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Abstract

The ainuwch charactersyepresentinga classic type of villain, usuallfeature
strongly in Chinese audiencésnemoriesabout Fbng Kong cinema, espedmlthe
wuxia genreduringits glorious days in thewventiethcentury. They were created and
stereotyped irHong Kong cinema developing with every rise and fall of Hongkg
wuxia genre, and varying at every crucial moment of the modern history of Hong

Kong.

In the light of not only western gender and culture theories in cedgarthe
concepts of masculine and feminine, but also Chinese philosophies in terimauad
yang in particulay this thesis sets out to explore the evolution of the gender and
cultural presentation of eunuch images in Hong Kevogia films from the 1966 to
the early 2010sWith the aid of Jean BaudrillamhdJudith Butleés theories, the two
terms masculine and feminine will be argued as being not simply effective in gender
representation, but also valid in outlining the logical mechanism which gotlerns
organisation of the cultural phenomena. Meantime, Michel Foucault and Laura
Mulveyés findings about theelationshipbetween power and gaze will be employed to

anatomise the specific case of culture construction.

Theexplorationof eunuch imagewill be intertwined with the examination of the
Hong Kong cultural identity not only in the interactive triangle relationship between
Hong Kong, Britain and China before 1997, but also in an interdependent Hong
Kong-mainland connection in the pestlonial situation Hong Kong filmmakers, in

different circumstances with different cultural identities, proceeded to project



different social expectations onto their cultural construction in Hong Kong cinema.
The construction of the eunuch images, whiatiudes theportrayal oftheir gender
characteristics, power and social status, will be argued as deriving from these social

expectations.

By these meansthis thesis aims at providing an insight into the simfthe
cultural pattern of Hong Kong cinenhetweerthe puraiit of a dualistic certainty and
the advocacy o& pluralistic uncertaintyBased on a review of eunuch images in the
history of Hong Kong films, this study represents a nostalgic account of the past glory

of Hong Kong cinemawhile also conveying arspiration fora better tomorrow.
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Chapter 1

Chapter 1: Introduction

1.1 Preamble

A highly-developed and modernised placewhich has nevéhneless been
stigmatised as a hybrid @&astern and western achievements of civilisation, Hong
Kong hasalwaysbeena city under different spotlight®Over the past half century,
Hong Kong culture, particularlyts popular culture, hagrequently set fashons or
trends for the cultures of East and Southeast Asia. In other words, the development of
Hong Kongds haslongbeenrandl continuertdse a barometer which
could display a general trend and direction of cultural transformation insta fa
changing world With the aimof exploringthe transformatiorof popular culture in
modern societythis thesis willresearch the development of Hong Ké&ngopular
culture in the past half century as an epitome of cultural transformation. In order to
elucidate such a transformation, the conceptanakculine and femininavill be
applied tothe discursivepower structure and th@omentumbehind Hong Kongs

popularculturein different periods.

Hong Kong films are undoubtedly one of the most strikingaedgmts of Hong
Kongbés popul ar c ddtam infleenca oidollywoads féms. &hise n
thesis wild|l f owuxiasgence nwhiehasraig indiSensidplé [gart of Hong

Kong films and has exerted significant impacton the prospent of Hong Kag



Chapter 1

fims.!More specifically, eunuch wumiafress constr

made from the 1960s to the early 2010s, will bestitgects of theesearch.

To choosethese eunuch figuress the objects of this study, there are two main
reasons. Fitsthey have beea pe ci al products of Kwmg Kong:¢
the past half centuryTo be specific, Hese imagesvere initially created byHong
Kong directorand subsequentltereotyped andebame widely known in Hong Kong
films. Comparativelythese images rarely appeared in Mainland and Taiwan films. A
stereotypical eunucin these filmspossesss superb martial arts skillgvith great
political powerbut is also depicted askay villain. Till today, HongKong directors
still keeptheir interess in depictingthe modelingeunuchs irwuxiagenre.lt is not an
exaggeration to say that these eunuch images have became typical Hong Kong iconic
images. Secondly, eunudgender ambiguity contributes another reason for choosing
them as samples in théudy of Hong Kong culture. To a great extent, Hong Kong
society could be viewed as a space typically characterised with distinct cultural
ambiguity between Western and Eastern ideologies since the beginning of its colonial
history. It might be because ohi$ cultural ambiguity that eunuch images could
initially survive and keep developing in the cultural space afigHKong. However,
this assumption does not imply that in Hong Kong culture eunuchs are constructed
with great sympathyThey are portrayed aslians in most cases. Apart from these
eunuch images, other roles, such as intersex and transvestite who are scarely found in
Mainland or Tainwan films, could easily survive in Hong Kong culture as well. Hong

Kong culture gives more tolerance to thesegesaof marginal, unusual or abnormal

1 The termwuxia when it is employed to identify a film genre, has been interchangeably used with

other terms such dsnartial art® andfiswordplay. Wucould be literally translated as martial or
military force;xia may refer to a chivalry spirit or a perswith chivalry spirit. Later on in this
chapter, further explanation of this term will be provided.

2



Chapter 1

characteristics. Choosing eunuch images as the central targets could also help the
exploration of developmentof Hong Kong culture deriving from its ambiguous

culture identity.

This model is so successful thathas not only dominatd the depiction of
eunucls i n Ho n g wukia gegré $or halfa century, but alsoprofoundly
influenced thedepictionof eunuchs inwuxia films made in Taiwan and Mainland
China. Althoughsuch stereotypicaleunuchs have beemost of thetime a visible
aspectof Hong Kong filmsover the past half centuryhese stereotypicdkatures
have experienced a series of changkesing different periods of timdn this thesis,
the physical appearance and characteristiceunuchs in films will beviewed as a
text whichis constructed according warioussocial expectations. This research will
start to explore these social expectations by investigating the subtle difference
especially the different gender presentatiapparenin eunuch figure in different
periods and then further examine tliscursivepower structure and logic behind

these differences.

1.2 Theoretical Frameworks

In this thesis, lie theoretical foundation for applying the masculine and the
feminine to investig&t different cultural patterns is mainlyadopted from Jean
Baudrsdnardadadith Butlerds definitions of
Baudrillard, the masculine model and feminine model are interpreted as two logics

rather than two descriptive items for gendeatures® According to Butler, the

2 Jean BaudrillardThe Consumer Society: Myths and Structtemdon, Thousand Oaks, New
Delhi: Sage Publications, 1998),-98.
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masculine implies a dualistic pattern while the feminine exhibits pluralistic
grammars: Along these linesthe masculine and the feminirmuld be further
specified as an inspection afdualistic logic anda pluraligic logic in contemporary
culture. Additionally, a cultural transformation could be embodied as a shift between
these two logicsThese investigationsutline the main research objectives of this
thesis. Howeverthe problem ohow such investigationsould be practiced and how

the two logics could be examined require not only theoretical supports from the
cultural definitions of these two concepts, but also their gender implicaindgoth

the cultural and the gender connotations will be closely idtestir later

Thisstudy wi I | examine t he stpopalar €dltioe mat i on
mainly in two layers. These two layers involve two ways of applying masculinity and
femininity. In thefirst layer, the cultural transformation is embodied as a shift
bewwveen a dualistic logionarked as a masculine logic, and a pluralistic logic
signifying a feminine logic. In thesecondlayer, the cultural transformation is
characterised as a transition between a pursuth@fvalue ofmasculinty and a
pursuit ofthe vdue offemininity. These two layers are mutually complementasith
the former leading this research on the whole, and the latter contributing to the

specific studies.

The gender representation efinuch characters will b&tudied againstifferent
socid expectations, rather than a presentation of what eunuchs should be according to
anatomical observation or historical records. In other words, how eunuchs are
gendered in different periods & the service othepu bl i c6s expectati on

malleablefigures. By examining the social expectatidrehindthe masculinisation or

3 Judith ButlerGender Trouble: Feminism and the Subversion of Ideitiggv York and London:
Routledge, 1999), 25.
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the feminisatiorof eunuch characterghis thesis willinvestigatedifferent pursuitsof
the values of masculinity arfdmininity in different periodsand explorehe dualistic

logic or pluralistic logidhat governs dng Kongs popular culture
1.2.1 Sexual and gender implications of thenasculine and the feminine

Prior to applying the masculine model and the feminine model to the study of
Hong Kongds populcian tochecommonusage oatwo terndst r o d u
the masculine and the feminthés indispensable. According fthe Concise Oxford

Dictionary of Current Englishthese two terms are explained as follows:

Mascul i néld, /6d&Emdsknjiadj. 1of or charaaristic of men2
manly, vigorous.3 (of a woman) having qualities considered appropriate to a
man.4 Gram of or denoting the @gneGraimethe pr oper

masculine gender , masculmaysadvurhascalieenesso.r d . 1

masculinity /-6ddbn. [ME f. OF masculineinef. L masculinugas MALE)[*

Femi ni ndd/ adj/ & ieadp 1 of or characteristic of women. 2 having
qualities associated with women. 3 womanly, effeminateradn of or denoting
the gender p r o pes.in. Graan awemmiaen gersder oravord.
I Temininely adv. femininenessn. femininity /-6 @dcy n. [ME f. OF feminin-

ine or L femininusf. feminawomanf

According to the dictionary definitions of masculine and feminine, these two terms
could be undersbd from at least two different, while at the same time,

complementary layers. In tHest layer, the masculine and the feminine are used to

* R.E. Allen, H. W. Fowler and F. G. Fowldie Concise Oxford Dictionary of Current English
(Oxford: Clarendon Press, 1990p8.

® R. E. Allen,The Concise Oxford Dictionary of Current Engligt80.

5
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describethe characteristics of men and women respectiv€lviously, fom this

perspective, masculine characséids belong to men, while feminine characteristic

belong to women. What these basic meanisgmify is that masculinity and

femininity are naturally and exclusively divided aglear sex boundary. This way of
understanding masculinities and feminirstie founded on a biological cogniticand

it fundamentally influences the general anticipatiohow men and women should

behave The recognition of the biological difference between sexes could have an
immediate impact on the social expectations fennand womenFor instance,

generally, people are not encouraged to adopt the dress of the opposite sex; negative
comments are still likely to be made about men with feminine features or women with
masculineforms of behaviour. The social expectations hese more about the

implications of the masculine and the feminine in the second layer. In this tlager,

masculine and the feminine are delegated to mark the gender distinctionthas

terms fAthe masculine gendenraboveldmtdis case,h e f e mi
masculinities do not have to sigOxfordy menos
Dictionary states that a woman can also exhibit the qualities which are usually

assigned to a man; while femininities, which are believed to be propesnen, do

not have tcbeassociatewi t h womends beh'Theiimpartanse oB x c | u s i
Afactors oOoutside the bodyd or Oemvironme
number oftheorists who have focused on the gender differ@htener researchof

sex and gender politic&ayle Rubinndicates that

® R. E. Allen,The Concise Oxford Dictionary of Current Engligt28 & 430.
" Ibid.

8 Mary VetterlingBraggin,edi Femi ni ni ty, o fAMasculinity, o and AAndr
Philosophical Discussio(Totowa: Rowman & Allanheld Publishers, 1983%.

6
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Far from being an expression of natural differences, exclusive gender identity is
the suppression of natural similarities. It requires repression: in men, of whatever
iI's the | ocal v ¢raits inavomerg bf thé foaalndiefimition ef 0

imascul ineo traits.

Such a mannerof interpreting the masculine and the feminine complements the
understanding of these two terms by empha
biological division ofthem In other words, sociatonventions play a crucial role in

moulding the significance of or® masculinities and femininities in certain

circumstances

In Chinese contextgunuchs are typically describedasnan bu nifb b ),

which canbe literally translated as neither men nor wom&his term, on the one
hand, reveals théiologicatbasedconceptionof masculine and feminine. On the
other hand, it displays the puliisicpresumption or expectation of eunuchs. In other
words, eunuchs are expectedagpearor behave differety from men and women

and this profoundly influences the depiction of eunuchs in various works. In most
cases, they are portrayed as men with feminine external traits. Even though they are
masculinsed in some aspects, the masculinities tend to be described as extreme
characteristics that ordinary men can seldom achieve. For instance, in logg K
films, most of them have matchless martial arts skills and some of them even have
supernaturapowers oran undead body. All these phenomena suggest that they are

expected to behave abnormally. In this case, the descriptioran bu nicould be

° Gayle Rubin, AThe Traffic in WomeThowardbot es on t he ¢

Anthropology of Womerd. Rayna R. Reiter (New York and London: Monthly Review Press
1975, 180.
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viewed as not only diologicatbasedconception, but also a manifestation of the

social expectation of eunuchs.

1.2.2 A struggle of expectation: the problematic division of masculinity and

femininity

With the goalof clarifying what masculinity and femininity are, Mary Vetterling
Braggin triedto categoriseypical representations of these two concepts. According
VetterlingBraggin, a masculine person may exhibit psychological tsiish as
Astrength of wi ||, ambition, courage, i nd

hardiness, rationality or the ability to think logically, abstractly and analytically and

ability to control emotiono; wh sutheas a f e mi |
Afgentl eness, modesty, humi |l i ty, supporti
tenderness, nurturance, intditiveness, sen:

VetterlingB r a g g i anigiiens ateevaluable for exemplifying masculine and
feminine traits. Moreover, these descriptions provstemewhatdetailed references
according to which masculinity and femininity could be clearly determined. For
instance, referring to the masculineitsdisted above, most eunuch characters could
be interpreted as masculine due to their pursuit of superb martial arts skillsa Such
pursuit is clearly relatedto masculinec har act er i sti cs such as 7

~

Ahardi nesso, fhHhaglgiresenveards®e a@amd fAam

However, in an ancient Chinese context, defining martial power as a
representation of masculinity would be questionable. Genesadlgking the Chinese

terms yang and yin are commonly translatecas the masculine and the feminine

10 Vettering-Braggini Femi ni ni ty, ©¢ AMasculs56.nity, o and AAndrogy

8
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respetively. The masculine/feminine division and tlye/yang division have one
thing in common, which is that both divisions set up a hierarchy of masgalivge/
over feminineyin. What is different is the standard used to divide masculine/feminine
or yandyin. In ancient Chinese contextmartial or military powerwas typically
deemedo beyin in comparison with civic virtugswvhich were deemed to bgang

For instance, in the boakuangdi Sijing( ), the earliest extant manuscript

about the Huandgtao sclool of philosophyi an important branch of Taoism, martial

force and civic strategies, as two indispensible aspects of statecraft, respectively
correspond to chastising powet ] and beneficent power ().** The former power

symbolises the nature of autummdawinter, so it could be classedas; the latter,

the nature of spring and summer, so it could be assigngahas® According to this
standard eunucls, who have matchless martial arts skills and subdue people by
violence, should be classed as feminifheseoppositeconceptof the martial power
between the two different cultural contextgarly uncover a fact that there are no

universally accepted explanations of masculinity and femininity.

Lewi s M. Terman and Cathaoifneag€Cerx mdnt 6s i
rating the fAacquaintances on degree of mas:
poi nt out t hat the disagreement may ari se
factors truly differentiate the NF types, and (2) varying interpratais of specific

kinds of o b s ¥t is eaal antexabgarationoto say that everyone has

' GuyingChenannotates anttans,Huangdi sijing jinzhu jiny{ ", The Huangdi
Sijing with modern annotations and translatipn®eijing: Shangwu yinshugua2007), 149.

12 pid., 217.

13 Lewis M. Terman and Catharine Cox Mil&ex and Personality: Studies in Masculinity and
Femininity(New York and Lodon: McGraw-Hill Book Company, Inc., 1936), 3.

9
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his/her unique list of masculine characteristics and feminine qualities according to

their different personal experience and knowledge.

From an anthropologitgoint of view, Margaret Mead fingdérom her study of
three primitive societieghat the attitudes towards masculinity and femininity involve

different qualities in different groupSpecifically, in her worlSex and Temperament:

In Three Primitive Soeties she menti ons t hat qgual i ti
responsiveness, and a willingness to cheri
as the feminine, ifcan so easily be set wup
another be outlawed forthein@ r i ty of women as wet'l as for

Thus cfining the masculine and the feminine by listing their typical
embodiments becomes unreliable. Moreover, it is impossible to find a unified
standard for these two concepts. With the aim to @xple basic meaning of these
two concepts without excessive speefion theOxford Dictionarysets up criteda to
determine them by appealing to th*nwording
the dictionary, the masculine isfobeeda s fAquealnist des ed appropriat
or the gender Aproper to mends nameso,; w h
gender fAproper YTohewowperndss fmampersdpamotat ed an
provide definite clarifications of what exactly the maswelliand the feminine are.
However, It i srin e steabtaldwy thedlexibility and bréedom of
different cultures in different timeand different contexts to define masculine and
femininein ways that suithe power structure in place. Thine, what features are

consideredipr oper 0 and fAappropriateo to men and

14 Margaret MeadSex and Temperament in Three Primitive Soci¢tiesdon: George Routledge &
Sons, Limited, 1935), 279280.

5 R. E. Allen,The Concise Oxford Dictionary of Current Englist28 & 430.
16 H
Ibid.

10
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are good barometefer understanthg the real cultural contexts. This is exactly what
this research attenpto discuss and discover: how the eunumiages have been
shaped differently according to the different concepts of masculinity and femininity in
different periods of Hong KongThe research does this order to provide some

insights into the understanding of Hong Kong culture from a gendersgeztive.

I n the process of exploring Athe wvaried
El eanor E. Maccoby clearly points out that
are necessary and sufficient to determine whether a person (or eveenabiiof
behavior) is to be c dlHovwedr sha simultdndously or f ¢

emphasises that

[TThe key to the idea of masculinity or fe
conformity to sex roles, however, is that in any society socipéeations and
prescriptions specify how a male or a female person is to act, and what social

functions that person is allowed or expected to perf§rm.

As analysed above, the masculine and the feminine are interpretedisirictions
according to sociabgectations and prescriptions for men and women, and they mark
two models which men and women are expected toraot emulate Earlier, Mead

had also identified the key role of social expectatiddise treas each tribe as a
society and insists that indifferent tribes, the masculine and the feminine are
embodied differentlythis suggests thathat she discusses aaéso different social

expectations and definitions of the masculine and the feminine.

" Eleanor E. Maccoby, The Varied Meanings of #AMascul
Masculinity/Femininity: Basic Perspectiyesd.June Machover Reinisch, Leonard A. Rosenblum,
and Stephanie A. Sanddidew York and Oxford: Oxford University Press, 198732

18 Ibid., 228.

11
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Given that social expectations for men and womencaueial to the ideas of
masculiniyy and femininiy, the two termscould be further interpreted akeriving
neither frombiological men norbiological women, but rather from conventional
concepts of ideal men and women. Ildeally, Bhe@ogical male and thebiological
femaleshouldendeavour to aabut the ideal expectations. However, the facthiat
not everyonechooses tado this perfectly. For instance, men may become house
husbands, just as women may become warriors. Besides, some people are born to be
or choose to be homosexual, and this phenomenon widely exists in the world, even
thoughin most countries and regiorikey arestigmatised for not activelacting
according tosocial expectationsand theiruniors are still officially disapproved

especial by marriage legislatian

Social expectation deeply influences the portrayal of eu@uolasculinity and
femininity. In the Chinese context, especially guided by@oafucian philosophya
persoiis masculinities and femininities could leahancedy his or her social value
or political statusA leading status with high achievem&mt politics contributd to
oneds masculinity, weshlvdyemakedasfétnonmel Omtlast e st a
point, eunuchgould bedeemed to be feminine due to theimpary role as palace
servantsand they could also be regarded as masculine for their political significance.
However, even though some eunuchs in history were influentiglolitics, their
masculine positionin the eyes of most ancient scholarsyioudy goesagainst the
originally prescribed feminine role. This is why eunuchs in Chinese history were
always criticised forworking their way into high political power. In most

contemporary films, they asgill demonised fowielding power.

