounter with the
Magic Jade. 51 % £ & & iR &80, B E 855 A R .~ One day, Jia Baoyu visited Aunt

Xue in Lixiang Hall; he and Xue Baochai appreciated each other’s precious jade and gold
locks. Jia Baoyu then smelled the fragrance of Xue Baochai. When he heard that Baochai
was eating the Cold Fragrant pill, he asks her to give him a fragrant pill to try:

“Bao-yu was now sitting almost shoulder to shoulder with her and, as he did
so became aware of a penetrating fragrance that seemed to emanate from her
person. ‘What incense do you use to scent your clothes with, cousin?’ he asked. ‘I
have never smelt such a delicious perfume.’ ‘I can’t stand incense perfumes,’ said
Bao-chai. ‘I could never see the point of smoking perfectly good, clean clothes over
an incense pot.” ‘In that case, what is this perfume I can smell?’ Bao-chai thought
for a moment. ‘I know! It must be the Cold Fragrance Pill I took this morning.’
‘What’s a Cold Fragrance Pill?’ said Bao-yu with a laugh. ‘Won’t you give me one
to try?” 123

(ERMN 5EBERELE, HiE-— Fiﬁiﬂ’]é”ﬁ, ANFAATR, BRI .
“HMH MR AR B LX)l 7 EP0E:  “HWRMNER. )L

120 See in Chapter 15, “The Prince of Bei-jing removed a rosary from his wrist and handed it to Bao-yu. ‘Today is our

first meeting, but as it was an unforeseen one, | have not come prepared with a suitable gift. All | can offer you is this

rosary made of the aromatic seeds of some Indian plant. It was given me by His Imperial Majesty. | hope you will

accept it as a little token of my esteem.’” (jt%%fl#@%ﬁ*%ﬁ%ﬁﬂ?%y WBEHEEE: “SHYIZ, GFLH
W2, WARE LGS ESER—H, BOVBEZAL. 7 ) p. 289.

2 See Cheng Weiyuan, Gao E, Cao Xueqin. &% v, #2575, =195, #rE5-2a055 (721 25, Newly revised wood

engraving figure painting Honglou Meng, p. 122.

122 See Cao Xueqin # %5 /7, translated by David Hawkes, The Story of the Stone, volume 1, p. 307.

123 See Cao Xueqin # %5 /7, translated by David Hawkes, The Story of the Stone, volume 1, p. 191.
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Just as the two were flirting, Lin Daiyu came in:

“Just at that moment, the servants outside announced ‘Miss Lin’, and almost
simultaneously, Dai-yu came flouncing into the room. Catching sight of Bao-yu,
she let out a wail of mock dismay. ‘Oh, dear! I have chosen a bad time to come!’
The others rose and invited her to be seated. ‘Why did you say that?” Bao-chai
asked her. ‘If I had known he was coming, I shouldn’t have come myself.” ‘What
exactly do you mean by that?’ ‘What do I mean by that?’ said Dai-yu. ‘I mean that
if I only come when he does, then when I don’t come, you won’t have any visitors.
Whereas if we space ourselves out so that he comes one day and | come the next, it
will never get either too lonely or too noisy for you. I shouldn’t have thought that
needed much explaining.” 1%

CTEART, WML AREHIRK T 7 WRSE, BEE CREERE
Hpei3
Kk, —WEE, FRE: “WEPPRHATT 7. 7 FRETCES RS T
KiE: “XRBEAU? 7 BERE. CFAfoR, AR T . 7 FEUE:
“RiEATAER? 7 BERIE: Mo sBE: kIR, AR—PEA
K HJUSR, BLISK, EEEIT 7K, SARKE AKEHEA 2 RATE,
WA KIAG  IHIHA T AR ? 7 )12
It can be seen that Lin Daiyu not only has self-esteem but also speaks frankly and
cleverly. But the illustrations of Dream of the Red Chamber only select one side of Lin
Daiyu's character and then stereotypes it, making Lin Daiyu become a typical "morbid
beauty."
The simplification and stereotype of the female characters in the illustrations of

Cheng Jia's version and Shuangqging xianguan version are consistent with the

characteristics of the Ladies Painting in the society at that time. In the book The History

o

124 See Cheng Weiyuan, Gao E, Cao Xueqin. B 55 /v, FE1H 7T, 58, Frig£ s
engraving figure painting Honglou Meng. p. 73.

125 See David Hawkes, p. 191.

126 See Cheng Weiyuan, Gao E, Cao Xueqin. B 5 /v, F21H 7T, %8, Frig+ s
engraving figure painting Honglou Meng. p. 39.
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of Qing Dynasty’s Painting J& 1021 &, there is an introduction to the image mode of
Qing Dynasty Ladies’ Painting:
“The shape of the face is like goose eggs, the eyebrows are like the Eight
characters in Chinese characters, the eyes are slender, the mouth is like a red cherry,

the neck is long, the shoulders are thin, the waist is very small, giving people a kind

of thin and beautiful, weak feeling, and with a sad look, it is the aesthetic taste of the

‘morbid beauties’.”*?’

Such practice does not show positive feminism in society. On the contrary, it was
coerced by feudal ethics at that time. These illustrations show one side of the characters
in the Dream of the Red Chamber and complement the social ethics at that time. They
were influenced by the Confucianism of idealist philosophy that starts from the Song and
Ming Dynasties!?®. And after these illustrations appeared, they were used as a valuable
tool to further spread and solidify the female images under the idealist philosophy
Confucianism system. This kind of Cheng Zhu Confucianism of idealist philosophy
regards women as the appendages of men and without their own independent personality.
Therefore, behind the role of stereotyped female images, this function of illustrations
extends to the dimension of reducing women's status and maintaining traditional feudal
ethics.

This function is not only reflected in the specific details of the picture but also in

the selection of characters. In Cheng Jia's version of the illustrations, there are 24

127 See Xue Yongnian B£7K £E, Du Juan #1883, The History of Qing Dynasty Painting /7 /C%& &, p. 126.

128 Cheng Zhu Confucianism of idealist philosophy, which appeared in the Song Dynasty, stressed that women should
pay attention to their own integrity and always be loyal to their first husband. There is such a record in the 22nd chapter
of Cheng's Note % Fi# 45

“HNFRRBEUEAER:  [FEEETK, ARG T&R? |, R [40ARE, AL N HERIEERE,
ARV RFE D, BRIE, WIEFE/N, KTTFE K. ] 7 See Cheng Yi, Cheng Hao. P25, FRER, F2 K815,
Complete writings of the Brothers Cheng, p. 59.

“Someone asked Mr. Cheng Yi, ‘If a widow is lonely and has no family member to support her, can she find another
man to marry?’ Cheng Yi replied: ‘Women can never do this. They want to marry a second man because they are afraid
of being frozen to death and starved to death. However, you should know that starvation is a small matter for women,
and losing their reputation is the most serious and shameful thing to them.’”
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illustrations, which is a small but rather independent and integrated system. In addition to

the stones and the monk and Taoist in the first and the last illustration, the first character
showed up is Jia Baoyu, followed by: “5% [K5%44, S2KH, B, £RA, xHF, @
7, BF, W, FOEIEN, EERR, W, ®K, BEER KEEX, Bills,
WEMES, FLEHMMME, C=0, B, LR

This arrangement shows that the illustrator has a solid sense of family ethics,
especially from the third picture: Jia's ancestral hall. An ancestral hall is a place where
ancestors are worshiped, which symbolizes traditional patriarchal society. Shi Taijun is
the supreme parent of the Jia family. Jia Zheng and Mrs. Wang are her son and daughter-
in-law. Yuan, Ying, tan, and Xi are the four granddaughters of the Jia family. Li Wan and
Wang Xifeng are their granddaughter-in-law; Baochai and Daiyu are cousins; Xiang Yun
is the niece and granddaughter of Jia's mother's family, while Baogin, Liwen, Ligi, Xing
Xiuyan, and Third Sister Yo are cousins of Jia’s cousins; Qingwen's identity is a female
slave, but the female musician’s identity is much lower. The whole illustration system is
almost arranged in the order of patriarchy-centered families by age, kinship, superiority,
and inferiority.*3

The female characters also have their own complex characteristics. However, no
matter in the illustrations of the Cheng Jia version and Shuangging Xxianguan version,
these breakthrough female images have been painted into a series of rigid and weak

appearances. This shows that the painters are keen on creating female portraits but do not

128 See Cheng Weiyuan, Gao E, Cao Xueqin. B %5 v, #2575, 159, #1852 o055 (721 25, Newly revised wood
engraving figure painting Honglou Meng.
130 See He Cui. i/ A%, “Character selection and organizational structure of illustrated Dream of the Red Chamber”£I.#%

B SR ANV HER S5, p. 73.