12
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Besides, irsex and gender aspectanachs could also be viewed as examples of
the failure to conform tadeal sex roles The conceptiomu nan buni, neither men
nor womensuggests thahey arethe figures least likely texhibitidealmasculinities
and femininites.However,from a different perspective, is exactly thisconception
that unites the two concepts, masculinity and femininity, in one imageuld be
lesspossibleto determine eunuchs as neither men nor worh#érere was not prior
agreement ohow men and women should behave. For the same reason, the notion of
afithird sexo, which has been invented for
uncommon sexual conditions, is founded on timelerstandingof what men and
women should be likeélhis point dso reveals that the depiction of eunuchs is closely

associated with conventional ideas about masculinity and femininity.

1.2.3 A barometer of masculine society or feminine society: social expectations

for men and women in different power structures

As expounded above, in different societies in different times, the conventional
expectations of men and women could be greatly differBath a difference
indicates a variation in valuing masculine power or feminine power in different
circumstances. In otherosds, these two types of value or power may sbdterent
privileges in different societiesn] Si mone de Beauv-dammad cr i ti c
society, she points out that women are not pbut obtain their gender through their
involvement in society’ De Beauvoirds t hssetignkthasthear e st r
masculine and the feminine are socially moulded twatlhow to mould themn a

patriarchal societfjundamentally rests updahe patriarchapower structurgin which

¥ Simone de Beauvoifihe Second Setrans. and ed. HVI. Parshley(Alfred A. Knopf, New York,
Toront o: Everymanés Library, 1993), 281.

13
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men are the norm and women catydse categorised d$he second sé° By citing

de Beauvoir in his work, Erving Goffman further emphasises masculine domination in

its suppression of feminine poweré ale poin
mask of manner can be held in placenir within. But, as Simone de Beauvoir

suggests, we are helped in keeping this pose by clamps that are tightened directly on

the body, some hi’dAdcecm,r ds oame t 9h Gwiffgma.n, gi
down their intelligence, skills and determinativene$&mvin the presence of datable

boy*%Ms. a consequence, fAthe natural superi ol
the weaker rol e o%Acdtotieg tof @offneah, dothaniefi and me d o .
women are performers in the society and both of them perfortaircetisciplines

which aremoulded by social expectations atheéreforebecome socially accepted. In

the case mentioned by Goff man, t sand soci al
w 0 mestygcal character, but also involve the relation between dorhmasculine

power and subordinate feminine power.

A Dutch social psychologist, Geert Hofstede, who is famous for his pioneering
research on cultures across modern groups, organisations and nations, develops six
dimensions to assess and distinguish cuturedifferent modern societies and one of
the six dimensions is masculinitgmininity. > In his book Cultures and
Organizations: Software of the MindHofstede explains the masculine gender role

model in the way that echoes Goffn@&nBYy taking the 1986 5. movieLucasas an

% Ibid.

% Erving Goffman,The Presentation of Self in Everyday l(f&armondsworth: Penguin bks, 1971)

65.
22 bid, 48.
2 bid.

24 Geert Hofstede, Gert Jan Hofstede and Michael MinKatures and Organizations: Software of

the Mind (New York: Mc Graw Hill, 2010), 138.
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example, Hofstede exemplifies the masculine model by describing bogsgirlH
frightful roles: boys fifight while playing footbalb and girlsfistand adoringly and
adorably by on the sidelines as cheerlearférsurthermore, Hofgde points out that
each society has its sexual norm, é&md]asculine countries tend to maintain different
standards for men and for women: men are the subjects, women the abjects.
Feminine cultures tend to maintain a single standagually strict orequally loosé

for both sexe® 6.%°In other words, &ociety dominated by masculipewer could
berecognisedis a masculine societgnd the masculine power structure is founded on
the binary hierarchy; while the feminine power structure does not tedécatrategy
that women will replace men to occupy the dominant or subject position, but implies
the rejection of the different standards for men and women, doitiaey hierarchy

between sexes.

Hofstede establishes his masculfeminine framework onhe base of his
investigation of male and female characteristics in a general sense, as he states in his
book thatfim]ale achievement reinforces masculine assertiveness and competition;
female care reinforcegminine nurturance and concern for relatiorshiand for the
living environmend.?” According to Hofstede, in a masculine socislyme n ar e
supposed to be assertive, tough, and focused on matgc@dss, whereas women are
supposed to be mor e mo,dviils in,a fenieime decigf, and c
Aboth men and women are supposewththeo be mo
qual it y*®Thif suggdsts tha masculine society isonstructed as valuing

material success and achievitige best in the society, while a feminine society is

% bid., 156.
% pid., 157.
2 Ibid., 138
% |pid., 140,
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characerised by norms such as cariiog others and pursuintpe averageather than

highlighting divisions between the dominant and the subordinate.

Eunuchsn Hong Kongs wuxiafilms could be defined as masculine roles, since
they are usually portrayed as Iy a dominant position in the political system and
great achievement in martial arts skills; and the stories in which these eunuchs appear
as key villains could be mostly categorised as being in a masculine model, because
the main storyline is typicallydsed on a theme such as fighting for power, or the
conflict between the dominant and the subordinate. However, over the years, the
theme of fighting for power has undergone a series of changes. Currently, although
powerful eunuchs are still important astgeof Hong Kong films, the main storyline
has begun to deviate from the theme of power confimiver hunting is not the sole
goal of eunuchs. This deviati@uggests that, as a token of lack and loss, eunuchs are
expected tdind other meanso compensatfor their lack in different timed-dow the
storyline shifts, why such a transformation happens and whether this transformation
displays a feminine model (or not) are important research objectives of this study.
Besides, g examining these different wayswhich powerful eunuchs amnceived,
different attitudes towards the power structure Hbng Kong society in different
times may be reveale@n this point, the depiction of eunuch,sHong Kongd wuxia
films over the past half century could ba ide& barometer to examine treulture

dimensionof Hong Kong

1.2.4 Social expectations in biological masculinities and femininities

The exploration of masculinity and feminigitis, in most caseshased on the

publicds expectations ome n and w o nnaes. dtsvever,oitdsi natlonly the

social roles that are rooted in the so@apectationsbut alsomen and womenos
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biologicaltraits and sexlivision. What is taken agnatural sexual featureould also
be regarded as being constructatording tosodal expectationsEunuch® s e x u a |
and biological traitshat haveappeared in films as well as in historical recardsbe

viewed as an invention, rather than a natural representation of castration.

Sex, in various contexts, is believed to belong to lfwogical matrix and
precedes social expectations. In other words, sex is always associated with nature
while gender is always linked to culture; or sex is unconstructed and prior to cultural
impact while gender is constructed and influenced by cultwahs. Judith Butler
points out the problem of such division between sex and gender and discusses it at the
beginning of her worlGender Trouble I n her opini on, Asex, b
shown to have beZ®Thatipdonsdyegex isalstonstauttas by o .
society and culture, just |ike gender. But
a situationo, to reject the noti &Bheof sex
also reveals the problem of sex by querying the duality of Aegording to Butler,
most scientific discourses, which alwageek toprove the duality of sex, are
probl emati c, since they are always Ain tt
i nt e rEhereferdit is more rational to understand sex as a cotstrsituation,

rather than a stable pggven role.

Eunuch c¢har aogtorefemsnidity imentbadied in bothttheir sexual
appearance and their gender roles as analgbede Due to their emasculated
condition, they are likely to be feminised imetr appearance, and ttiesndency can

easily be found in historical records and

2 Butler, Gender trouble12.
% bid.
L \bid., 10.
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appearance is in line with the biological requirement. However, it is more rational to
understand such feminisation as a manner afiaboexpectation rather than a

bi ol ogi cal t r uwukiafilmg, castritiomdges Kob neges$sarily caase

feminine appearance. On tbeeh a n d , not all directors choo
looks. On the othergvenif they choose to do so, infiérent times,the ways of
feminising eunuchsd appearance are quite d

thatthegendeo f eunuc hs, wuxafilig isspmekhmgpreated.

The exploration of eunuc hlib this thesistoa | trait
theorising about the unuc h s 6 p h yssRatbes, lthe iovestightion of baw
their gender issymbolised in different times wilbe the basis athe examination of
different power structuresis Butler suggesttiebody could be vieed as a situation,
and how to construct the body is always 1in

interlestso.

1.2.5 The masculine and the feminine: two logics rather than two descriptive

gender items

In order to examine the cultural transforroatiof Hong Kong society, this thesis
will usethe concepts masculinity and femininityaonalysedifferent power structures
in different periods, as the preceding part has suggested. &uahalysifocuses
mainly on the gender implicatisrof the mascutie and the feminineas they are
drawn fromthe social expectations for men and womApart from their gender
connotations, the concepts of masculine and feminine couldbalsceated as two

logics.

32 |pid.
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Baudrillard extends the masculine and the femininenftwo descriptive gender
categoris to two modeld the masculine model and the feminine model. They are
first presenteds two logics in his worlthe Consumer Society: Myths & Structutes
Baudrillard usesthem to analyse consumer society and clearlytpaiut that these
t wo model s fdar e difieeentiptedmatire oftthe seres, bud &f the h e
di fferenti al | & Ghie ananonef of titng thes iyasculisemand the
feminine as two logics rather than gender characteristics could alsoubd in
Butl erds work. According to Butler, the ma
the feminine markone of diversity® This way of comprehending masculine and
feminine is also founded ithe general understanding of the social expectafions

men and women.

De Beauvoir points out that, fAman never |
Ot her; he views the wo*Medanuwhddre,t Hid nsitgrmutd
have never set up female values in opposition to male values; it isvhmardesirous
of maintaining masculine pr er 8ulefuiheres, has
explainsthe concept of womeand the difference between feminine strategy and

masculine mechanisndhe states

Women are al so a i dunflers®odeasntieeimpletnbgation ¢ ann o

or Ot her o0 -akdadyrhalkcalineasubyeetéy,shey are neither the

% Baudrillard, The Consumer Socie96-98.
3 bid.

% Butler, Gender trouble12.

% De BeauvoirThe Second Sex3.

¥ Ipid., 69.
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subject nor its Other, but a difference from the economy of binary opposition,

itself a ruse for monologic elaboration of the mascuithe.

Both ce Beauvoir and Butler suggest that it is men who have tcalieerding toa

distinctive identity and set up their logic of binary oppositomen, different from

men, arethereforec at egori sed as the Aothero in men
words,i t i s men who have to distinguish thems:
womenos tol erance pacoondiegriothEgistnbtiennandfatoesm | i vi n

them the opennegsr divergence and discrepancy.

Baudrillard has also sketched a vividctpire to draw the connotations of
masculine and feminine models from the #fi
men and womef He has not shown direct criticisof sex as a natural category
however, thetermsifi i ma g ianddfiroy@ani ¢ r e eadyg dislose 4is i on o a
doubt about the facticity of anatomical sé&ccordingto Baudrillard, the masculine
incarnates fial/l the schemes of erectility,
andii nt ermi ttencyo, and ¢ @Uhef®@minne hoWaves t r act i |
represents the fAfemale qualdopiangonfibei ngoav
Insumt he masculine model features dualism an

and hegemoni c di scour seo and mnepnmodel | ogocer

(7))

ymbolises the difference which appears ou

of subversi¥e multiplicityo.

% Butler, Gender Trouble25.
% JearBaudrillard,Sediction trans. Brian Singer (New York: St. M:
“° Ipid., 26-27.

*t Ibid., 26.

42 |pid., 25.
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What does a world look like if it is governed by a masculine logic? Generally
speaking, saalled civilised societyhad long beenayerned by the phallogocentrism
and patriarchal order, which belong to a masculine logic. In contemporary suod
anorder has also exerted strong influence. Laura Mulvey has revealed the operation
of this order by analysing the popular Hollywood mavieShe identified the
patriarchal discourse and male dominanceadweaing the maleactive and female
passive gaze relationsHfipMul vey6s met hod will be applied
eunuché gender status in differegfazerelationships Moreover, lhe investigation of
the gaze structure will be not only restricted to sexual relation between eunuchs and
women, but also extended to power relations between eunuchs and other roles, such
as their lordsaandtheir subordinates. The power relations builtypyazing and being
gazedat have also been revealed by Michel Foucault, who uses the example of
panopticon to describe *fHe suggesssetmiimthsbei ng
me ¢ h a n[p]ewar, hasiits principle not so much in a person as in a certain

concerted distribution o bodies, surfaces,

ApplyngMul vey and Foucaul t 0 dhedomswouatigrioft s t o t
eunuchsthis thesis will focus not only on eunuchs gazers or objects of the gaze
but also orhow directorsportraythe gaze dyadDepictingeunuchs in gazing/being
gazd atstructures is mimportantway of displayng their status and power. Eunuchs
could be masculinised or empowered for being endowed with the position to gaze;
conversely, thegould be feminised for bing gazedait However,no matterwhether

eunuchsare gazing or gazedt, they are parts ofa gaze dyad patterrin her work

3 Laura Mulvey, Visual Pleasure and Narrative CineReninist Film Theory: A Readeed. Sue
Thornham (Edinburgh: Edinburgh UniversityeBs, 1999), 589.

4 Michel FoucaultDiscipline and Punish: The Birth of the Prisdrans. Alan Sheridan (New York:
A Division of Random House, 1977), 2QD2.

4 Ipid., 202
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Gender TroubleButler emphasises that the inversion of the subject and the object
will not subvertt he fAmonol ogi cheelnaksdiTldidyadmaze f t
pattern forms an elementary approach to construct the relations betwaerhs and
otherrolesin most casesHowever, in different periods, theay the gaze dyads
presentedvaries in different contextdirectors show di#rent standpoints towards

the gaze dyadlheyadopt different points of view tdepicta gaze dyad.d¥ instance,
sometimes directors stand by the side of eunuchs, while in otloasionsthey

choose the viewpoint of other charactdisese different pois of viewmayreveal a

transformation othe masculingpower structure

In addition tothe gaze dyad, thenasculinedualistic logic, as suggested by
Foucault, also governs a society by creabngn ar y di vi si ons whi ch
dangerous/harmless n or mal / a b n d'rnntaslthésis ahis theosy will also .
be applied to eunuch characters who wapictedas abnormal when they were first
depicted in film*® In light of F 0 u ¢ sthelory this research will gon to explore
why these roles wer composed as abnormal, and on what grousgsh a
construction has been challenged. These investigations will, in turn, prampt
examination of the shift between masculmedeland femininemodel in Fbng Kong

societys culture dimension.

¢ Butler, Gender Trouble25.
4" Foucault,Discipline and Punish199.

8 Early in the 1967 when the eunuch prototype was created, he was depicted by the director King Hu
as mentally abnormal due to his sexual impotency. Isgiehi Yamada and Koyo Udagawa,
Touch of King HIHu Jinquan wu xia dian ying zuo fa N b ), trans. Li He and Ma
Songzhi (Hong Kong: Zheng wen sH®©98),198 Hud opinion reveals that the physical condition
of the eunuch is constructed according to his imagination, since a eunuch is not absolutely impotent
in sex, or he is not alwa mentally abnormalt is because a eunuch is, in most cases, expected to
be so, that leads to the situation that he is depicted as abnormal in most films.
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How does a wdd governed by a feminine logic be organised? Accordong
Baudrillard, fAthe feminine ®Bhanstattmemthat op

seems contrary to common sense, because the masculine and the feminine are always

deemed to be a pair of binary oggimns In hisSeduction Baudr i I I ard expl
mascul ine/feminine opp°dikeide Beauvadir andButler, di f f er
Baudrillard defines sch an oppositionasfies sent i al P'ylsonmatisc ul i ne o .

Seductionthe feminine igdentified asast r at egy whi ch fAcauses th
waver. It is not the pole opposed to masculinity, but abolishes the differential

opposttiond

Further mor e, Baudrillard clearly <cl ai ms
produce. All that is produced, lethe production of woman as female, falls within
the register of masculine power o0, whil e t
s e d u c*{ Ais suggested by Baudrillard, seduction is, in fact, a force which could
bring the #Astr uc tha dualistic masaline patethPadie Rlanta r d s
has talked about A B dabodated thé @omcepbd sfedustionrma n 06 an

further,

Seduction is more than the identification of a new force of production in the
world, just as appearance is in more thamtrical relation to the real. Not

even merely the wunproductive, it i's that

4 Baudrillard,Seduction7.

%0 Ibid.
°1 Baudrillard,Seduction7.
*2 bid., 12.

*% Ibid., 15 & 7.

54 Ibid., 6.

23



Chapter 1

found wher e (ppf-8)ansl aspnuah torevereetlides the discourse of

produc®®ioné.

Through the analyses of mechanisms of seductiod production, Plardepictsa

structural inversion which marks the fundamental difference between the masculine

model and the feminine model. Just as Butler mestiomer work the switch from

the masculine to the f emadniisnceoud se, nathi ic h
Auncritically mimics the st sfiaat edgiyf foefr etnhte soe
t e r s other words, such inversion does not concern the replacement of subjects

and objects, but rather implies a substitution of a stemcture.

This is also why the examination of eunuch construction should not stop at
discovering their roles as subjects or objects, both of which are representations of the
same logic systenGiventhe discovery of their different roles, on what grosicould
these different roles be shaf@e@ihisdeserves more attention. For instance, eunuchs
may be portrayed asbjects of the gaze for different reasons. These might rest on an
intention to overturn the traditional power structure according to whicpdiverful
eunuchs should always be the subjects of the; gaabey might simply be a strategy
to attractthe public gag The former pattern focuses more on reversing the discourse,
rather than replacing the dualistic structusdile the latter pattern ay showthe

strength of seduction, rather than the strategy of binary opposition.

With the dualistic model as the core, the scheme of the masculitesignated

with the moti f’ with thelpluealistec rmodelnaa thé ounleus, the

*“ Sadie Plant, fABaudr Skldac GdgetBRidriiteadd ed.Chris RBojeEv e o f
and Bryan S. Turngitondon and New York: Routledge, 1993), 89.

6 Butler, Gender Trouble19.

24



Chapter 1

feminine isassoci ated with the sUmljrecthef s dixwna
myt hol ogyo, the transition from the mascul
Aithe end of the determinate representation
regulates the difference et we e n  P°Bue toswmuckds os. enatura being

neither normdy male nor typicdy female,these characters can bewed as a token

of genderambiguity which in different periodscould be conceiveddifferently. For

instance, thie sexual amlguity may be treated as a problem in one context, vithile

may not be in another condi tion. Wh a 't sho
sexualambiguity is alwayslerived fromthe strict law that organises sexual difference.

Without the reference of rigpous s exual di fference, eunuc
viewed as a symbol of ambiguitin other wordsthe determination of the dualistic

sex law underlinethe problem of sexual ambigujtwhile the flotation of the law

may create more flexibility to repregethe diversity of sex and release eunuchs from

that problematic ambiguity. In a nutshell, a feminine maallws more spackor the

difference, whiclperhaps has been stamped as the abnormal, the evil or the other in a
masculine model. The strategy oétfeminine may not turn the abnormal into normal,

turn evil into good, or turn the other into the subject; however, it may begtomthe

abnormal a chance to defentsklf, and prompt the comprehension ofitrevil. In the

1960s, eunuchs inadthg Kongé wuxia films were directly defined as abnormehd

their inner world was given no depictio@onversely,in the early 2010seunuchs

were portrayed as having the emotions of normal peophes Tesearch will

investigate such &ansformation and then expl@ the possible shift between the

masculine mechanism and feminine strategy in the cultimansionof Hong Kong

society.

5 Baudrillard,Seductia, 5.

%8 |bid., 6.
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1.3 Methodology and Outlines

The main methods adopted in this research are case studies and textual analysis.

The criteria of chosing the research cases are as follows:

0 F imushisedirectedor codirectedby Hong Kong directors and produced

co-producedb y Ho n gfillKampardes.

F i mMushisan Cantonese or Mandarin.

O«

O«

F imusnlsan wuxiagenre.

0 Finushbaveeunuchank ey r ol es. (Wuxma filrAsp eurguch& o n g 6 s
have scarcelyverbeen portrayed as protagoniste; the contrary, they are always
depicted asantagonists, specificallyillains. In this case, the requiremehfiat they
takekey roles implies that eunuchs have to be the most important antagoniste in

films.)

Besides these criteridhe development and variations obrd) Kongd wuxia
genre in the past half century is also relevariiiio selection When eunuch Cao was
created, Hvoxa genri also gedcheits zenith. Together withKing Hu
Jiquan( , 19321 1997, directors such aShangChen ( ), Chu Yuan ( 1)
and Lau Kafleung (- ) made the 1960s and 1970s a remarkable period for Hong
K o n gwanda films. Since Huinvented the clags eunuchcharacter typeCao
Shaoqin ( ), in 1967, Hong Kong directors thereaffetlowed this prototype

and created a number of vicious eunuchs with great political power and superb martial
arts skills. Most eunuch characters created in this periogl amosicopiesof eunuch

Cao.
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As time moved on tehe 1980s, this genre had showmormant period with a
very limited number of productionsAs a consequence, very few eunuchs were
depictal in this period. However, evehough there were so feaunuchfigures they
wereobvioudy differentin appearancand character frortheir previous counterparts.
Such differencebecame more striking and typical in the late 1980s and early 1990s,
which i s the gol dwuriagangegeand atso forHatgagn g o gfoisl m

industry as a whole. Tsui Hark (), Ching Siutung (K ), Raymond Lee (
) as well as other directors became world renowned for their noteworthy

contribution to thevuxiagenre. Correspondingly, eunuch characters \wededed at

an unpreceehtedratein this period.

After the golden age, tvxia filnys,randdevea bfi on o f
Hong Kong films as a wholejeclinedin the late 1990s and early @s. As a result,
eunuch charactersalmost disappead from view. When Hong Kong dictors
regained their interest ithe depiction okunucls, it was already in the early 2010s,
after Awugafilin €®uching Tiger and Hidden Draggq2000) ha won him
a great reputation in Holl yhemd2002) aadnd al so
House of Flying Dagger$2004) had exerted great influenceon theChinesewuxia
genre as a whole. From the r#000s to early 2010s, Hong Kong direstor
enthusiasm fothe wuxiagenre gradually returned, and a number of impressivea

films and eunuch dciractersvere made.

From these facts, it i's not hard to find
Cao, every ti me wuxiagenre dhterm geriod of ppspexity, the

construction of eunuchs also becomes active. It is not an exaggerasiay tteat the
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devel opment of eunuch i mages 1 s a baromet

wuxiagenre.

Along these lines, films with eunuchis key roles will be divided into three
groups according t o wukiegengerlwmchronologalfordeHong Kon
the three groups are distributed in three historical periods: the 1960s and 1970s, the
1980s and 1990s and the early 2010s. In each period, eunuch figures have shown their
distinguishing stage characteristieghich are exaty what this thesiwill explore.
Accordingly, this research will closely examine twddaar films in each groupthose
which werethe most popular ones in regard to box offscecessfame of director

and typicality of eunuch in higspective era

This thesisconsistsof six chapters in total. The first chapter provides an
overview of he thesis, mainly clarifyingthe research objectives, displayirte
theoretical framework, encapsulating the main ideas of each chapter and explaining
keywords of te research. In this ché&gr, especially in the theoretical parts, the
implications of the masculine and the feminine have been demongpieslly with
regard togender anctultural aspects. The gender andltural connotationsof these
two terms will play a crucial role in gling this research. However, it is not
completelyunproblematid¢o apply them to the study of the Chinese eunuch images in
wuxia films, since mostvuxia stories are closely associated witaditional Chinese
culture and most eunuch characters are drawm feunuch figures in history. The
implications of the masculine and the feminine vary in different cant@stanalysed
above in the traditional Chinese context, masculine and feminine, which are marked
asyangandyin respectively, may exhibit meaningentrary to their implications in a

modernwesterncontext. How to deal with this problem and how to rationalise the
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application of masculine and feminine to the traditional Chinese insagesuestions
that requirean exploration ofin andyang which will be expounded in the following

chapter.

ChapterTwo will centre on two motifs. Oneoncernghe implications ofyin and
yang The other concerns the Chinese eunuchs and their roles igirtyang
discourse Regardingthe problem mentioned in Chapt®ne, the exploration ofin
andyangwill focus on their similarityto and distancérom masculine and feminine,
rather than externg to all potential usages of them, since pleposeof introdudng
yin and yang in this research is to complement the agilon of masculine and
feminine in a study of Chinese context. Likewigi@, andyangwill also be described
in two layers. In the one layer, they could be viewed as two models which show
connotations similato the masculine and the feminine. In the otlager, wterethey
are adopted as descriptive items, they will be treated as two evolving concepts, and
their applications vary in different periods. modern times, their connotations have
been largely influenced by the western notiohsnasculine andeminine, especially
in the context of gendeiti s mor e rati onal to view the
gendered roles in Hong Kong films as largely being basedther modern

implication of yin andyang rather tharon theirless popular traditionaonception

In addition Chapter Twowill briefly introduce the history of Chinese eunuchs
andsocial function The focus of this part wild/l be t
roles were conceived in ancient socjetgther than revealing their biologicahd
mental predicamentsincethat is a prerequisite fdnvestigating how eunuchs and
their gendered roles are constructed in films. These traditional perceptiemsuahs

profoundlyinfluence theportrayalof their filmic images

29



Chapter 1

The close analysis ot unuch i mages wuria filkhe with beKongos
introducedin ChapterThree, which will mainly be devoted to an observation of the
eunuch prototype created by direcking Hu in 1967 He intentionally masculinises
this character in every manner. Howewelis not hard todeducethat Hu is a man
with a firm faith in traditional Chinese culture. In this case, his intentmn
masculinse the eunuch deserves moivestigation since eunuchs were always
portrayed as feminised figures in traditional cultlsing detailed textual analysis,
the chapter will furtherexamineHu 6 s under standi ngWilof eunuoc
reference oFoucaul t 6enthegaerar ch hi s chapter wi ||
standpointregardingpower structure when he composed this powestuluch After
Hu successfully invented the eunuch prototype, directors in this period always
mimicked his way of masculinising the eunuch characters. Therefore, Chiapter
al so involves i nvest iwndafilims with ednucten keyer Hong

roles, made in the 1960s and 1970s.

ChapterFour will review the impressive eunuch characters composed in Hong

K o n gwanga genre during the 1980s and 199With the exception of their
appearancehese eunuchs inheritedeir most typical features frortheir preceding
counterparts. I n the 1960s andwuiiHilme s , eunu
were uniformly masculinised in their appearance, whilhefollowing period they

were conspicuouslyeminised.They could also be viewed as being femiadin that

they were typically portrayed as being gaae¢th the 1980s and 1990s. However, by

attaching feminine signs, such as red,liolishednails, and female voisgto men,

such feminisation made eunuchs look odd, rather than comtgltotthe deasure of

gazing. Therefore, this chapter will initiadé&® explorationto identify the underlying

motives of thalirectors in this perioho chosdo depict eunuchs as gaze objects but
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bestoved little visual attractionon them. What then, was the real @nction of
feminisingeunuchsas gaze objects wag his question will be a key research question

of this chapter.

ChapterlFi ve wi | | deal with e uwoaatimsmadaanges 1 n
the early 2010s. In this period, typical feminine signs aadauline features became
less conspicuous Nonet hel ess, eunuchsodo relations
elaborationt h a n before. Therefore, examining eu
contacts with women forms the primary task of this chapter. Further snghthpter
will also question the power structure formed by gaze. In addition, by citing
Baudrill and and Roland Barthes, new met hod

women will beexplored

1.4 Terminology

In addition to the concepts masculine, feminie, yin andyangi other terms,
such as Hong Kong filmyuxiagenre and Chinese eunuchs, which are also key terms
in this study, should be clarified before textual analyses. This section will centre on

the definitions of these concepts and will verify tragplicability in this study.

1.4.1 Hong Kong film

Prior to studying the transformation of Hong Kong films during the past half
century, it is necessary to discuss two matters. Firstly, wghatong Kong film?

Secondly, has Hong Kong film died after Hadgngé reunion with China in 19977
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If a simpledefinition of Hong Kong film is required, it should be that the fiign
directed and produced by Hong Kong filmmakers. However, the term Hong Kong
filmmaker is itself a questionable concefit.is hard to fid a clear boundary to
separate a pure Hong Kong director from others. Moreoveralged Hong Hong film

always has a hybrid element. In other words, hybridity is typical of Hong Kong film.

Evidently, a large number of celebrated Hong Kong filmmakers ,weréact,
neitherborn no raisedin Hong Kong.The most conspicuous examples exisbag
those representative Hong Kong directors who are still active in flmmakKsg

Hark (&) was born in Vietham and went to Hong Kong when he was 16 years old;
PeterChan ( ~ ) was born in Hong Kong, yet migrated to Thailand when he was
8 years old and gw up there; John Woo ( ), Wang Karwai ( A ), Ann

Hui ( V¥ ) Gordon Chan ( :t ), andFruit Chan () were born in Mainland

China. Moreover, most of them have expeces of studying or filming in the
Western countries, and started to gain their reputations in filmmaking in Hong Kong
around the peri odewWavehnouwementknothe dafie 4970siands t

1980s. Strictly speaki ngtesseemermlafinedi r ect or s o

Nevertheless, it is easy to find that the preceding Hong Kong filmmakers have
more relevance to araldeeper connection with societies and cultures outside Hong

Kong. For instance, the most important directorh@il960s and 1970such axing

Hu ( ), Chang Cha ( ), Li Harrhsiang ( ), andLau KarLeung (-
), received their education in Mainland China aveteprofoundly influenced by
traditional Chinese culture. Meantime, Bruce Lee ( ), whois remembered as

the onewho broughtHong Kong films a worldwide acclaim, da deep attachment to

western culture.Besides, fromthe 1930s tothe 1960s, numerous outstanding
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filmmakers Iét Mainland Chinafor Hong Kong due to business expansitme
Second WorldWar and strict film censorship n Mainland China, as well as
ideological differencedn addition, when Hong Kordg film industrywas still in its
rudimentary stage before the 1930s, asg@eciallyaround the 1910s, financial and
technical support from western societies played a cruciael The first Hong Kong
film, the silent shortStealing the Roast Ducjé , 1909),were financed and
produced by the American businessman Benjamin Brodd877 - 1960) *°
Moreover, he first Hong Kongproduced shorZhuangzi Tests His Wife ,
1913)was dependent oB r o d s k y 6.4 To sake this filnt, he cooperated with
director Lai ManWei ( B | 1893- 1953)i fAFather of Hong Kong Cinema who

fiwas born in Japan and educated from childhood in twooofgHKong®s bestknown
English language collegg® Generally speaking, from its infancy to the 2010s, Hong

Kong film always was a hybrid.

Hong Kong films are a combination of diverse cultures. Hong Kong filmmakers
do not have to be born @ducatedhere. However, most dhosewho are widely
acceptd as Hong Kong filmmakers have at least one thing in comifioay have
devoted most of their filmaking lives to Hong Kong, or they have earned their
reputations in filmmakinghere Even though they have left Hong Kong and continue
their filmmaking in otler regions or countries, theyawystill be deemedo beHong
Kong filmmakers. For instance, King Hu and John Woo geperallylabelled as

Hong Kong directors in various works about Hong Kdihm, even though Hu left

% Lisa Odham Stokes, Historical Dictionary of Hong Kong Cinema (Lanham, Maryland: The
Scarecrow Press, Inc., 2007), XxX.

® | aw Kar and Frank Brerijong Kong Cinema: A CrosSultural View(Lanham, MarylandThe
Scarecrow Press, Inc.), 8%.

1 |bid., 48- 51.
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Hong Kongfor Taiwan in 1966 and mad@ms there for several decades)dWoo is
also famous for directing Hollywood films in the United States. Therefore, it is the
experience of filmmaking in Hong Kong, which influences and is identifiable in their

works thatdistinguishes them as Hong Kofilgnmakers.

Moreover, the above situation of hybridity and flexible identity @hé Kong
films and directors has continued in more recent tinbs is because, witgreater
cooperation, whictbeganto flourish in the 1980s and 199@isns madein Hong
Kong, Taiwanor Mainland China, as well as other places, an ineréashenumber
of Hong Kong films made outside Hong Kohgs beennevitable. In other words,
Hong Kong filmmakers, even those who were born arevgrp in Hong Kong,
obtainedmore oppomnities to earn their reputations in making films outside Hong
Kong. This situation is one reason for the supposed deationf Hong films der

Hong Kongds return to China in 1997

Early iTheDe@a® 5, ofi Hong Kongod wasthepr onounc
multinational business magazinEortune ®® The handover of Hong
sovereignty was claimei bea disastefor Hong Kong. Also in 1995, the characters

A H o0, fAthe death of Hong Kong fil mso, a
Kong magazineMing Pao Monthly’® The senior film critic LiehFu (1 , also
namel Wang Kainan, F M ), who was then the deputy ed#archid, focused on

the decadence of Hong Kong cinema after its flourishing around the early 1990s, and

promoteda discussion on this subjedtiong Kong cinema, in general, around the

62 LouisKraarandJoeMcGowanfiT he Deat h o farchivefortgnedsém 26 gude.1995
accessed May. 2016
http://archive.fotlune.com/magazines/fortune/fortune_archive/1995/06/26/203948/index.htm

8 Lie Fu WangKainan,fRigidities of Hong Kong Cinema in the Circumstances afildteralismi
The Studies of the Decadence airtg Kong cinema(Y hy T
Ty ), Film Art, 1 (2007), 113. Print.
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mid-1990s, were appraised by him as losing their creativity, new talents, \ggmnety
and markef? These limitations put the brakes on tlevelopmenof Hong Kongfilm
industry andthey even keep affecting todayHong Kong films, some of which are

called ceproductions.

After 1997,the Hong Kong film industry fac#® a general #nd to increasés
cooperation with the film industry of Mainland China, especially after the signing of
the Mainland and Hong Kong Closer Economic Partnership Arrangement (CEPA) in
2003.Underthe circumstanceof cooperationthe Hong Kong film industrydirectly
accessed an enormous market in Mainland CHikawever, the pricevas that they
had to dilute some of the distinctive Hong Kong characteristics, such ass,ghost
violence, and powgraphic contentyhich weretypical pre1997 Hong Kong features,

S0 as to pass the censor in Mainland China. As a result, even though Hong Kong films

madedecent box office protfid,s whmlitekhdyimm | and Ch

interpreted as fAHong Kong f i Ihasbeométtehout Ho
consensus viewf these Hong Kong films released in Mainland China cirgeiiaus,

the questionwhether Hong Kong filmbavediedor not, is stillagenerakconcern.

In this research, eproductions made after 1997 which have Hong Kong
filmmakers involved as directors and producers are included for studying the
developmentand transformationof Hong Kong films. This practice is based on the
opinion that Hng Kong films have not died and that -peoductions are one

important form of ng Kong films in the new century. The reason for including

54 Ibid.

% Weifang ZhaoThe Rheological History of Hong KogegFilm Industry( "3 1)
(Beijing: Zhongguo dianying chubanshe, 20081-155
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them as teng Kong films is partly that, hybridity, which h&#®en discussed above,

has been an invariably typical feature aing Kong film since its infancy.

Besides, cgroductions are the inevitable outcome of the developmenbonfH
Kong films. Because of the change of market demand, Hamg Kilms have to be
adapted to meet the needs of the audience outsidg Kong. As a consequence, the
Hong Kong manner of telling a story may be modified. This being the case, it is
natural that some people conclude thahgiKong film is dead. However, what Hong
Kong filmmekers have tried to do on their tour north to a big market does not oppose
their customary practice. Market priority has always been an outstanding
characteristic of Eng Kong film; and the adaptation to a new market demand is not
contrary to the usual stegy of Hong Kong films. In addition, ceproductionis not
only determinedby a continuingly expanding filnrmarket, but also byhe survival
rule in this fastchanging world. Theise and fallof different genres in Hong Kong
film history, and even thdialect shift between Mandarin and Cantonese, have already
proven that Hong Kondilm itself requirs its own adjustment of Hong Kong

characteristics.

Restoring the golden age might not only be a dream of Hong Kong people, but
also a wish of all fans of Hongong movies. One strong sentiment in the criticism of
Hong Kong cinemé& losing its ng Kong characteristics is the lament foori)
Kongé ghost films, which wergypical and successful in the 1980s and 1990s and
remained a valid genre until the begirmiaf 2000s.However,ghost films are only
one particular genre of the films of Hong Kd@sgolden ageand the genre itself

should not be thought of as the only one that is typical @fgHKong moreover,

Hong Kong characteristics are moerelyi a |l | x tt roamv&egant 6 and Atoo
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wi |°Raight from its beginning in the 1910s to the 1990s, there have been different
representative features of different periods of Hong Kong cinema. For example, from
the 1950s blaclandwhite teafjerker romances, tche Shaw Brothés martial arts

films, to the kung fu comedies of Jackie Chan from the late 1970s, to the gangster
films in the 1990s, each period has its unique features and popular genres.
Nevertheless, they are all widely recognisedildeng Kong films. The true Hong

Kong characteristic is not pure in its colour. It has always evolved with time and

change, socially, culturally and politically.

Moreover, as argued before, genre is only one aspect of Hong Kong film. The
subject matter is even more impartaPeter Chan, in a 2014 interviestatedthat
recently a group of Hong Kong directdradstaredtoref ocus on Hong Kongbo
market and ted to restore the typical Hong Kong characteristicghigir films.®” In a
2012 columnwhich reviewedHong Kong films during the pastfifteen yearssince
Hong Kongds return, publi shed by The Chine
Chan Kaming emphasiseshat Hong Kong films have not dié8iHe arguesthat
Hong Kongds fil mmaker s 6 heit expertiseiirc@mputerb i | i t i ¢
generated imagery, action design and so on, have displayed and extended the vitality
of Hong Kong films in various eproductions not only with Mainland China, but

alsowith other regions and countries.

% David Bordwell, Planet Hong Kong: Popular Cinema and the Art of EntertainGemkfridge:
Harvard University Press, 2000), 1.

67 yvaru Yang,iComments: Ten Years after CEPA: The Disappearance, Resurrection and Evolution of
Hong Kongs Film Genré ( * CEPAM a b . ),1905.com2
April. 2014, accessed 1 May. 201tp://www.1905.com/news/20140402/745700.shtml

8 Ka-ming ChanfiHong Kong Films Have not Diéxl15 Years after Return: Special Column for
Hong Kong Filmsed. Huang AilingHong Kong:The Chinese Universitiress2012), 1625.
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In summary,n differert periods, Hong Kong films show different characteristics.
PeterChapoi nts out that even though todayos
local matter and market, and endeavour to restore typical Hong Kong characteristics,
todayods Hon g istkocampot lkehtree tHang Kaeng characteristics of the
past, due to the different states of Hong Kong society and different mindsets of

filmmakers®®

1.4.2Wuxia genre

The second issubat should be addressed concehesdefinition ofwuxiafilms.
The tem wuxiais oftenconfused with its synonyms, includingartial arts, swordplay,
kung fu, action, omuda ( ) and wushu ( ) in Chinese. Scholars, such as

Stephen Teo, Leon Hunt, David Desser, David Bordwell, Chen Mo and Jia Leilei
have donean extensive amount ogésearcton the films labellecasabove. Moreover,
they have endeavoured to sort out their eddht scope as well ake relations

between them

In this thesisthe direct reasofor choosing the ternmvuxiarather tharthe others
is that the other termis martial arts, swordplay, kung fu, actionudaandwushui
place a mordantensive weight on he connotations ofvu, which can be literally
translated as martial aror military force The compositéermwuxiainvokes boththe
spirit of wu, the aim of practisingvy, along with becoming &ia, an upright knight
errant who practises thea spirit, the code of chivalry which involves a strong sense
of justice and of helping the weak. This interpretatiomvokiais consistent with the

description given by Chang Cheh ( , 1923- 2002), theiiGodfather of Hong Kong

cinema, who directed nearly a hundréitins, mainly in the swordplay and kung fu

% yang,AComments: Ten Years after CERA
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genres. He states thidg]s its name implies, the martial arts (wu xia) use the notion of

martial arts (wu) to express the content of chivalry (&f8).

The termxia signifies a person and an ideal. Who igia? Or what isthe xia
spirit? As a person, thgia was initially defined as ananwho refussto be bound to
laws andtends tobreak laws byapplyingwu.”* This definition exists in the work of

philosopherHan Fei ( , €.28071 230BC) in the Warring States period (4v0
221BC). During the Western Han Dynasty (202B8AD), Sima Qian’( ), the

father of Chinese historiography, continues to describgithas onevho may break
laws easily This descriptions found in hisRecords of the Grand Historiaf@ ~

1 )" Moreover besides this characistic, Sima emphasiseshat the xia has a
series of merit$ trustworthness honour tohis promise, selflesgessandreadinesso

help others’® These universalalues constitute theimportant featuresof the xia

himself and gradually become the coretloé concept okia.