57

focus on delivering their respect for women’s personalities and these women themselves;
the final result was the further decline of women's status. These illustrations spread the
story of Dream of the Red Chamber to the public in an intuitive way. But at the same
time, because of these illustrations, the positive and advanced connotation of the story
was ignored, and these female roles were stereotyped, forming a morbid beauty by
painters, which aggravated the humble status of women in the Qing Dynasty.

From these analyses, we can see that the illustrations in the Dream of the Red
Chamber actually move toward a different direction compared with the text content. In
the novel, gender equality is advocated, and the weak position of women in feudal society
is promoted to the same height as that of men. Although the main story theme of Dream
of the Red Chamber is multi-dimensional, the yearning and pursuit of freedom of love
and marriage of a generation of young men and women represented by Jia Baoyu and Lin
Daiyu is still one of the important contents of the story. One of the greatness of this novel
is that Jia Baoyu and Lin Daiyu’s relationship is based on the equality of men and
women, and they further explore the pursuit of freedom.

Dream of the Red Chamber has a distinct anti-feudal theme, this kind of theme is
commendable, but because of the illustrations, the influence of this theme has been
weakened to a certain extent.

The illustrations ignore this content, continue to even aggravate the contempt for
women. Through the stereotype and simplification of many female images in the novel,
making one-sided expression and cover up the real content of the text. In this way, plus
illustrations in the book are placed in front of the table of contents and text, resulting in

the readers will form an impression of the book content does not match through the real
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intention of the author. Even some readers only read illustrations to understand the
content of the story, which weakens what the text actually wants to convey. Therefore, it
is very important to understand the functions of these illustrations, which can avoid the
readers being one-sided instilled with the actual content different from the text.
Illustration is actually the second creation of the text by the painter. Like other readers,
the painter is also a reader of the text, so these illustrations are in the same position as the
reader's understanding, and at the same time, are equal to the reader's understanding.

Knowing this gives readers the power to read these illustrations critically.
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CONCLUSION

Scholar Xia Likian'®! of the Ming Dynasty once had such comments on the

illustrations in Chan Zhen Unofficial History # L i% 52

“EBAME LS. AR R uaFH, ez, BIAR, Baz. EAa: &
THE. RIFs: EPARE. OUFERS, MABYE, Sk, ks
i, 2EEE, LA-RmR. KRB E, Sny, ITRsRYF, R
RN T, 132

"These illustrations look like pictures that only children will like to see. The real
history of all the warm and cold things is based on words to describe, but if words
can not be expressed, the picture will show. The ancients once said that there were
paintings in the poem; they also said that there were poems in the painting. The
people who read books unfold the illustrations, the characters and things in the story,
the city, the mountains and the forests, the ups and downs, the prosperity and
desolation, can be seen at a glance. The scene in this picture is the same as the real
one. The vivid figure can be called the great hand of painting, which was only done
by a brush. "

His words show the importance of illustrations in a book: what words can not
express can be expressed by pictures; there are pictures in words and words in pictures;
the combination of illustration and text enriches the composition of a book and affects the
reading process.

In this paper, the functions of illustrations in the reading process are divided into
three chapters. In the two different illustrated versions, there are similarities and

differences. In Cheng Jia's version, illustrations can be used as a brief overview of the

131 Xja Lixian ¥ J& 5E, a scholar in the Ming Dynasty, the author of (ZZEL %) , full name (FFEEHtiF 1G5
A PFFEE L)
132 See Xia Lvxian. 2 J& 4. Chan Zhen Unofficial History + Fan Li (ZZLE& & « AL H)
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story to provide readers with general information; in the Shuangging xianguan version,
illustrations can be used as annotations to assist reading; In addition, the illustrations in
these two versions embody the role of stereotyping female images. Making some people
who don't know much about the story have subjective prejudices about the female
characters. For example, thinking that Lin Daiyu's character is just the image of a
"morbid beauty." Because of the intuition and the fact that pictures can arouse people's
interest more easily, some people just stop at understanding the story through illustrations
and then form a story structure composed of illustrations in their heads, which is often far
from the actual text. Only by the explicit understanding of the formation reasons and
functions of illustrations can we better use the resources in the book and then obtain a
complete understanding of the story's content.

Through studying these functions, readers can better use the materials provided in
the book and deepen their understanding of the story’s content. It also helps readers see
the one-sidedness and subjectivity of illustrations in conveying the story's content and
allows readers to make an objective choice for the content of illustrations when reading.
The effective combination of illustrations and words is the correct way for readers to treat
illustrated books.

In the study of these functions of illustration, it is not to completely separate
illustration from the text, but to recognize its inseparable relationship with the text or
books, and at the same time to study how it works together with the text as a small
independent unit in the layout of books. Mr. Qian Zhongshu wrote an article entitled

"Synaesthesia" in his book:*3

133 See Qian Zhongshu, "Synaesthesia i#/&", A Collection of Seven Affixes £4¢2, pp. 62 - 77.
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“In daily experience, sense of vision, hearing, touch, smell, taste and other
senses can often get through or communicate with each other. The various
functional areas of the eyes, ears, tongue, nose, and other parts of the human body
can not be separated from each other. Color seems to have a temperature; the sound

seems to have an image.” (fE W &I HE, M. Urag. flus. PG, PR
AR ] DA T I el . RIS . Hae. &3k SR AE S B H AR
BRALIR) & AP D e e AT LA AR . B A IRIE, A EUPA T
%, )”134
This paragraph reminds readers that illustration is not only directly related to the
text in terms of the contents but also has the effect of sensory synaesthesia between
reading text and images. Words may cause scenes and pictures in the reader's mind, while
illustrations may cause thought fragments in the reader's mind. However, whether it is the
connection between illustrations and texts in contents or the synaesthesia in the sense
they cause, these functions of illustrations will eventually become readers' understanding
and thinking of books.**® At present, most of the researches on the illustrated Dream of
the Red Chamber is about the illustration and text content. In the future, we may step into
the category of sensory synaesthesia. Thus, it is recognized that images can bring the
reading experience interlinked with the text, and they can also convey abstract
information, not just factual information. The integration of illustration and text is also
the embodiment of the overall harmony of human senses.
In the conclusion part for this paper, | want to end with a quote from Perry
Nodelman in his book Words about Pictures:
“The basic, distinguishing peculiarity of illustrated book storytelling is that
it tells of the same events by means of two quite different media and therefore in
two quite different ways. In doing so, it mirrors the process by which human beings

come to know their world, better than does any other imaginative experience. As |
suggested earlier, cognitive psychologists believe that we understand new

134 See Qian Zhongshu, "Synaesthesia if/&", A Collection of Seven Affixes 12474, pp. 62 — 77.
135 See Chen Xiao. [4%. “The image world of Dream of the Red Chamber in the Qing Dynasty. ” J&4% (4 #545)
1) A 5
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experiences by using old experiences as a pattern or schema; in determining what
we know already about something new to us, we may focus our attention on what is
new—and so learn more than we did before. This is like what Piaget calls
“assimilation”—the use of old learning in the process of new learning. Information
theorists postulate a relationship in messages between what we already know and
can depend on and what we might learn in terms of “redundancy”; that aspect of a
message which always remains the same. If we recognize the redundancies, the
patterns or conventions, then we may focus on and have a context for
understanding what is new. ... The pictures show us the settings, but the words of
the text tell us how to see them. ... the temporal information in pictures is often
different from that offered by words, and the spatial information in words different
from that in pictures; we must integrate time and space, and two different versions
of time and space, before we can understand the whole. The whole, then, is more
than the sum of its parts.”*3®

13 See Perry Nodelman, chapter 7, The relations of pictures and words, Words about Pictures, pp. 200 - 286.
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