Two thousand years later, the typical characteristicgiaohave not changed.
What has changed is that although xineeis usually portrayed as sonmem standing
outside dictatorship or in opposition to it, he or she is not typically constructed as

being antagonistic towards laws or social rulesuis ChalLeungyung ( /

" ChéhChang, fACreating the Martial Ar TheMdkingom and t he
Martial Arts Films---- As Told by Filmmakers and Stdrs o A~ HéeP 1),
edited by Winnie Fu, presented by the Provisional Urban Council and organised by the Hong Kong
Film Archive (Hong KongXianggang dianying ziliaoguai999), 19.
" Chineseoriginal: ,énn 1" AQY Y "Ny *  _ hl W YV 30A
English translaon: Han FeifiFive Vermird: AiThe literati by means of letters disturbed laws, the
cavaliers by means of weapons transgressed prohibitions. Yet the lord of men respects them both.
That is the reason why disorder prevailBhis translation is quoted frofiFive Vermin: A
Pathological Analysis of PolitiésThe Complete Works of Han FeiTA Classic of Chinese
Political ScienceVol. 2, trans. W. K. Liao (London: Arthur Probsthain, 1959), 285.

2 See Qian Sima, Bibliographies of Knigitrants( ™ 1 D ), Records of the Grand Historigh
) annotates. Zhaoqi Han (Beijing: Zhonghua shuju020271283.

 Ibid.
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), the besknown modern Chinesevuxia novelist, has created a series of

impressivexia characters, and these figures have affected several generations in the
establishment of their personal values. €lsa d e s c xiaifopns iarepresentdtive
modern understanding of this notion. In his werkhe conflict betweenia andthe

law has been greatly diminisheBesides he suggests that thmeerit of xia involves

not simply helping the weaknore importantlyxia at a higher spiritual level should

have a national sentiment which igxpressedas a sense opatriotism and
responsibility forthe peopl€” For a person who igia or has thexia spirit, wu is an
important quality in the fulfilment of their pursuit. But this does not mean that a
person cannotbecome axia without the ability to practisevu. Xia could be
understood as a kind of spirit that everyone may have, justids a kind of means

that everyone may practise, even though he or she might be an evil character.

Given the above introductiom the concepts afvu, xia and their relationships,
films that involve the typical elements of batlu and xia will be counted asvuxia
films. Thewuxiafilms selected for this research are not necessanilyia films in a
restricted or narrow sens8trictly, wuxia is synonymous with swordplay. Stephen

Teo ( ), claims thatfisince wuxia refers to aspecific martial arts genre, it

therefore refers to a type of film which portrays the warxiarand his or her style of
swordfightingaction as well as the ¢émes and principles odfa (chivalry or knight

errantryp.” In order to elaborate the connotationsmfxiaas a cinematic genre, Teo

" Chinese original: ~ & Ns T RMOY R W 4 O0A
English translation: Loui€ha,Divine Eagle, Gallant KnighiThe Return of Condor Heroes
Chapter Twentyfixia at a higher spiritual level should have a national sentimentwitiexpressed
as a sense of patriotism and responsibility for the péoptanslation mine.

S Stephen TedChinese Martial Arts Cinema: The Wuxia Traditigdinburgh: Edinburgh
University Press Ltd, 2009), 4.
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differentiates betweemvuxia and kung genres in a number of specificifiegor
instance, he points out that the swanglding tradition derives from Wudang a
northern school of martial arts skillswvhile the fistfighting style has roots in Shaolin,
which is a southern schobi.Besides,fithe nature ofwuxia is more abstract and
philosophical in terms of its applicatioh @oncepts such as chivalry, altruism, justice
and righteousness, while kung fu apparently emphasiseactbal and pragmatic
application of combat techniques as well as traimifign addition, wuxia appeared
earlier than kung futhe former beindithe arliest type of martial arts cinemand
the latter, a more recent genre initially developing in Hong K8fde wuxia genre,
as emphasised by Teo, is close in style to swordplay films. Definingukia genre
by differentiating it from kung fu was widelgiccepted in Hong Kong, especially
before the boom of modern action movies that emerged in the 1980s and 1990s, most
of which involve gun fights and car crashes. In the surveys afigHKong
International Film Festivals in the early 1980s)xia and kung fufilms are clearly

divided, with each genre being dealt with in an independent séitvey.

Unlike the typical bng Kong way of defining thevuxiagenre by distinguishing
it from thekung fu genre, the definition afuxiain Mainland China and Taiwan is
always accompaniedy comparisons wittwudg xiayi, wushuand so on. In other

words, the criteria applied in Hong Kong are typically based on the different styles of

" Ibid.

" Ibid., 4-5.
8 bid., 5.
9 bid., 6.

8 This fact has been introduced in many academic works. See, LeorkidngtFu Cult Mastes:

From Bruce Lee to Crouching Tigérondon & New York: Wallflower, 2003), 4. Also see Mo
Chen,History of Chinese Wuxia Film{§ N " ) (Beijing: Zhongguo dianying chubanshe
2005), 124126. In his bookChen Moeven lists the swordplay and kung fu films selected in the
1980 and 1981 bhg Kong International Film Festivals.
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fighting, while the standard adopted in Mainland China and Taiwan depends mainly
on whether thexia spirit is involved or not. It is not hard to understand such a
difference. In Mainland China and Taiwany is typically treated as the form or
vehiclewhich carries theia spirit, and this spirit is usually the core of a film. This
echoes the concethat literature should serve politics, which derives from traditional
Chinese culture and exerts a great influence on modern Chine&kTamsextreme
example is the model operas which dominated the screen and stage of Mainland
China during the periodfahe Cultural Revolution (1966 1976). The dominant
position of model operas had even prevented the inventimwaafilms in Mainland

untill the early 1980s. In Taiwan, the governn@sardominance in filmmaking had
endured from the late 1940s to the8QS; thus in Taiwan, serving politics was as
important a task or concern of filmmakers as it was in Mainland China. Therefore, in
wuxia films made in Mainland China and Taiwan, it seems that the spirit and
ideological content of avuxiafilm were more impdant than its form. However, in
Hong Kong film,wu seems to have been more important tharxtaepirit, and this
element has been well developed along with the prosperity of martial arts cinema in
Hong Kong.Wu has graduallyevolved to be the core of éhg Kongs martial arts

films, especially in those that have been made for purely commercial reasons. This
being the case, fighting styles such as swuielding and fistfighting have been

developed into different cinematic genres.

8 Earlyin the Classical Prose Movement ( * ) happend in the late Tang and Song dynasties
the content and goal of literature, rather than its language style or form, was stressed as the core of
the writing. This movement aimed at promoting the use of concise and direct writing style to
replace the parallgirose style. This proposition was later on promoted and refined by Zhou Dunyi
( ) in the Song dynastyde emphasises the social function of literature and stresses that
literature shouldserve as a vehicle to carry the social value, which, in &agment, stands for
the Confucian value (Y ). The thought that literature and art should serve politics was
stressed by Mao Zedong ( K ) in his speeches in théan'an Forum on Literature andtAn
1942. These speeches were later on edited publishedoak.aSee, Zedong Madalks at the
Yan'an Forum on Literature and Aft W ) (Beijing: Renmin chubanshe
1979.
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The development of éhg Kong& martial arts films has profoundly influenced
the same genre in Mainland China and Taiwan. Along with the gradually increasing
cooperation among the three regions, wheelement in awuxia film is becoming
more complicated today. Even though, ie thcademic fieldyuxiais in a narrow
sense still equated with swordplay, the limitation of dividwgxia and kung fu as
two specific cinematic genres has long been recognised. For example, in a number of
wuxiafilms, heroes also fight with bare handesRles, even Teo himself claims that
heroes in kung fu films can also display the merits of chivalry and righteousness of

thexia spirit; indeed, this is always the case.

Defining wuxiaas a specific cinematic genre, which is different from kung fu, is
not the only way to understand this concept. Leon Hunt has devoted a great deal of
attention to study the kung fu geniespite this, he states in his wdfking Fu Cult
Masters thatfidifferent branches of Chinese martial arts cinema find their origin in
the wu xia pian or émartial chivalry filmd .& Besides, in Chen M two monographs
about Chineswvuxiafilms, thewuxiagenre is explained in a broad sense as including
all the films which depict typical Chinese chivalry according to xigespirits and
preent typical Chinese martial arts skills or fighting styles, including both swordplay
and kung fu?® This definition is made in Chém thorough studies of Chineséa
images and spirits, anduxiafilms in Hong Kong, Taiwan and Mainland China as a
whole. In his works,wu involves swordplay, kung fu and other forms of Chinese
martial arts; thexia spirit is not a fixed characteristic, but is changeable in different

times. When Chen explains the meaningiaf he particularlycites Liang Yusheng

8 Hunt,Kung Fu Cult Masterss.

8 See CherHistory of Chinese wuxia filmg&. Also see Mo Cheffhe Montage of Blade and
Chivalry: The Research of the Chinese Wuxia Fi{ghg M T N )
(Beijing: Zhongguo dianying chubansht996), 1011.
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( , also named Chen Wentong, , 1924 - 2009), a famous Chinese

languagewnuxia novelist, who claimed that thea spirit is the spirit of the age. Liang
even stresses that théa spirit may be found in the fine qualities of peopiethe

lower classes, and thaia characters should be brave to fight against reactionary
rules® Such an explanation of thea spirit is in keeping with revolutionary politics
issued by the Communist Party of China. Definkig characteristics ashangable
gualities that are closely related to the spirit of the age could help the understanding of
the transformation of the connotationsxi from the Warring States period to the
present period. Two thousand years agi@, characters were regarded asing
outside the law. However, at present, people who work for the government and
uphold the law may also becomi@. For instance, the constable character Zhan Zhao,
who is given the nami@mperial cad by the emperor, is defined asia character in a
series of novels and filnfS.Moreover, todags wuxianovelistWen Rugan created the
characters of four sergeants in his seofewuxianovels; and these sergedgtories

have also been important subjectsvafxia films.2° These film characters fight not

only for justice and the weak, but also for the country and its laws. Likewise, in
different timeswu has also had different manifestations. Kung fu, to a certain extent,
is a form that evolves to meet the increasing market demand for action spectacle in

Hong Kongs commerciakcircumstance.

8 Liangds definition ofxia is quoted fromChen,The Montage of Blade and Chival§0-51.

8 Zhan Zhadirst appeared in a novel combinirftetwuxiagenre with courtase fiction in théate
Qing Dynasty (1644 1912). This novel is calledihe Three Heroes and Five Gallaffts™ 71 4 ),
which was edited according to the oral performance of the storyteller Shi Yukun (). Later on,
this novel waseavised by Yu Yued ) and was given the nanide Seven Heroes and Five
Gallants(# ¥ 57 4 ). The character Zhan Zhao as a typkialcharacter exists in a great number
of films and TV dramas among Hong Kong, Taiwan and Mainland China. For instance, the 1967
wuxiafilm King Cat(# ™ 57 y ) produced by Shao Brothers Studio is one of them.

8 For instanceThe Four(2012) The Four I1(2013)andThe Four 111(2014) are the popular film
trilogy adapted from Wen &inis novel series of the four sergeants.
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In this thesis, any film which combinggu action withxia spirit will be counted
as awuxia film. Defining wuxiain this broad senseés not simply more realistic, but
also necessary because of the actual developnfigrormy Kongs wuxia films. In
other words, it becomes increasingly hard to draw a clear boundary between
swordplay and kung fu. One instance of this is a 20110itagon directed by ldng
Kong director Peter Chan and starring Donnie Yen, oneaoigHKongs top action
actors, who is famous for his kung fu performanéd#iough a considerable part of

this film is devoted to Yeis fistfighting, the Chinese name of this fimfis N 0

(which is written agiwuxia0 in Chinese pinyin), exactly the same two characters as
that of the genravuxia Naming a film which is typified by kung fu style Asuxiad
indicates that thedevelopmentof martial arts films has gradually necessitated

defining thewuxiagenre in a broad sense.
1.4.3 Chinese eunuchs

The third issue relates to the definition of Chinese eunuddiesOxford English

Dictionary gives the explanations of the term eunuch as follows.
eunuch/ 6 jokdnoun & verb OE.

[Latin eunuchg from Greekeunoukhod 1 t . 6bedr oemméiuar d o,

forms ofekheinkeep.]

3 A noun. 1 A castrated man; such a man employed as a harem attendant or
(Hist.) charged with important affairs of state in Mediterranean countries2OE.
fig. A person or liing with some kind of incapacity, specified or implied; an
ineffectual person. L163 = CASTRATO. M B8verbe téans %

EUNUCHIZE. Now rare. E 1 &unuchigm noun the process or custom of
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making eunuchs; the condition of being a eunuch; emasculati@netiuchize
verb trans castrate; reduce to the condition of a eunuch; emasclita& f{g .):

M17. eunuchry noun(rare) the state of being a eunuch M¥9.

Broadly speaking, the English word eunuch has three meanings: a physically castrated

man, a perso who has certain incapacities (other than physical), and a thing with

some deficiency. In the broad sense, the castrated man could be a court servant, a
castrato or a man castrated for faith. I n
eunucltd the haren guardian, the gifted singer, the trusted servant of emperors, the
exemplary Christahwer e famil i ar i A BesidemaheiEsglish Engl an

word eunuch may also stand for men who have been castrated because of iliness.

In a narrow sense, a eunudiosald be a man who has been castrated physically,
and the main reason to have eunuchs in a
members and to guard the bedroom from adul
and other men. Through the proximity to thier, eunuchs may rise to positions of
power and command important state affairs. In most cases, a eunuch refers to a
castrated man who is alsccourt servant. Mary M. Anderson describes these palace
eunuchs as fdApal ace meni aforsrylershinamost of theat ¢ h d o ¢
ancient worldi kingdoms stretching from Rome, Greece, and North Africa, through

the biblical Il ands, anff on across the Asi a

87 william R. Trumble Angus Stevensoand Lesley Browreds. Shorter Oxford English Dictionary

on Historical Principles 5thed Vol 1 - Ad M. (Oxford: Oxford University Press, 200368.

8 Gary Taylor Castration An Abbreviated History of Western Manhadtew York and London:

Routlede, 20004 1.

Mary M. AndersonHidden Power: The Palace Eunuchs of Imperial ChiBaffalo, New York:
Prometheus Books, 1990), 15.
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In Chinese, the English term eunuwdsa number ofelevant translationshich

were creted in ancient timessuch asshiren( _ ), yanren( . ), furen( . ),
zhongguan(T ), diaodang( ), neiguan(p ), xingren (%. ), huanguan(
), taijian ( ) and etc® Some of them are still widely used in modern times and

the most popular ones dneanguanand taijian. However, among all these titles, the

one which could literally render the meaning of the English term eunuch in the broad
sense is nohuanguaror taijian, butyanren whi ch coul d | i terally
cast r atdvertmaesspivarious Chinese contextganrenis generally used

to describe the palace eunuch, rather than any man who has been castrated. Moreover,
almost all the Chinese words which have been used to title a castrated man are

typically applied to depict the palaceneich.

The usage of these words suggests that the eunuch, in Chinese culture, mainly
refers to the castrated man who is also employed as a court servant. Moreover, men
castrated for the sake of becoming musician®iworeligious reasonare rarely found
in Chinese history. Even though cauldisees of
observed in Chinese history, almost all tbe castratechimed to become court
eunuchs, rather than to have high achievement in other aspects especially in the Ming
Dynasty.What cannot be denied is that there were castrated men who had not become

royal servants. However, these men could scarcely have been titredwaguanor

% Huaging Yu,Zhongguo huanguan zhidu A L 7 | The History of the Political System
of Eunuch} (Shanghai: Shanghai renmin chuban she, 1993). 8

Dong LengBei yange de shouhu shen: huanguan yu zhongguo zhéngzht
LT , The Castrated Patron: Eunuchs and Chinese Pli@tsngchunalilin jiaoyu
chubanshgl1990), 1722.

Rong Gu and Jinfang G#&/u Heng Wei Qianfj Gudai huanguan qunti de wenhua kao¢ha
i1 19 r , The Investigation of Ancient Eunuchs from A Cultural Agpect
( Xi 0 a n :rengim paayn shubanshe, 1992-15.

Zhufeng Luo, edHan yu da ci diar{Chinese DictionaryVol. 2. (Shanghai: Hanyu dacidian
chubanshe, 1988}530.
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taijian in ancient China; only in a broad sense could they be cgdlecen Therefore,
in a strictsense, a eunuch the Chinese context always refers to the castrated man

who is also a royal servant.

1.4.4 Personal pronouns of eunuchs

The fourth issue concerns the personal pronouns used to refer to eunuchs. In this
thesis, nominative/objective persbngronoun he/him and adjective/nominal
possessive pronoun his/his will be appliedthe eunuch figures. This thesis will
neither define eunuchs as male nor deteethhem as female. The most important
reason for applying the masculine way to refer to ehaus that this is a universally

adopted manner in most academic works andauaaemic prints.

1.4.5 Spelling style of Chinese names

Chinese names are spelt in Chinese style in this thesis. This means surname
comes first and igollowed by given nameMany Hong Kong people have their
English given names which are always put before their surnames. In this thesis this
norm is kept. Besides, ddg Kong names are printed according to their Cantonese

spelling.
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Chapter 2: YinryangMatrix and Chinese Eunush

As discussed in Chapter One, the connotations of masculine and feminine vary
from place to place. If the concepts andyang could be viewed as the Chinese
equivalent of masculine and feminine, the
films might be interpreted as a way of feminising these characters. Such an
interpretation obviously goes against the general understanding of military power in
contemporary ideologies in both western and eastern societies. Such contradictions
create an intriguing ilbmma that is difficult to comprehend. Can the Chingise
yangduality be applied to this research? If it can, on what grounds can such a duality

be used?

In order to answer the above questions, it is not only necessary to clarify the
implications of tle Chinese termgin andyang but also important to expound the
differences and connections between these terms and the western concepts of
masculine and feminine. The Chinese concgpisandyangwill not be detailed in
every aspect in this thesis. Instle the motivation of introducing them will be on their
connotations, which can serve the exploration of the masculine and feminine models

in a Chinese cultural context.
2.1Yinand Yang

In the Oxford English Dictionaryini s def i ned ast he hmaeno,f en

~

and Athe female or negative princi'ple of t

! William R. Trumble Angus Stevensoand Lesley Browreds. Shorter Oxford English Dictionary

on Historical Principles 5thed Vol 2 - N§ Z. (Oxford: Oxford University Pres2002), 3700.
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Correspondinglyyangi s expl ai ned as fAsun, positive,

and fithe male or positive princeép.le of the

In the workA History of Chinese Philosophwritten by Feng Youlan{1 H,

18951990), one of the most influential Chinese philosophers in the modemirera,

andyangare described as follows.

[Y]ang andyin are conceived of as two mutually complementary principles or
forces, of which theyang represents masculinity, light, warmth, dryness,
hardness, activity, etc., while thgn represents femininity, darkness, cold,
moisture, softness, passivity, etc. All natural phenomena result from the ceaseless

interplay of these two forcés.

Evidently, both western and eastern discourses adapt the natfdiesninine and

masculine to interprstin andyang orin other words, to grasp the conceptyiofand

yang Mo r e o v er ,-Anfefican] writers firsEhegao to discuss tie-yang

metaphor, itwas commonly treated as the conceptual equivalent of the Western
conception of f e mi*Hdweveritye campatlabilitysbstwern theni t y o .
system ofyin and yangand the system of feminine and masculine has increasingly

been questioned. After athey are generated from different cultural backgrounds and

used in different ways. It is not hard to comprehend that the connotatigisanfd

yang differ from that of feminine and masculine towards the same object, because

they decode the same phenoamfom different angles.

2 |bid., 3691.

Yu-lan FungA History of Chinese Philosophyol. Il, trans. Derk Bodde (Princeton: Princeton
University Press, 1983), 7.

Li-Hsiang Lisa Rosenle€onfucianism andYomen: A Philosophical InterpretatigAlbany: State
University of New York Press, 2006), 4®.

50



Chapter 2
2.1.1 Differert Origins: Yin-yangSy st e m | -nfasculinerSystera

As analysed in the last chapter, the meanings of masculine and feminine are
derived from social expectations for men and women. However, no matter how the
socal environment changes, the implications of masculine and feminine are always
closely associated with and based on the understanding of the sex and gender division.
Interestingly, rather than originating from the understanding of the division between
men ad women, the notions ofin and yang are usually believed to be rooted in
Chinese ancestorso6 observation of natur e.
Chinese cosmology closely interacts with the general comprehension of gender
difference, such comprehsion is by no means the decisive factor for the formation

of yin andyangd the core forces of Chinese cosmol3gy.

Originally, theyin andyangsymbols were marked as the broken liyia yao,

) and the solid lineyangyao, ) respectively. They werfrst intimated in the
figures in the Eight Trigrams of Fuxi (Fuxi bagud, 1§ A ), which is the
predecessor of the Eight Trigrams of King Wen (King Wen baguafj A ), also
namedzZhou Yi(é 1), written in the early ninth century BCE)n the 1920s, by
investgating these lines and hexagrams, famous scholars such as Qian Xuantong (

, 188%1939), Zhou Yutong ( 3 , 18981981) and Guo Moruo ( ,

18921978) pointed out that these hexagrams were closely correlated to Chinese

ancestorsd wor s hiem the broken dinersymialised theo famale w h

® Alison Harley Black, AGender and Gemdemaod ogy i n Chir
Religion: On the Complexity of Symhdis. Caroline Walker Bynungtevan Harrell, and Paula
Richman (Boston: Beacon Press, 1938&%.

® Jeanean®. Fowlerand Merv FowlerChinese Religions: Beliefs and Practi¢@sighton and
Portland: Sussex Academic Press, 2008421
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sexual organ while the solid line symbolised that of the rhAfgparently, such a
statement indicates thatin and yang originated from traditional reproductive
concepts about men and women. However, Zhao GuohuaY , 19431991), in his

work Studies of the Worship of Reproductidinst published in 1990, stresses that

these scholarsdéd opinions are | argely base
argument By carefully examining the Eight Trigrams of Fuxi, Zhaotfier confirms

the relationship between the hexagrams an
However, instead of emphasising the sex or gender division between male and female,

Zhao illustrates the worship of reproduction by noting the evolution oitages of

fish and birds painted in unearthed antiquifi€eferring to Zhao, such evolution

exhibits the embryonic forms of the Eight Trigrams of Fuxi. Therefore, it is rational to
interpret Zhaobés finding as a eweenithei ve mar

conceptg/in andyangand the observation of nature.

In the works compiled during the periods of Western Zhou (204@&. BC), and
Spring and Autumn (770476 BC),yin andyangare typically deemed to be two vital

energies or two living forceshich are namedi () in Chinese. For instance, in the

N

work Zuo Zhuan(é D | ), yin andyangare classified among sigi which also

involve wind, rain, darkness and Iig’Htl n the earl i est chapter i
" Guohua ZhaoStudies of the Worshig Reproductior( . ) (Beijing: Zhongguo

shehui kexue chubanshE996), 1.
% lbid., 2.

% Ibid., 167180 & 255282.

10 Bojun Yang ed.Commentary on the Spring and Autumn and Zuo Agnal D ) (Beijing:
Zhonghuashuju 1990), 1222.

Chinese dgina:é P . E'H 1A E ~ éé°E a4 a4 a a a 3A»
English translationZuo Zzhuan The First Year of gbulée Thilms:i xAHeave
yinnyangg wi nd, rain, dark and | i ghtShadingthelaghts| ati on quo

Representions of Women and Virtue in Early Chif@lbany: State University of New York Press,
1998), 146.
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of the workDiscourses of the Stat€é 1), yin andyangas two natural vital

energies are further associated with the development of human society.

Thegiof heaven and earth candét | ose its or
be disorientedYangwas stuck and could not get oyin was suppressednd

could not evaporate, so an earthquake was inevitable. Now the earthquakes
around the three rivers are dueytanglosing its place angin being pressed

down.Yangis forsaken undeyin so the source of rivers has been blocked. If the

foundation of rvers is blocked the country will definitely collapse.

It is possible to argue that it was in the late Spring and Autumn period, when the
work Yi Jing (é 1 ) was compiled, thayin and yang first displayed a clear
relevance to the sex division. The tergian (x ) andkun ( ), which respectively
represent the purgngand pureyin positions in Chinese hexagrams, are annotated as
yang wu( ) andyin wu ( ) inYiJing which is generally accepted as a work
compiled by Confucius ( , 553479 BC) in order tdurther explainZhou Yi*?

More than one contemporary scholar has interpreted the wandgswuandyin wuas

t he mal edbs penis and the femaleds vul va; h
been criticised as groundless by Nan HOkin M , 19182012. He points out

t hat mal eds peni syangwausurirfgithe Bahg Dynastydat®08)d t o be

' Qiuming Zuo,Discourses of the Stategol. 1. (Shanghai: Shanghgiji chubanshe, 1978), 2627.
Chinese originalé S B H " b 1 i Yu3A 3
b F b 6 Az v i 3
N " AdTransl ati on ci tieeanetiErcycopedisof philosophg i Péder o m
Reviewed Academic Resouraecessed 1 May. 201éttp://www.iep.utm.edu/yinyeg/

2 Thetermsyangwy ) andyinwu( ) are foundeditXici( ), which is also called
Commentary on the Appended Phrases or Great Treatise. Confucius and his students are usually
believed to be the authors. This text is a commentaZhon Yi See, Shouqi Huang and Shanwen
Zhang edZhou Yi Zhu Shi , Translation and Annotation of Zhou ){Shanghai:

Shanghai Guji Chubansh2010Q, 589.
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andthe Song Dynasty (960 1279), and before this period, it had been nastad
(5 ).*® Therefore,yin and yangin Yi Jing should not be simply interped as a

manifestation of the female and male sexual organs.
2.1.2 Complementary vs Opposing

Following the above argument, the conceptsandyangare derived from the
observation of nature, rather than typically from the sex division between male and
female. Apart from the different original sources, the concgptsand yang may
differ from the notions feminine and masculine in respect of interrelationship. To put
it briefly, masculine and feminine are generated as two opposing polarities ymhile
andyangare raised in a complementary pattern. Such a difference could be revealed

from the different ways in which the images of human ancestors were recorded.

By citing thelmage of Fuxi and Nuwa from Xinjiang Turfan Tang Dynasty tomb
Robin W. Wang poirgt out that Fuxi and Nuwa, who have long been imagined as the
ancestors of Chinese peopl e, Aare not two
unitary body that consists of two Mecessar
(See Figure 1) This isot s avy, referring to Wang, Afor
woman, then the man will not be a perfect circle. The circle forms only through man
and wo ma n ®The rlatiorhfer IChinese male and female ancestors clearly
displays a complementagyn-yang cosmology. Obviously, the relationship between
Chinese male and female ancestors is different from that of the archetypical western

ancestors, since the first woman Eve is believed to have been made of a rib of the first

13 HuaiChin Nan,Yi Jing Za Shu¢ , Comments on the Book of Changg&hanghai: Fudan
daxue chubashe 2002), 119121.

¥ Robin R. WangYinyang: The Way of Heaven and Earth in Chinese Thought and C(ieve
York: Cambridge University Press, 2012), 103.

15 Ibid.
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man Adam. This implies that theam himself is already a perfect entity. Moreover, in

most works of art or literature, Adam and Eve are portrayed as two independent
entities. (See Figure 2) Furthermore, it is not hard to comprehend that in typical
western cultur e, podgtbneor contrarietyis thepcentravidéty oh | |

se®. 0

Figure 1 Figure 2

It has long been criticised as a partial or superficial view to yiarandyangas
simpy a pair of mutually exclusive opposites. For instance;siang Lisa Rosenlee,
who has devoted great efforts to the study of feminism in Chinese philosophical
framewor k, especially i n the system of
dualisticparadigm of the feminine and the masculine in the Wastyangas a non
oppositional, complementary binary cannot function as an adequate theoretical
justification for ¢ &mike®osenteq Rabie R.Vany does n

not exclude the omsitional relationship betweegnn andyang rather, she treats the

% Francis Cornford Macdonal&rom Religion to Philosophy: A Study in the Origind\dstern
Speculation(London: E. Arnold, 1912), 65.

17 RosenleeConfucianism and Womea8.
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opposing pattern as one dimension yh and yang® s mul tiple dynami ¢
interpretsyin andyangas fAneither dwualistic in positin
entities nor even simplydiae ct i c a | in projectinf$Shene sing
further poY]limandyangcontest eaechaother fin p temporal framework and

in multiple wayso, and gener al'lsne swatnhgedsse m

words, these forms amaodun( , contradiction and oppositiomyjangyi( W ,
interdependencehuhan (¢, mutual inclusion),jiaogan (° , interaction or

resonance)hubu (e , complementary or mutual support) amaduanghua( . ,

change and transformatioff)Moreover, by citinghe understanding gfin andyang

Wang points out that the basic difference between Chinese thought and Western

t hought I's that Athe Chinese focuses on i
changes, while Western philosophers emphasize dualism, tnaesoe, and eternal

principleso.
2.1.3 Common Ground Between th&'in-yangand Femininemasculine Systems

The conceptyin andyang which are different from the notions feminine and
masculine, are shaped from ancient observation and undersgtamidimature, the
cosmos, and everything in the universe, rather than derived from the typical social
expectations for men and women. In thernet Encyclopaedia of Philosophy

related records are as follows:

The earliest Chinese characters yor andyangare found in inscriptions made

on Aoracle bonesod (skeletal remains of v

B Robin R. Wang, #fUnd eReligion&Conthass.@)(2063),216.i n Yang?o,
9 bid., 216.

2 |pid., 216219

2 Ibid., 215.
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divination practices at least as early as the 14th century B.C.E.). In these
inscriptions,yin andyangsimply are descriptions of natl phenomena such as

weather conditions, especially the movement of the/sun.

I n Confuciusd words, the way Fuxi i nvented

Anciently, when Padis had come to the rule of all under heaven, looking up, he
contemplated te brilliant forms exhibited in the sky, and looking down he
surveyed the patterns shown on the earth. He contemplated the ornamental
appearances of birds and beasts and the (different) suitabilities of the soil. Near at
hand, in his own person, he fourtdngs for consideration, and the same at a
distance, in things in general. On this he devised the eight trigrams, to show fully
the attributes of the spititke and intelligent (operations working secretly), and

to classify the qualities of the myriadsthfings?®

Unlike the concepts masculine and feminingy and yang were not derived
particularly from the concern about the sex division; however, these two systems still
have common ground in their origins. In other wosiscethe Chinese ancestors had
noticed the obvious difference between day and night,dhmsly did not havenissed

out the different sexual traits of various species. Biological difference invariably
exists as part of nature, and awareness of the sexual difference should also be
included in the observation of nature. To this extent, the systeyim aihdyangand

the system of feminine and masculine are not contrary to each other.

2Z James Fi esemy afi §njemngt Bnoyglopédiaiof Philosophy: A PéReviewed
Academic Resourcaccessed 1 May. 2016tp://www.iep.utm.edu/yinyang/

% Zhongtao Shen tran$he Text of Yi King (and Its Appendixes): Chin@siginal with English

Translation(T ) (Taipei: Wenhua tushu gong4i983), 309.
Chinese Originalé - ni' n H N3 Az 6 " K1 ¢
T b H A 9§ A b 6 abfAT Yy H Y ' H

AdTransl| ati on i She GemtoftYiKing f if otme SGreenat Appendi x.
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Concerning the relationship between jti@yangsystem and gender difference,
Lisa Raphals invemjates the correlation betweeyin-yang and nannu (which

literally means memvomen) and gives her arguments as follows:

1. Before the third century [BClyin-yang polarities are mostly cyclic and
relatively nonhierarchical. Overaljjin and yang are not used in analogy with

either heavemarth or gendebased polarities. 2. Whewin and yang first

assumed the role of the basic polarity (and entered philosophic discourse) in the
third and second centuries [BGjin-yangwas still not used in strongnalogy

with eithernannu or tian-di and in some casegin-yangnanni analogies were
criticized as being incorrect. e 3. It
with the cosmology building of the€Chunqgiu fanly that yin-yang nannu

language beame a common aspect pih-yang language as part of the gender

hi erarchy embedded in Han correlative co:
was part of the second and first century [BC] medical discourse éfiftiyetwo
Ailmentsand Huang Di neijing the® medical works present an implicit tension
between two divergent views of women. In one view, female yin stands in

polarity with male yang. &

The evolution ofyin andyangasrevealed by Raphals, displays on the one hand, the
difference betweeyin-yangsystem and the system of masculine and feminine; on the
other hand, it indicates that since the Han Dynasty (206 BX26 AD), common

ground between these two systems has appeared.

# Lisa RaphalsSharing the Light: Representations of Women and Virtue in Early Ghlbany:
State University of New York Press, 1998), 142.
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From two aspects, these two systems share common grounds. The first aspect
occurs wheryin andyang are viewedas hierarchicalcharacteristicsonstructed on
social expectationslt is from the later stage of the Warring States period {4231
BC) and especially in the Han Dynasty tlyat and yang started to be viewed as
dualstic polarities and were applied to rationalise social order and hierarchical

w

analogies. The typical work that reveals this facCmingiu fanlu(é )
composed by Dong Zhongshu (@ , 179104 BC). Dong blends the popular

philosophies of various schools of thoughl, of which developed before the Han,
into his theory and plays a crucial role in promoting Confucianism as the dominant
official ideology. Dong systematically raises the doctrine of the three cardinal guides
and five constant virtues for feudal society. The three cardinal guides depict the
hierarchical priority of the ruler, father and husband over the subject, son arfd wife.
According to Dong, these rules are strictly founded on the ordsfiroind yang

which exemplify the order of heavéhSpecifically, ruler, father and husband are

yang while subject, son and wife asgn. I n Do n gynsandtydngareg ht |,

% Zhenyu Zeng and Yongju Fu annotaBugiu Fanlu with New Annotatiorfs )
(Beijing: Shangwu yinshugua2010), 39.
Chinese originalé T"a T 6 ~ ©of ¢ R S - S i
¢ ~ 1T & Abd
English translationChugiu Fanlu/ Luxuriant Dew of the Spring and Autumn Annalsi The emper or
should comply with the way of heaven; dukes should practise the requestsmptér@e sos
should obey father concubines shodlbe guided by the king; and weisshould be in obedience to
husband 6 Transl ati on mine.

% Ibid., 260.
Chinese originalé T"Aw ~ w ' w " w’ w T w Abd
English translationChuqiu Fanlu/Luxuriant Dew of the Spring and Autumn Annalsi The rul er ,
father and husband meet the qualityahg while the subject, son and wife meet the qualityinf 0
Translation mine.
Also seeZeng,Chugiu Fanlu with New Annotation244.

Chineseoriginal: I " A © KR L3AG
English translationChugqiu Fanlu/ Luxuriant Dew of the Spring and Autumn Ann3sigis
superiortayinn. Thi s is the | aw of heaven.o Translation mi
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opposite forces, angangis superior toyin.?” This understanding ofin andyanghas

governed Chinese culture for thousands of
construction of gender in China. I n gener a
socially subordinatedot men t hroughout Chinese historydc

the hierarchical order imposed wim andyang %2

I't was not Do ng 6 s yangwithosoa@at roles suchtag rulars s oci at
master, father and husband, aimwith subject, servangon and wife. Likewise, not
simply in the Confucian schooyang is linked to characteristics such as active,
dominant and dynamic, angn to passive, subordinate and static. Nevertheless, it is
typical i n Dongd6s \limand nayure Dyargtare seh amnat ur e
opposing polarities and used to rationalise social rules. From complementary forces to
opposing polarities, the evolution gin and yangin Confucian theory reveals that
these two notions have shifted from being determined by thevaiis® of nature to
being defined by social requirements. In other words, althgugland yang were
primarys ci enti fic terminologies, oncedg at hey we
social science schodlt hey wer e fArefurbishedbeaand bec
hierarchical system. It was social expectations thate gyin and yang ther

hierarchical importance, rather than the observation of nature or cosmos.

Yin and yang can therefore be viewed as constructed according to social
expectations. In Bing Kavaxgad $ | ms , eunuchsod political

composed in relation to other roles, such as emperor, concahihgiisoners as well

27 Michael LoeweDong Zhongshu, a "Confucian" heritage ahe Chun giu fan luvol. 20, (Leiden
& Boston: Brill, 2011), 244. Loewe writes in his v
Yang leads the growth of living matter; the sequence of Three Kings follows Yang as do the
distinctions othonour, with ruérs and fathers fit to face Yang, servants and sons fit to face Yin. It is
part of heavenés system to accord priority to Yanc

% \Wang,Yinyang 104.
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as eunuchsd subordinates. I'n different fil
networks of social tationships. Using the concepts andyangto study the social
roles of eunuchs may reveal the social expectations for their power in different

periods.

The second aspect that bridggs-yang matrix with masculine/feminine
mechanism emerges whgim andyangare identified as twoifferent logic systems
Applying theyin-yangmat ri x as organised in Dongds th
eunuchsod soci al and political roles constr
masculinity and femininy. Apart from beingorescribe as political or social entities,
eunuchs have other features. For instance, they are depicted as having different
pursuits, values or personalities in different times. If Confucian thought could be used
to illustrate their prsuit of outstanding political or social achievensenfaoist
thoughtmay be adopted to demonstrate thigisire to gdack to a natural and normal
i fe. To a great extent, in typical Confuc
by social value thaby personal worth; while in the Taoist perception, the core idea
lies in behaving in a purely natural way without the struggle for dominance, force and

control?®

The difference between Confucian thought and Tdba@ught, both of which are
classi@l philosophical doctrines widely applied in state governance and self
cultivation, is typically based on their different evaluations of the binary natwyie of
andyang Specifically,both Confucianisn andTaoism associate the natureyaing

with dominarce and power, and linkin to submissiveness and yieldirtigowever,

2 Guying Chen annotates and trafsiangdi sijing jinzhu jiny{ ", The Huangdi
Sijing with modern annotations and translatipn®eijing: Shangwu yinshugua2007), 2.
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Confucian thought highlights the nature ydng while Taoist thought values the

nature ofyin.

Furthermore, Al t] he Ta o iy gualities i adatutei o n
are emphasized, was often characterized as being feminine, and the Confucian
tradition that emphasizes the need of a wellered human society, in contrast, was
said to be mascXBviindee nitn yar itehnet awoirodai .ndg s
o r d e reed ohat,rthe system in whiglangis emphasised is characterised by
motifs of order, rule, law and regulation, settled by human society, and while that in
whichyin is valued is marked by receptive qualities and tolerant features learnt from
nature. Inthis case, it is not surprising that it is in Confucian thought, rather than in
Taoist thought, thatin andyanghave evolved into a dualistic pattern. Furthermore, it
is reasonable to deduce that a matek highlightsyang signifies a dualistic logic,

while a modethat stressegin emblematises a pluralistic logic.

Like the concepts of masculine and feminine, the notionsnodndyang could
be decoded in various ways and be applied in countless corfiextthe purpose of
studyng cultural ransformationyin-yang matrices with different evaluations fgin
andyangwill be viewed as different logics characterised by either a pluralistic model
or a dualistic model. Besidegn andyangwill also be read in terms of a hierarchical
order, so a to examine the social expectations of the power structure in different

periods.

Although the perceptions ofin and yang have fundamentally influenced all
schools of thought arising during the Eastern Zhou period {Z%6 BC), such as

Confucianism, Taoism, Legalism, Mohisnthe School of Yiryang, the Logicians

30 RosenleeConfucianism and Wome#9.
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and so on, the connotations of these two terms will here mainly be subject to
Confucian and Taoist thoughts. As the most influential schools of thought,
Confucianism and Taoism crucialigfluenced the development of the concepts
andyangduring Chinese history. Although Taoism, unlike Confucianism, has rarely
been supportely governments asn orthodoxphilosophy its imperceptible impact

on Chinese culture is everywhere. It is naggeration to say that during every
prosperous period when Chinese culture flourished, Taoist thought always exerted a
significant influence. In fact, the prosperity usually was the result of or affected by
Taoist official polices. Even NeGonfucianism,which flourished in the Song
Dynasty and the Ming Dynagy (1368 -1662), was notmerdy developed from
Confucian thought, but also markedly incorporated Taoist thought and the wisdom of

Buddhism.

2.2 Chinese Eunuch and Their Roles in th&in-yang Matrix

As mentioned in the previous chapter, a eunuch in a Chinese context always
refers to a royal servant who is also a castrated man. His gender is hard to define. This
is not only because of eunuchs®6 ambi guous
the fact that Athe conceptional bi naries o
which are central to the Western gender discourses and its signifying system as a

whole, were largely absentinpmeo d er n *Chi nao .

In a similar vein, Rosenlggoi nt s out that A[i]n the Chi

owomané only because she is also a daught

31 Geng SongThe Fragile Scholar: Power and Masculinity in Chinese Cul{itteng Kong:Hong
Kong Uriversity Press2004), 1.
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di stinct qualiti esCorespondingly maanfin thes Chinesec h o .

context, should be a son, a husband afather. Endorsing the view of Song Geng,

an expert in studying masculinity in ancient China, the gender discourse-in pre
modern Chinabasaesdmob uti-basexfm[eR] epcoiwperro c a |
roles and obligati ons 0 **nahissystenymen @ddnote s e
always superior to women. If the conceptsandyangare applied to the structure of

the Chinese gender discourse, what becomes evident igrihainot restricted to the
female whileyangis not invariably associated withe male. For instance, an empress

or an emper or 60s yangwhile mdle offi@als shoubdbgindeven e

a common family, the hostess will possesgnagposition in comparison with male

s e r v @nrstatas6This is because the empressctimeubine and the hostess are all

hierarchically superior to their male subordinates.

Prior to the analysis of wwiadilmsinutheuc h i

S

next chapter, this section will briefly introdudteeChi nese eunuaus,so6é6 pol i

and then investigatthee unu c hs 6 g e n dyintyangimatrixg dateer than t h e

their characters in all aspects. This is because most eunuch characters depicted in
contemporary films are taken from Chinese history. An investigation of their
gendeed roles in history may help to better understand their filmic masculinities and

femininities, which are indeed the foci of this study.

32 RosenleeConfucianism and WomeaA7.
3 Song,The Fragile Scholarl5

34 RosenleeConfucianism and Wome#6.
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Chapter 2

2.2.1 The Eunuchs©® Political Rol e in Anci

Records of the earliest Chinese eunuchs appeared in the Shaasf\Dic. 1600
BC& c. 1046 BC)* In the following Zhou Dynasty (c. 1086256 BC), the Chinese
eunuch system was initially instituté8lin the Qin (228 206 BC) and Han (206
BC& 220 AD) dynasties, the eunuch system gradually became well devéldped.
lasted tlousands of years from the Zhou Dynasty to the end of the Qing Dynasty

(1644 1912) without interruption.

In most cases, studies of Chinese eunuchs rarely avoided two issues: why
eunuchs were endowed with high political power, and why the eunuch system in
Chinese history could last for several centuries. These facts characterise Chinese
eunuchs and make them distinct research objects istaldg ofmonarchism as well

as other historical matters. This thesis will revisit these topics as well.

Despitesch@r s6 attempts to erode the power
to weather the political storms. Ancient scholars continually warned their emperors
that eunuchs should not be allowed to intervene in politics. Even the Grand Historian
Sima Qian (= E” , C. 145 or 136 86 BC), who was also a castrated man,
suggested that eunuchs should not be permitted to take charge of state®affairs.
Nevertheless, emperors in different dynasties still chose to empower eunuchs. The

Eastern Han (2220), Tang and Ming werthe three most noteworthy dynasties in

% Mary M. AndersonHidden Power: The Palace Eunuchs of Imperial CHigaffalo, New York:
Prometheus Books990), 2125.

% Lianda Xu and Ziyan Zhizhongguo huangdi zhid{ L, Chinese Monarchy Systém
(Guangzhou: Guangdorigoyu chubanshel996), 396.

3" Ibid.

% Rong Gu and Jinfang G&/u Heng Wei Qiariy Gudai huanguan qunti de wenhua kao¢fiae
Investigation of Ancient Eunuchs from A Cultural Aspect( X i & aimenmirgjihoguachubanshe
1992), 124.
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regard to eunuchso6 power, which had increa

emperors allow eunuchs to become such a powerful political force?

It is unreasonable to imagine that emperors would empower eunudhsight
political status without justification. From the political perspective, most Chinese
scholars currently have reached a consensus that the institution of the eunuch system
in ancient times was in the service of an autocratic monarchy system, arud resno
power was derived from the imperial powein other words, without the support of
emperors, it would scarcely have been possible for eunuchs to gain a foothold on the
political stage. Therefore, the purpose of authorising eunuchs to manage political

affairs was presumably to consolidate the imperial power.

As mentioned abovethe eunuchso power had three t
uncontrollable level during the Eastern Han, Tang and Ming dynasties respectively. In
the Eastern Han Dy nigy$ddyjong beeh tareaened leythe kim 6 a u't
of their consorts. In order to get rid of such a threat, these emperors had to foster
another political force which was under their direct control and straightforwardly
swore allegiance to thefl.In this case, the emer or s6 cl os the compani
eunuchs, who were believed to have few external connections relating to marital
attachment or parental relationshipsbecame the ideal candidat&sAlthough
eunuchs were ultimatelyound to be another terrible menace to temperors,

emperors who wanted to secure their thrones in such circumstances had no choice but

39 Xu, Zhongguo huangdi zhic4B5.
0" Gu,Wu Heng Wei Qiang33-120.

* Gu Ban,Complete Modern translation of Twesfgur Histories:Book of Han(ruM ~ ~ . °
i ), Vol. 3. edJialu Xu (Shanghaldanyu dacidian chubangh2004), 1848.
Chinese originalé # - D . 1" AT, 4 F~ HkAo
English translationBook of Han fiFl att erer s, Shi Xiano: AEunuchs a

because they have few external connections relating to marital attachment ol parenal at i ons hi ps.
Translation mine.
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to invest eunuchs with great political powso as to balance the power of the clans of

their consorts.

I n the Tang Dynasty, e u ras mdnifesied inrtheer f er et
wielding of military power. Due to thianzhersystem that was institutionalised in the
mid-late period of the Tang Dynasty, the real power over the armies in different
places was in the hands of the regional governors rather thamiperors? In this
instance, a number of eunuchs were empowered to supervise the armies on behalf of
the emperors so as tegainthe military power for them. It seems eunuchs had
successfully seized such power khgmami nni ng
reason for delegating military power to eunuchs still lay in the requirement to

strengthen the rulerso reign.

Unlike the Han and Tang, the imperial authority in the Ming Dynasty was
encroached on by neither the clan of consortsfamarhen On thecontrary, after the

first Ming emperor Zhu Yuanzhang ( "H , 1328 1398) reformed the

administrative system by abolishing the chancellery system, the emperor gained a
centralised power. At the same time, the grand secretariat was initiated to aid the
emperor At that stage, the duty of the grand secretariat was still restricted to drawing

up imperial decrees; officers in this department were not allowed to make decisions

for t he emperor s. However, subsequent em
increased quidi and steadily, and they promoted the grand secretariat to cabinet

level. The cabinet gradually grew to be very important in helping the emperors reach

decisions about various state affairs. Over time, the grand secretariat played an

2 Fanzhersystem was a governmental system settled in thdatedrang Dynasty with the purpose
of protecting Tangds territory from alien invasior
locations, the centtgovernment would send troops which were then directly controlled by regional
governors who were also callgedushi( a).
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increasingly importatnrole in assisting the emperoist the same time, it also formed

a force that brought restrictions or even threats to imperial power. This being the case,

the eunuchsdo political role was once again
the convention rad allowed the eunuchs to become literate. Eunuchs were given the
power to approve or disapprove the cabinet
By authorising eunuchs, emperafstainedthose personal assistants who were more

contented withaccépi ng orders, as a counterweight to
political importance in the Ming Dynasty clearly reveals that, historictilbe u n uc h s 6
power was an extensi on of thafateef noshleagingpr sé po
eunuchs in thiglynasty clearly conveys a fact that they were political victims rather

than beneficiaries of the monarcfiin other words, in the Ming Dynasty, even

though eunuchs had the opportunity to execute the judicial power on behalf of the
emperors, they might lesthis power easily and completely as soon as they were no

longer trusted by their rulers.

Thus, it becomes easier to understand th
times threatened or even ended several imperial dynasties, the monarchy in Chinese
histay was not affected but rather consolidated by the institution of the eunuch
system. Eunuchs in these dynasties were trained to be agents of imperial authority in
order to counterbalance other political forces which might threaten the imperial power.
AsKeg t h Hopkins puts it, Athe political p OWE
sign of the emperorod6és weakness, was €é a to

emperor as af* effective ruler.o

3 Taisuke MitamuraChinese Eunuchs: The Structure of Intimate Politicns Charles A. Pomeroy
(Rutland, Vermont: Charles E. Tuttle Compat970, 126.

4 Keith Hopkins,Conquerors and Slaves: Sociological Studies in Roman Hijst@iy 1. (Cambridge:
Cambridge University Press, 197&96.
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2. 2.2 Eunuchso® Gendered Roles in Chinese C

Thissubsecti on wi | | combine a concern with

i nvestigation of Chinese eunuchsd gendered
Chinese context, especially the tradition
associateavi t h oneds political status and soci a
traits. On the one hand, this implies that while eunuchs in a high position may be

defined asyangin gender, those in a low position ari. On the other hand, this
indicatesthah eunuchods gender role may vary from
could be defined agangin the relationship between himself and others who are lower

in political rank, while he also shows the natureyef in comparison with the

emperor. In othewo r d s , a eunuchods gender role is n
power structure he is in. Besides, the following analysis will show that from different
standpoints, a eunuchodés gender rol e may be
though most ancigénscholars had not reached as high a political status as some
eunuchs could seize, they still yinaAkel ined t

following account will reveal that such an understanding is dependent on the Chinese

s ¢c hol ar ss@andpomtlandttheicCanfucian values and ideology.

Al t hough eunuchso6 political significance
the cultural area, they were still feminised in every way. The main reason for this may
lie in the fact that Chinese hisy of eunuchs was compiled by scholars, especially by
Confucian scholars who could hardly appro
political power. To be specifithee unuchsd exi stence indicatec
the schol ar s o radudidn®f histwprkThe lEnnuchshire thei Ming

Dynasty ShihShan Henry Tsai cites the stories of the scholar Yang Lian (
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15721625) and the eunuch Wei Zhongxian ( , 15681627), and vividly depicts

the different ways in which scholars and eunuchs could attain political sit@sss.

stresses that mostne@ent scholars could acquire political status only through
assiduous study and strict examinations, while eunuchs might gain a similar position

at the expense of their manhood, or become even more politically powerful through

their intimacy with the empers. In other words, the existence of eunuchs always

signalled a different way or a short cut to seize political status, which was very

di fficult to attain by the scholarsd ardu

scholars could scarcely approveeoi nuc hsé pol i ti cal i mportanc

Moreover, most emperors in ancient China espoused Confucian doctrine. As a
consequence, most scholars mainly learnt Confucian classics and practised Confucian
thoughts in their social lives. According to Confucianism, theéytof a human being
should be carefully protected from any kind of mutilatias this would imply unfilial
conduct and a failure to honour parent so
physical state of being castrated transgressed the conventiored efthChinese
culture?® Therefore, it is common to find eunuchs being negatively characterised in
most ancient as well as modern works. However, blaming eunuchs for their failure to
protect their bodies is not logically compelling. This is because manycksirwere
sent by their parents for castration when they were children. Indeed, they were the
obedient children. Therefore, it could be a misreading to describe eunuchs in general
as ungratef ul and l acking i n conscience.
suspected, that these characteristics (ambition, emotional instability, arrogance and

avarice) were the product of a position wi

5 Shikshan Henry TsaiThe Eunuchs in the Ming Dynagiiibany: State University of New York
Press, 1996),-6.

6 Gu,Wu Heng Wei Qiangl22.
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direct conseque fAclteis @dsonablea $ot assume that . ndost
characteris@ns of eunuchs that appeared in historical records were the products of a

certain power structure which was typically characterised by the Confucian lexicon.

Besides, the negative comments from these scholars display a conspicuous
paradox. That is, evethough scholars in ancient China treated the existence of
eunuchs as an offensive political threat and as unethical, most criticisms of eunuchs
were made simply against eunuchso6 evil co
system as an institution. This ghit be because the institution of the eunuch system,
rather than the existence of eunuchs per se, was in accordance with Confucian
philosophy. The initial reason for having eunuchs rather than any other men employed
as palace servants was to prevent tlseixual relations in royal families so as to keep
the purity of imperial descent. Such practices were in line with Confucian thought
about restoring proper rites in human society. Furthermore, keeping the purity of the
imperial bloodline could also helpte consol i dation of the emp
Under this circumstance, scholars, who tried very hard to earn fame in a feudal
society, had no reason to condemn the eunuch system or the existence of eunuchs.
Therefore, although these scholars made almo#ting but negative remarks about
eunuchs, there would seem to be no evidence that they recommended the abolition of

the eunuch system.

In short, in the opinion of most ancient scholars, eunuchs should never overstep
the | ine which masocilsoleeas impedah se@antp forianya r y
reason eunuchs crossed over the line and become important in politics, they would be

suspected of abusing power, or criticised for bringing disorder to the orthodox society.

" Hopkins,Conquerors and Slave$73.
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Regarding the political interfereamf eunuchs in the Ming Dynasty, Huang Zongxi
( , 16101695) stresses that the main reason for his criticism was that the ruler

confused the relationship between the inner and the outside, which symbolised the
relative positions of eunuchs and schaifficials.*® It is evident that Huang, who, as

a NeoConfucian scholar, is noted for his criticism of monarchical autocracy,
highlights the importance of social order, and believes that eunuchs should be
restricted to the position @in, compared with thgang position occupied by scholar

officials.

Chinese scholars applied a series of approaches to justify and emphasise the
eunuclsd yin position. One conspicuous tactic, which can be found in the existing
written works, is in the Chinese characters employedefer to eunuchs. These
frequently appearing titles directly reveal how eunuchs were conceived of by ancient
scholars. As outlined in the previous chapter, a number of titles were used to name
eunuchs in ancient China. Most of these titles had beenedrdgfore the Ming
Dynasty.Yanren( / _ ),shiren( /¢ . ), zhongrenT . ) andxingren(%s, ) are
three exampl es. These titles did not signi
they |iterally convey either a eunuchds ph
his prescribed role as an perial servant. Both these categories are based on ancient

scholarsdé understanding and expectation of

Within the charactergjan( ) andyan( ), which were interchangeable when
they are employed to refer to eunuchs, there appeared a serteEs@uch aganren

( / . ), yanshu( / ), yanshi( / ), yanguan( / ) andyanhuan( /

8 Quoted ly Martin W. HuangNegotiating Masculinities in Later Imperial Chirgalonolulu:
Uni versity of Hawai @i Press, 2006), 35.
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). In a physical sense, the charact@s( ) andyan( ) implied the condition
of losing male genital organs, which are termegasyshi( ) in Chinesé® This
being the case, when eunuchs were given the titles with the chayanter ) or yan

(), they were positioned in the opposite direction to normal men whoylaagshi

The characteshi( ) was another popular character adopted in a series of titles
appliedto eunuchs. In these titles, it had the same meanishi&s ), which referred
to a servant’ Words combining withshi () and used to signify eunuchs also
included huanshi( ), yanshi ( ), diaoshi ( ) andfushi ( ). With the

yin-yang logic as a guid, eunuchs were characterisedyasin nature when these
tittes were applied to them, whereas their rulers would be in the positigangf
Such a pattern with the ruler being viewedyaagwhile the servant is being treated
asyin had long governed thenstruction of Chinese culture. As explained before, the
Confucian scholar Dong in the Han Dynasty highlightsytineyang pattern between

the ruler and the subject in the wkitlown Three Cardinal Guid&s.

The characterghong(T ) andnei (p ) , which were | argely uc
titles, conveyed a similar distinction. Titles consisting zbiong and nei include

zhongren(T . ), zhongchenT ), zhongshi(T & ), zhonggui(T ), zhongjuan
(T ), zhongdangT ), neichen(p ), neishi(p ¢ ), neijian (p ) andneishi

(p a ). Zhongandnei had different meanings in different contexts; however, both of

9 Ye Fan,Complete Modern translation of Twerfipur Histories:Book of Later HarfruM
1), Vol. 1. ed. Jialu Xu (Shanghattanyu dacidian chubansh2004), 352.
Chinese originalé i -5 T°n - _3A0
English translationBook of LaterHan Fi ve El ements Part Four: WAEunuch
women, because they have | ost their male genital C

0 Gu,Wu Heng Wei Qiang.

51 See footnote 25.
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them could be used to indicate an inner position. Considering that most eunuchs in
ancient times were employed to work inside the palace, it becolm@&swhy they

were frequently endowed with the charactmsngandnei. These titles also reveal
ancient scholars6é6 wish to define eunuchs
not take charge of state affairs, but could only take the resplysdfiserving the

royal family as a house slave.

The characteking (%s) |, which appear gmgren(, )anmdnuc hs o

xingyu (%s ¢ ), also exhibited theyin nature of eunuchs. Referring tardinal
Principles of Five Element& 1 H 1 ), xing representedsin while de ()

represented/ang? In the ancient contexting meant injuring, involving but not
exclusively referring to the action of punishing, whiemeant giving or rewardingj’

Xing and de together implied two contrary yet also complementary ways of ideal
governance. In antiquity, castrated prisoners of war mwnecralways provided an
important source of palace eunuchs down through the history of ancient China,
especially before the Tang DynasfyAs a consequence, eunuchs as a collective were

unavoidably stamped with the symbol ging and the relevant titles olmwusly

%2 Ji Xiao, Wuxing Dayi(/] y , Cardinal Principles of Five Elementsannotates Tong Zheng
(Beijing: Huding chubanshg2010), 36.
Chinese originalé gi 4 # A b T HY%A w oYL T %y
Yo A° 4 Y % H Ty Y % 4 -y Ao

b

English translationCardinal Prirciples of Five Elements,he sevent h p®»et:, AComment

fiDe andxing arepaired ideasDe should be categorised as a qualityahg while xing, a quality of

yin. Ideal governance should have bddandxing approaches being applied, with the forrheing
embodied in rewards and celebrations, and the latter being practised in punishments and penalties.
That is whydesignifiesyang andxing signifiesyin. 6 Tr ansl ati on mi ne.

3 The influential political philosopher Han Fei (c. 28@33 BC) defineshe conceptsle( ) and

xing (%) in hisworkH a n  F eGhineBezofiginale STV B VI 7Y

H 9% H Ao EnglishHamalF\esieraTh@nTwo Handl eso: i Wh at

by chastisement and commendation? To inflict death or torture upon cufpd#dleid chastisement;

to bestow encouragement s or rewards on me n of mer

quoted from fiThkee TWomMHlasmtdé eWadr, ks of Han Fei TzO:

Political ScienceVol. 1, trans. W. K. Liao (Lodon: Arthur Probsthain, 1959), 46.
** Mitamura,Chinese Eunuch$859.
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displayed that they were culturally categorisedyiss compared with people who

were governed bge

In summary, eunuchs were, in most cases, perceived by ancient scholars as
possessing the nature yih according to Confucian thought. What had&oclarified
here is that being perceivedad oes not mean beiYigwas r eat ed
associated with dark, cold, f¥mmpliess night
women, yet is not restricted to this gender dynamic. In Chinese cultureydraatian
as a woman is always derogatory. Nevertheless, endowing someone or something
with the nature o¥/in does not necessarily involve a deprecatory sense, even though
in Confucian thought the nature gin is not as positive as that gang In other
words, just as Huang suggests in his comments on eunuchs in the Ming Dynasty, what
should be criticised is not the natureyir per se, but rather the disorder caused by

breaking the predetermined line betwgénandyang

The above discussion has brieflytlined how eunuchs were perceived from the
standpoint of Confucian scholars. Yadtegorisinppunuchs 6 gegmwher r ol e
not the only way to view them in ancient China. From different perspectives, eunuchs
may show different qualities in respectgeinder. For instance, eunuchs should play a
yin role according to the opinion of most ancient scholars, and, in fact, they were in
the position ofyin in their relationship with the emperor; however, their political
importance reveals that they were nob@y treated as house servants by emperors.

In other words, even though Chinese scholars always recorded them as-Nkemen
figures, the emperors still valued their masculine strength. On the one hand, as palace

servants, they were always given the tasksch should be undertaken by males.

* RaphalsSharingtheLight 152. fYang was associated with light,
heavens, é .0
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These tasks involved providing manual labour in the palace, passing information

between the palace and the outside, and so on. On the other hand, as mentioned above,

they were frequentl y tal assistaetsd This anplibsethatt he r u

their political significance was equal to that of men who were not castrated, rather

than to women who were officials. In Chinese history, it is rare to find influential

female officials, even in the Zhou Dynasty (69005), founded by the only female
emperor, Wu Zetian (¢, 624 705)° Women throughout history, especially in
the dynasties established by the Han

political assistants. However, eunuchs were often found playinmportant role in

imperial governments.

Besides, not all the titles applied to eunuchs put more weight orythegsence.
Titles such asuanguan( ) andtaijian ( ) convey a different perception of

eunuchs. Moreoverhuangguanand taijian are the twomost common titles for

et hni

eunuchs in a relatively modern Chinese context. Other ones have gradually faded out

from the modern Chinese language.

The most basic meaning biluan according to theChinese Dictionaryis the

servant of the emperdf Related terra includechuanzhg ), huanren( _, ) and

yanhuan(  ).”®In this context, these titles are no different from those discussed

befor e, whi ch centr e o0n s rather thanuheiupolhicald

status. However, despite combining the chardatan( ), thetitle huanguan ),

% The Zhou dynasty, also called the Second Zhou Dynasty, founydém empress Wu, is different
from the Zhou Dynasty (c. 1046 BC256 BC) which followed the Shang Dynasty (c. 16001BE
1046 BC) in the Qin period. The Second Zhou Dynasty interrupted and evemtasatiyplaced by
the Tang Dynasty (618907).

57 Zhufeng Luo, edHan yu da ci diar( T , Chinese DictionaryVol. 3. (Shanghai: hanyu
dacidian chubanshe, 1988%18.

8 Gu,Wu Heng Wei QiangdlO.
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which is still current to date, has a different significance from others. Actually, apart
from its most basic meaning, a servant of the emperor, the chadraatestands for a
government officiaf® In the wordhuanguan this connotaon of huanis particularly
clear, since the charactgunan( ) also refers to government officials. This being the
case, the gender implication of the tituanguan becomes hard to define.
Specifically, in their relationship with the emperor, the goveminofficials possess

the role ofyin, while compared to common people, they occupy the positigaraf

Another important terntaijian ( ) had not been usembnsistent} to refer to
eunuchs before the Ming Dynasty, even though it appeared in or hbérEang
Dynasty®® In the Ming Dynasty, this term had typically been adopted to identify chief
eunuchs. Thereafter, it became the most popular title for all eunuchs and was widely

accepted by the public in the Qing Dynaty.

Unlike most other titles, firm the titletaijian it is neither possible to observe
eunuchs®é physical condition of being castr
As mentioned above, in the Ming Dynastgijian simply referred to eunuchs of the
highest rank. This suggestsathn the Ming Dynastyaijian was an honorific title for
eunuchs. Eunuchs who ranked lower were titledha®jian( ), zhongjian(T )
or just callechuanguarf? Since the terntaijian became a fixed title for eunuchkeir

yang quality took priority inthe way they were defined. Specificaltgi ( ) and

shao( ) were paired ideas which literally referred to senior and junior stages of a

¥ Luo, Han yu da ci dianVol. 3, 1418.
%" Gu,Wu Heng Wei Qiandl314.
® |bid.

Given the redtionship amonggijian, zhongjianandshaojian these three titles could be literally
translated as senior chief, midnk chief and junior chief.

77



Chapter 2

developing process, and they could be used to demonstrate the different connotations
of yin andyang®® Here, the chawertai signifies a mature condition or an excessive
tendencywhile the characteshaoimplies a nascent condition or a deficient situation.

In human society, the person who obtained a high position in a clan or a social circle
was always rankedai, while the person who was younger than others, or who
remained in a lower position, was always rankesha® In theyin-yangmatrix, tai is

usually categorised amngwhile shaois always marked agn.** In this case, the title

taijian undoubtedly endoweduauchs with the nature gang

It is hard to determine the exact readon the wide application of the term
taijian in the Ming and Qing dynasties. This issue is beyond the scope of this research.
However, what can be observed from the usageéaigitin is a different attitude
towards power and personal value. In other words, Confucian doctrine is not the only
criterion by which to judge the social status and gender role of eunuchs. Evidently,
neithertheeunuchso physical c o nchanged mrthe Miogr t hei r
Dynasty, but rather the angle from which they were perceived. Prior to theijila
being applied to eunuchs, their titles were more or less associated with their physical
deficiency and social duty as imperial slavéanren shiren, zhongguanneichenand
xingrenwere either associated with their physical condition, or linked to their social
status as palace servants. Such a way of naming them implies typical Confucian

thought, whi ch emphasises t ldéyhissocimianods wol

8 Yinandyangas two dynamic forces would experience the growth fsbap yinandshao yandgo
tai yin andtai yang Moreover tai yin would develop inteshao yangwhile tai yangwill develop
into shao yin These transformations could be summed up in a ptaaskao xiang sheng

), which conveys the reciprocal transformation betwgemndyang

8 Jiebin ZhangComments and Annotations on Lei Jing T( Yi ) ( Xi 6arkexueShaanxi
jishu chubanshel996), 48.
Chinese orginalé 1 A v Ao

English translation: The one/thing in the stagetafhasyangcharacter, while in the stage sifao
hasyin character.
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valued characteristics such as filial piety and social duty. He should strictly act
according to these social roles. Any deviation that may impair the hierarchical order
supported by conventional morality was not allowed. Howeeg§iana s a eunuchsao
title cannot beassessedn the same way. The gradually increasing acceptance of

taijian among the public during the Ming and Qing dynasties conveyed the fact that

people preferred to choose an honorific term to refer to eunuchs. In otrets, Wwo

late imperial China, eunuchs were commonly addressed like their most successful
counterparts. This fact suggests that a logic concerning personal value rather than

social value had been accepted.

Such a logic was also manifested in other affaithenMing and Qing Dynasties.
In the history of the Ming Dynasty, sethstration had grown to an uncontrollable
level. Large numbers of men wanted to become eurfochiee purpose of obtaining
wealth and power. The government had even issued laws tenpresifcastration,
because the number of castrated men had largely exceeded palace Gétoaveler,
the tendency had not been successfully supressed in the Ming Dynasty and the
government still employed setfstrated men: Wei Zhongxian was the mosbmoas
figure. Tai suke Mitamura argued in favour

castrationo i the Song Dynasty.

From the historical point of view, great changes took place during the transition

from the Tbébang to Sbngldgyeasygtemi oh Tba
and more personal liberty allowéalthe people. Social position was determined

by oneds possessions, and a spirit of en

A cultured man had only to pass the state examination ier @aodattain high

8 Mitamura,Chinese Eunuch$8.
% |bid.,67.
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position. Some among the lower classes, lacking the means to reach high position

through the examination system, chose another road to infliencsuchisnf.

After describing the implications of the selistration phenomenon shown in the
Song Dynasty, Mi tamura stresses that A[t]h
leading one Emperor to conclude that anyone having himself castrated was only

ai ming [at] ®ank and wealtho.

Given the fact that an increasing number of people strivegdome eunuchs in
the Ming Dynasty, how the concept of eunuch was perceived underwent a great
change. In other words, when eunuchism bec
of achieving personal worth, how the common people viewed eursegmshave
diredly influenced how they were defined. Itis hardto#att he common peopl
standpoint definitely influenced the wide acceptance of thetdijian; however, their
ambition is consistent with the popularity of this term, since from the common
peoplds angl e, eunuchs, especially those of
successful government officials who occupieglaag position, rather than imperial

slaves who were in the role yin.

Another title widely accepted by the public and eunuchs thessespecially in
the oral language in the Ming and Qing dynastiegoisggong(E E ), which was a

term of respect for eunucHs.This title clearly exhibits the perception of or

57 Ibid., 67-68.
% |pid., 68.

% Huaging Yu,Zhongguo huanguan zhidu A L 7 | The Histoy of the Political System
of Eunuchs) (Shanghai: Shanghenmin chubashe, 1993), 10.

Dong LengBei yange de shouhu shen: huanguan yu zhongguo zhéngzht
LT , The Castrated Patron: Eunuchs and Chinese Politics) (Changchujiadylin
chubanshgl990), 22.
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expectation for eunuchs who are regarded as masculigangrThis is becawesthe

most fundamental meaning of the charagterg(E ) is the male?

2.3 Summary

The Chineseyin-yang matrix is different from the western masculine and
feminine discourse; however, they have some common grounds. Despite their
difference, yin-yang theoy will play a complementary role to the masculine and
feminine framework in this thesis, especially in the process of interpreting the
traditional Chinese ideology. Besides, it is also worth noting thagithgang matrix
in recent Chinese culture is naentical with that of antiquity. Western criteria
regarding masculine and feminine have deeply affected Chinese culture as well as
Chinese concepts gfin andyang The western ideas about masculinity, which are
largely based on sex division and physegapearance, have also become an important
criterion by which to examine and weigh Chinese masculinity. Nowadays, the
measurement of Chinese masculinity |lies no
also physical build. This partly explains why Chinesenmsually look feminine in
the comparison with western men. Besides, imposing western criteria on Chinese
masculinity and then classing Chinese men as inferior is also a consequence of the
colonial discoursé!l n t he words of SongineSematp,is A[t] he

therefore nothing but a strat@misbeingonstruc

" Luo, Han yu da ci dianVol. 2, 56.
" Song,The Fragile Scholar9.
2 Ipid.
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the case, it is necessary to apply yireyangdiscourse to the study of eunuchs who

have a typical Chinese cultural origin.

The discussion in the secondsécon r eveal s that eunuchs?©o
Chineseyin-yang matrix varial in different periods from different standpoints. This
indicates that their gender roleas based on social discourse rather than biological
condition. Froma different point of vew, the gender role has different connotations.
This also indicat es wasoboastructeduaccarding $o6socigle nd e r
expectations, which echoes the western masculine and feminine theoretical
framework discussed in the previous chapter. Thistritmutes another reason to
investigate filmic eunuch characters in both the masculine and feminine framework

and theyin-yangmatrix.
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Chapter 3: Looking Tough

Eunuch Imageghe Turbulent Sixties, and the Booming Seventies

3.1 Introduction

This chapter will deal with the eunuch images constructed in Hong&wamnrxia
films made in the 1960s and 1970s. During this period, the eunuch figure as the chief
villain with supreme political power and superb martial arts skills was initially
construted and gradually stereotyped. To date, the studies of these images are
typically limited to the image of the eunuch prototype created by the director King Hu

(Hu Jinquan, , 193271 1997) in 1967, andhis researchis mainly guided by

investigation of Has filming skills and political views. Very little concern has been
given to the eunuch prototype and other eunuch characters constructed during this
period. This chapter will not only revisit Hu and his construction of the eunuch
prototype from a genderepspective, but also extend the inspection to other eunuch

images portrayed in this period.

The wuxia genre in this periodinderwentan unprecedented development and
started to draw worldwide attention. A number of natectiadirectors , such as King
Hu, Chang Cheh ( , 1923- 2002) and Lau Kaleung (- , 1934 - 2013),
emerged in this period, and they formed the mainstay of the film industry in Hong
Kong. During these two decades, eunuch characters were generally masculinised not
only in their social sttus and martial achievement, but also in their appearance. The

eunuch prototype created in 1967 looked no different from an ordinary male; in the
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1970s, eunuchs in Hongokg® wuxiafilms were even portrayed as tough guys with
powerful muscles. Given eud emasculate condition, it seemsusualthat these
eunuchs were generally masculinised. Why did directors in this period choose to
masculinise eunuchs in their films? Or, in other words, why were eunuch characters in
this period expected to be mascidad? These questions contribute the first and

foremostresearctobjective of this chapter.

The 1960s and 1970sere a complicated but also crucial period not only for
Hong Kongs film industry but also for bhg Kong society. Prior to the investigation
of eunuchédistinctive gender characteristics in films and why they were expected to
be masculinised, it is necessary to get a general idea abogtkéng in its political

and social aspects, and the developmentanig-Kong identity in this period.

After the First Opium War (1839 1842), Hong Kong (including Hong Kong
Island Kowloon, New Territories and the rest outlet islands) was gradually ceded or
leased to Britain by the Chinese Qing (164%912) government. During the Second
World War (1939 1945, Hong Kong had been occupied by Japan until the British
government resumed its rule there. The British then continued the governance over
Hong Kong till 1997. In 1984, the British and Chinese governments signed the Sino
British Joint Declaration, whichubstantially promoted the handover obrig) Kongs

sovereigntyto China in 1997.

The situation in Hong Kong in the 1960s was far from tranquil. Riots and
disturbances in 1966 and 1967 clearly outlined the uneasy political environment of
this place. lan S¢ot , who has carefully studied Hong
1842 to 1989 and particularly focused on the crisis of legitimacy, states that the 1966

and 1967 riots were rooted in local discontent with social policies and government
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corruptiofmuaehtbdedwbyethe Cul t'tle definesRhevol ut i o

1966 Hong Kong society as @&anomi® society in whichicommunity leaders are
indifferentto onés needdand the social order is loStn fact, Hong Kong governods
indifference to Hong Kongpeople is not just an issue of this period, but rather a
prolonged problem. Historian Frank Welsh, stresses History of Hong Konghat

Hong Kong residents of Chinese ethnic origin had never been given an equivalent
right to participate in thgovernane of Hong Kong, and that democracy had never
truly been extended to Hong Kofi¢yloreover, when Britain resumed its rule in Hong
Kong after Japais surrender, according to Welthe electorate of Britain didncare

a brass farthing aboutddg Kongd.* The 1966 and 1967 riots, especiallythe¢ udent s o
demonstrations and those of the working class, exposed the weakness of Hotsy Kong
governing system. Thereafter, a series of reforms in public relations, civil service,
labour legislation and so on, were implented after 1968. According to Scott, the
1966 and 1967 riots and disturbanéegere a watershed in Hong Kasgpolitical

historyd andfispelt the end of the unreformed colonial sidte

In Edge of Empires: Chinese Elites and British Colonials in Hong Kaoign M.
Carroll describes Hong Koig social conditions in the 1970s by citing his personal

experience in this period.

lan Scott,Political Change and the Crisis of Legitimacy in Hong Kébhgndon: Hurst& Company,
1989), 811 106.

% Ibid., 83

®  Frank Wel$, A History of Hong KonglLondon: HarperClollinBublishers 1997), 466.
This book provides a thorough and detailed description of Hong Kong history from the first Opium
War to the end of Hong Kongds col dngfoamostper i od,
people in the studies of Hong Kong.

*  Welsh,A History of Hong Kong34.
Scott,Political Change and the Crisis of Legitimacy in Hong Ko8d.
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When | was a youngster inadg Kong during the 1970s, one day | asked my
best friend, a Chinese teenager, if he and his familylavliike to go with my
family to a public demonstration against government corruption. My friend
replied firmly that he had no interest in any such activity. People like me, he
declared, should appreciate how good conditions were in colonial Hong Kong,
egecially compared with Mainland China, where most of his relatives lived on

daily rations of rice and cabba@e.

Carroliis memory briefly outlines a picture of Hong Komsgcietyin the 1970s.
Although in this period theovernng system was still below thexpectations of
Hong Kong residents, the majority population, especially those who migrated from
Mainland China, were content with the living conditions there. Even though this point
of view should not represent the perception of all Hong Kong residér@sinese

origin, it can at least convey the opinion of young people who grew up in Hong Kong.

In addition, the improvement of living conditions inokyjy Kong cannot be
separatedrom the economic growth of Hong Kong. After World War Two, Hong
Kong succedslly developed from an entrép trading port into an industrial
metropolis. Hong Kon@ industrialisation from 1946 to 1965 has been particularly
studied by Chou Kai Ren, who describes Hong Kergonomic growth ithese two
decades afia miracl®.” According to Welskis studiesfit was during the 1960s that
Hong Kong acquired what have become its typical modern attduded that

fimoneymakingd became a respectable pursuit; by comparisonfittielfare Staté,

®  John M. CarrollEdge of Empires: Chinese Elites and British Colonials in Hong K@agnbridge,
Massachusetts: Harvard University Press, 2005), vii.

" K. R. Chou,The Hong Kong Economy: A Miracle of Grovtong Kong: Academic Publications,

1966), 1.
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Britain, was regarded as an economically ggish kingdom.® All these
transformati ons pav &dconorhieboomanythe f19¥0s, wHichn g Ko n
according toAlvin Rabushka who devoted a special attention to Hong Kasng

economic freedom in this periodyeflected a peak of activity in the wadrl

economyp.’

During these two decades, local pe@pleong Kong identity also experienced a
great change. For a long time since Hong Kong had become a colony of Britain, most
Chinese people who migrated there from Mainland China believed that they would
return to their hometowns after the war, or as soon as they had accumulated enough
fortune. Steve Tsang, who particularly discusike emergence of a local idenéiiyn
his book about Hong Kong history, points out that these people, who were also the
majarity of Hong Kongs population, did not havea local sense of identibyuntil
they sawfithe Communists gaining power in China in 1849Tsang further explains
that in 1950, the border control betweemng Kong and Mainland Chinavas
enforced by the govement of the Peopie Republic of China, and permanent
immigration restrictions were imposed also by the British goverhblost Hong
Kong residents of Chinese origin were forced to change their original intention to
return to Mainland China, due to therfder control. They gradually changed their
attitude towards their social status in Hong Kong as sojourners and cared more about
local affairs. Besides, the economic development and improvement of living

conditions in Hong Kong gradually bred a sense ofidence and selaffirmation.

8 Welsh,A History of Hong Kong462.

Alvin RabushkaHong Kong: A Studin Ecanomic FreedonChicago University of Chicago,
1979),3.

10" steve TsangA Modern History of Hong Kongi.ondonandNew York: I.B. Tauris & Co Ltd
2007), 1801 196,

1 Ibid., 180.
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Moreover, people who were born around the 1950s had grown to be a new

generation during the 1960s and 1970s.

Those born and bred in Hong Kong since 1950 by and large had nbafdt
experience of the PRC until thatter opened up in the 1970s. It was this
separation that provided the conditions for a political culture and an identity of its

own to build up in Hong Kon&’

Compared with their parents, this new generation did not have a close attachment to
Mainland Ghina or favour traditional Chinese culture. They were more interested in
their vibrant popular culture, blended with western elements. However, this does not
mean that the local identity in the 1960s and 1970s was close to a British identity. It
was at a tgh level that people in Hong Kong attained a localiseds®isciousness,

rather than by associating with the colonial government or Communist ideology.

Unlike Tsang, Carroll argues in his work that such-setfsciousness of Hong
Kong fias its own plaaiin Hong Kong peoplé identity, emerged much earlier than
1949.'% However, he also demonstrates that before 1949 such an identity
ficharacterized the local Chinese bourgeoisigher than all the residentsEarly in
the 1800s, the local Chinese bourgepitad tried actively to emphasise their
distinguishing Hng Kong identity in comparison to their counterparts in Mainland
China®® Informed by his understanding of these people, Carroll statesfitang

Kongds nature as its own was thus paradoxicallypeldaby its role as a space of

2 Ipid., 181.

13 carroll, Edge of Empiress.
% 1bid.

5 Ibid.
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movement of goods and people, its relationship with South China, and its position

within the British Empiré.*°

Despite the different perspectives, both Tsang and Carmwbrds suggest that
the sense of hg Kong identity isvariable, and that with any changmerging in the
political and economic relationship between Hong Kong, Britain and China, it might
be directly affectedin fact, such a situation has indeed been exhibited in terms of the
everchanging state over the giahalf century, and has greatly influenced the
construction of ldng Kongd popular culture. Such an influence is what this thesis
intends to investigate through the study of eunuch characters in HongskKaunga

films.

3.2 Film synopses

Four wuxia films made by Hong &ng directors in the 1960s and 1970s have
been selected as research targets of this chapter. Th&yaen Inn The Eunuch

The TraitorousandNinja Wolves The synopses of these films are given below.

Dragon Inn(Long Men Ke Zha, ), also known a®ragon Gate Innis
a 1967wuxia film. Directed by King Hu, whaenjoys an excellent reputation for
directingwuxia films, this film was a blockbuster and earned an unprecedented box

office profit in Asian markets’ Instead of recouing an unconventional story, Hu

% Ibid., 6.
Y1 n his work which particularly focuseBaganmn Hong Kot
Gate Inn(1967) was one of the biggestboxf f i ce successes in Southeast As

Bordwell, Planet Hong Kong: Popular Cinema and thd Af EntertainmenfCambridge,
Massachusetts, and London, England: Harvard Univesity Press, 2000), 254.
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repeats the classical motif of the conflict between hero andTéwd.film begins with
the scene in whicthe eunucheaderCao Shaoqin ( , played by Pai Ying )
has successfully incriminated and behea@aheral Yu Qan and is planningto
murder Yus childrenwho are exiled to alesolateplace called Dragon Gate (Long
Men, ). As the opposing force, Y& assistantsZhu Hui ( , played by
Shangguan Lingfeng 7 ), Zhu Ji ( , played by Xue Han ) andWu
Ning ( , played by Cao Jian &), and the swordsman Xiao Shadzi :
played by Shi Jun ) spontaneously join together to protect®&'whildren.As the

story unfolds both forces arrive at Dragon Gate and launch a battle in the Dragon
Gate Inn, which is run by Wu NindJltimately, this film ends with the eunuch Cao

being defeated and &I children rescued.

Produced by The Shaw Brothers (HK) Ltd. 1971 anddirected by Yen Jung
Tsu T ), The EunuciGui Tai Jian ) evidently inherited a series of ideas

from Dragon Inn especially with respect to the general plot and the manner of

portraying eunuchs. To be specific, the story of this Bhartswith the death of the

In the book centring on Taiwan cinema, Peter Rist introdinéedilm as follows Drégon Gate

Inn had a recordbreaking run of 105 days in Ta&j topping all Hong Kong and other films at the

Taiwan box office, becoming the most successful Chiteasguage film till then, on the island; it

was also enormously successful in South Korea and Southeast Asian territories, and eventually

triumphed in ®68 in Hong Kong after Run Run Shaw had deliberately delayed its release to follow

Chang Ché €ome and Drink with MeequelGolden Swallow 6 See Peter Rist, fAKing
Experi mental , n@memaTaivan:eolifics, papulesitk and state of drts

edited by Darrell William Davis and Rehou Robert Chen (London and New York: Routledge,

2007), 165166.

According to King Hu, the English naniiagon Innis mistranslated and the right name should be
Dragon Gate InnBoth English names habeen accepted and the public has become accustomed

to them. | will useDragon Innto refer to this film in this thesis, since it is this one that appears as

the title in the film. See Koichi Yamada and Koyo Udagavaouch of King Hu/Hu Jinquan wu

xia dian ying zuo fg N b ), transHe Li and Songzhi MaHong Kong: Zheng wen

she 1998), 8182. The boolA Touch of King Huwhich is first written in Japanese by Koichi

Yamada and Koyo Udagawa, is the first monograph about King Hu and his work. It collects a series

ofi nterviews of Hu, which covering the topics about
very important work for the studies of Hu and his work, and it has greatly influenced not only the
research of Hubés f i | ms histdrywotHorglKeng and Taievanenthe last r at i on
century.
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emperoy who is completelyunder thecontrol ofthe leading eunucGui Dehai (

, played by Ri Ying, ). After murdering the emperor and teenpress Gui
intends to consolidate his rule by eradicating the rest of royal fagtily.Jin (
played by Tsung Hua Y ), the eldest son, who is to succeed to the throne, becomes
GuiG principal enemyDuring the escape, Zhu is rescued by a kngghéantnamed
Gongsun Bo/Green Bamboo Masté&r (R / | , played by Yeung Chi Hing

A ), who later imparts to Zhu higigh martial artsskills and helps Zhu to defeat

Gui. Further common ground betweBmagon Innand The EunucHies in the fact
that Yen directly and intentionally employed Pai, who previously played the eunuch

Cao, to act the part of the eunuch Gui.

The Traitorous( ), also namedshaolin Traitorousis a 1976 ldng Kong
film directedby SungTing-mei ( ) and produced by Fortuna Films (H.K.) Co.

Once again, the main storyline of the film portrays a conflict between a eunuch and

two descendants of the loyal ministers who are incriminated by the euBwch.
suppressing his political opponentbgeteunuchTian Ergeng ( , played by
CheungYick, ) seizesa highgovernmenposition ands authorised to command

the imperial military and the secret police. In order to have revenge upon the eunuch
Tian, the orphan Yang Shangyong ( ¥, played by Huag ChiaDa, ), the

son of the minister Yang Lian, goes to the Shaolin Temple and there trains himself to
be a capable warriolWith the same goal, another orphan Zuo Yunlan (H ,

played by Shangguan Lingfepg 7 ), the daughter of the minister Zuo

Guanglou, convinces the eunuch Tian of her loyalty to him, thus becoming his
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adopted daughter and learning matrtial arts skills from him. This story ends with the

death of Tian, who is defeated by the two orphans.

Like the actor Pai Ying, who played tlohief eunuch in both Hie and Yeis

films, the actor Cheung Yick () not only acted the eunuch TianTihe Traitorous
but also played the key eunuch in a 19&iafilm Ninja Wolveg A ). This film,
also known ag he Wolf Boxeor A Pretended Rebelvas directedby Luo Chi (

whose alias is Luo Tzou, ). As the commander of Jinyiwei (A ), the imperial
military force, theeunuch Ma Tang ( , played byCheuwng Yick, ) is depicted

as a powerful man with superb martial arts skills and high politiflaleince. In order
to eradicate M& force without arousing an insurrection, the emperor secretly places
two warriors in Md@s force, who gradually become ®abest assistants and

eventually defeat him.

3.3 Are Dragon Inn and Ninja WolvesHong Kong films o Taiwan

films?

Among the four films selected as the research targets, two of them were filmed
and produced in Taiwan; moreover, actors from Taiwan contributed to their main cast.
These two films ar®ragon InnandNinja Wolves However, they will be couad as
Hong Kong films in this thesis. This is not only because the directors enjoy fame as
Hong Kong directors, but also because these two films, especially the way in which
they depict eunuchexhibit the achievement of éhg Kongé filmmaking techniques

and ideas rather than those of Taiwan.
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Hu, the director oDragon Inn who was born and raised in Beijingigratedto
Hong Kong in 1949 when he was 18 years dMthough he had accumulated
extensive knowledge of the arts in Beijing, besinecton with film began only when
he went to Hong KongDuring the period from 1951 to 1967, he practised various
filmmaking professions including assistant director, actor, screenwriter, producer and
artistic designer in Hong Kond broadexperience in filmmiang contributed to his

successn directing the 1966 filmCome Drink with MgDa Zui Xia N ) which

not only made a substantial box office profit, but also brought Hu a reputation for
leading the trend of makinguxiafilms of the new schodfwhich depicted violence

realisticallyo.*®

Before Hus arrival in Taiwan in 1966, Taiw@wuxia films had not been a
well-developed film genre. In the early amdd-1960s Taiwan directors, influenced
by Hong Kong@s wuxiafashion, had directed dozenswatfixiafilms. However, few of
them are memorable or contributed to the establishment of a distinatwa genre
exclusively belonging to Taiwde film industry. In additionintroduced in a book of
the film critic Song Ziwen, who systematically studied Taiwan films from the 1970s
to the early 2000s, the productionvadixiafilms in Taiwanwas, in most case taboo
according to the film policy issued by Kuomingtang (KMT) in the early decades after
the its occupation of Taiwan from the late 1940<ués success in makingragon
Inn apparently promoted the development of Tai@amuxia genre. However, it

indirectly caused the enactment of new censorship in the year following the release of

18 Stephen TedChinese martial arts cinema: The Wuxia Traditi@tinburgh: Edinburgh University
Press, 2009), 117.

19 Ziwen SongTaiwan dianying sanshinié =M, Thirty Years of Taiwan Filin
(Shanghai: Fudadaxue chubansh&006), 51.
The term Kuomingtang could also be spelt as GuomingdaGfioese Nationalist Pargnd its
abbreviatedorms areKMT andGMD.
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Dragon Inn This, according to Song, brought more restrictions to the production of
thewuxiagenre in Taiwar® Therefore, it is no exaggeration to say that this 1967 film
displays the highachievementand typical features of Hong Ko rather than

Taiwarts wuxiagenre.

For a similar reason, the 1979 filsinja Wolveswhich was made in Taiwan,
will also be included in this research obrity Kong film studies, for theonstruction
of the chief eunuch in this film can beewed as a product with features typical Hong
Kong rather than Taiwan characteristics. Director Luo, even though fafalessis
than Hu, also commenced his filmmaking career in Hong Kéhg.filmmaking
experience in Eng Kong can be traced back to the late 1940s and his most
productive period was the 1960s and 1970s. Prior to directing films in Taiwan, Luo
had obtained considerable experience in directirgwuxia genre in Hong Kong.
Although he bega to get involved in flmmaking in Taiwan from the end of the
1960s, Luo never stopped directing films in Hong Kong. Moreover, in the 1970s, Luo
was still an important member of the wkilown Hong Kong film studio Golden

Harvest Pictures Ltd.

As previously stated, when he directed the fillimja Wolves Luo employed the
Hong Kong actor Cheung Yick, who had successfully played the eunuch Tian in
Hong Kong, to perform the eunuch Ma in his film. In this process, Luo not simply
inherited a Hong Kongtereotype by constructing the eunuch Ma as a horrible deuvil
with great political power and superhuman martial arts skills; he also adopted almost
every detail of the image of Tian to construct the eunuch Ma. For instance, both of

them are whitdhaired merwho are experts in fidighting. It is very hard to tell the

2 |pid.

94



Chapter 3

difference between Ma in this film and Tian in the 1976 Hong Kong filne
Traitorous from their appearanceAll these common grounds in constructing the
eunuchs indicate that, although the 1WN@ja Wolveswas madein Taiwan, the
construction of the eunuch was initiated and characterised by HongdKwogia

genre rather than that of Taiwan.

3.4 The masculinised eunuch prototype

4 n‘&!‘}‘, y A
Fig 3.01 Fig 3.02

When the vicious but powerful eunuch wuxia genre first appeared in King
Hué 1967 film Dragon Inn this character, despite his emasculated condition, is
masculinised not only in his social status but atsappearance. From the film poster
and the still shown above, it is clear that the eunuch Cao (the one with the red cloak
on) does not match the descriptions of the eunuchs in most ancient works of literature.
(Figs 3.01 & 3.02)in these workseunuchs e likely to be described as men with
typically female traits. For instancey Book of Latter Har(History of Latter Haror
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Hou Han Shu i), compiled by Fan Yé , 398445) in the Southern and

Northern dynasties period (4389) eunuchsare deemed tde physiologically
female because of their lack @penis?! In the late Ming (136&644) and early Qing

(16441912) dynasties, the scholar Tang Zhen ( , 16301704) still describes

eunuchs as having a feminine rather than a masayipearancé

Admittedly, inDragon Inn Hu did not masculinise Cao as a typiGalacho maa
with hard muscleshowever, he did nothing to feminise Cao either. Cao does not have
a beard, but neither does he have female traits sucthih aitcted voice, heavy
makeup ad ladylike gestures. Without knowing that Cao is a eunuch, it is almost
impossible for audiences to doubt his manhood from his external features. Moreover,
being endowed with supreme martial arts skills, Cao is further masculinised with
respect to his phsycal build. Apart from masculinising Cao in his physical features,
Hu further masculinised this character by giving him a leading social status. In
Dragon Inn a eunucts conventionally presumed role as a palace servant is not
portrayed at all. Rather, his depicted as a commander of the imperial army
throughout the film. The other characters, such as the emperor, empress and prince,
who aresocially superior to theeunuch,do notappearand are not mentioned in this
film. Although Cao cannot control eyene, he is given supreme social and political

status. In this way, his dominant role,yangposition, is clearly constructed. In sum,

% Ye Fan,Complete Modertranslation of TwentFour Histories:Book of Later HarfruM  ~
‘ 1), Vol. 1. ed. Jialu Xu (Shanghaitanyu dacidian chubansh2004), 352.
Chinese originalé i -5 T°# - _3A0
English translationBook of Later HanFive Elements Partkor : fi Eunuchs can be trea:
women, because they have | ost their male genital C

22 7Zhen TangQianshu with Annotationé it ), annotated by the annotation graQjanshu
(Chengdu: Sichuarenmin chubanshd 984), 459.
Chinee original: & -y NI /A 3~ éé v " éé3 b ' 6é0
English version: Zhen Tan@Qianshy The Bottom Half of the Lower Par
have high cheekbones like men, they are not men; moreover, they are like women, even though they
do not usualljhaveacoqudtisha ppear ance. 0 Transl ation mine.
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notwithstanding that eunuch images in most cases are likely to be feminised, the
character Cao is clearly masculinisadrespect of his appearance, martial arts skills
and political status. Moomwer, as will be seen, Hu further masculinises Cao by

emphasising his privileged gaze at beginningof the film.

Cads power is depicted in a quite straightforward wAy.the beginning of
Dragon Inn Hu introduces him in the title not only by employing a {cbaracter
narrator to describe his superhuman abilities, but also accompanyirg fCsi
appearanceavith operatic musicClosely following the title sequence issaene that
reveals Cao mtention to kill the exiled children of General Yu, who has just been
murdered by Cao. This scene starts by presenting the misery&thildren who
are on their way to exile at Dragon Gate. (Fig 3.03) A low angle shot dépecssin
as scorching the innocent children. (Fig 3.84fer that, the childress backs appear
in an extreme long shot. (Fig 3.05) As this shot is pulled back, &b his
subordinates gradually appear on the screen. (Fig 3.06) Next comes a medium long
sha of Cao, who is riding a horse and surrounded by a group of followers, all on

horseback (Fig 3.07) It is at this momenhat Cao gives his order to hunt &u

children.

Fig 3.03 Fig 3.04
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Fig 3.06

The miseensane here not only presents thmain conflict of this film, but also
vividly expresses the unequal status of the two parties of the conflict, with the eunuch
occupying the dominant gazing position while the exiled children are located below
him. Among the above pictures, Fig 3.06 bestats suckan unequal gaze relation.
From behind the children, Cao stares at them just as a hunter keeps a close watch on
his prey. Moreover, by positioning Gaogroup on a hill while setting the children at
the foot of the hill, the director further higghts Cads gazing ascendancy. The
children, howeverare not givera position from whichto gazeat Cad@s party.Their
suffering under Ca®s control, with no opportunity to stare back, may be compared
with their suffering under the scorching sun, whbsliance makesit hardfor them
to open their eyes. (Figs 3.03 & 3.04) With his dominamtileged gaze Cao is
implicitly compared to the sun. Suem analogy bestowsn Cao the nature ofang

because the sun in Chinese contexts is always regartieel @mbodiment ofang
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3.4.1 Is the eunuch Cao a masculine role or a feminine role with a masculine

appearance?

Although masculinisingthe eunuclis image seems contradictory, it is
comprehensible if the director assumes that a castrated manatdesve to behave
like a woman, othata eunuch does not have to be regardegiras nature. But is
this what Hu assumedfis approach is difficult to define. There is a paradox in the

construction of eunuch CacdApparently Cao is masculinised in aparance.

Nevertheless, his masculine appearance is, in fact, undermined by the director himself.

When the film reaches its climax in the final fighty, who is also the script writer,
inserts a conversation betwe@ao and the protagonisXiao. In this cawersation,

Xiao is given a chance to remark upon Gappearance

Cao: Who is Xiao?
Xiao: Thatodos me.
Cao: Youobre very imprudent

Xiao: | have to be.

Cao: I heard youbre a good fighter.

Xi ao: l'tds enough.

Cao: You dondét |l ook a bit I|ike it

Xiao: You dondt |60k |like a eunuch, eith

Cao: How dare you!

Xi ao: Doné6ét try to scare me. l 6m not

% Hu pointsout thata number ofmistakes exist in the English subtitlef Dragon Inn The articlefiard
before the noufieunuctd should be one of them. This detail is also recorded in the Adauch &
King Hu, as introduced in footnote 1%ee Yamadah Touch of King Hu81-82.
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Xiao, the protagonist of this filmis depicted by Hu as a tigal xia character

(N ). Wu Yingjun ( ) believesthat Xiao incarnates Hs personal idedf In this
regard, Wu citeghong Ling () , Ebewies who statest h a t owth puorssiit

of loyalty and righteousnessan be foundn the characteristics ofiao in Dragon

Inn.?® From the above conversation between Xiao and Cao, it is still difficult to
deduce what exactly a eunuch should look like irisHapinion; however, it may be
possible to reveal what one should not look like. In other words,&Xisemarki

fiyou dorit look like a eunuochi suggests that even though Hu gives the eunuch Cao

a masculine appearance, he still questions his own approach through the words of his

hero.

But if a eunuch should not be portrayed in a typically masculine way, what
should he look like? Should he be portrayed as a woman and even considered to be
female? An examination of the above conversation in the original Chinese will
uncover Hds answer, which can only be understood from the Chinese version. By
comparing the Englh with the Chinese, one can easily discern that the former does

not completely express the implications in Chinese. To be spedifittiei Chinese

version, when Xiao says dbiezatwo mianygiat o scar
fa ci wed # ( |- O ), which can be Iliterally tran
me | i ke a wo macn(0)in Chihesdymchllg mears the female, and it

2 Yingjun Wu, Yinyang jie: Hu Jinquan de dianying shifie ' 5 ,Between

the Worlds of the Living and the Dead: thenMod i n K i n($hanghaidFsidadasué m
chubanshe, 20)1152.

25 H
Ibid.
Also see LingZhong, AiKi ng Hud slLegeddary LiterdRueeVas. 80nNooH4,(2002): 70
72.
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is widely used to refer to modemale living creatures’® According to Chinese
Dictionary, the term ci wei ( ) connotes the power and influence exerted by

women when they are losirtgeir temper, and this expression is generally usea in
derogatory sens®.Given thatC a opbwer is describeds ciwei, it is reasonabléo
assumethat directorHu is inclined toregardeunucls as wanen. EvidentlyHu is not

one who holds the opinion that a masculine appearance is proper for a eunuch.
Additionally, he tends to treat eunuchs as essenyallyThus his portrayal of the
eunuclis masculine appearance becomewe puzzling. Why did Hu construct the
eunuch Cao in a way that went against his perception of eunuchs in history? Does
Hu& masculinising of the vicious eunuch show his acceptance masculine power or a
disapproval of it? Howshould we understand the padox embodied in the

masculinisation of the eunuch?
3.4.2 The motivation of creating Cao

Prior to investigating the paradox mentioned above, it may be helpful to
understand what contributes to dduntention to create the eunuch Cao in his film.
The first monograph on King H& Touch of King Huwhich was originally written
in Japanese bKoichi Yamada and Koyo Udagawaeollects a series of interviews of Hu
about his representative films. In an interviewtbatopic of Dragon Inn Hu explains tha
the immediate reason for creati@@o and Caé army derives from his antipathy
towards the image of James Boadyell-known filmic character of an officer of the

British Secret Intelligence Servicg.In the 1960s, the films adapted from Bond

% Zhufeng Luo, edHan yu da ci diar( T , Chinese DictionaryVol. 11. (Shanghaidanyu
dacidian chubansh&988), 838.

" Ipid., 839.
% yamadaA Touch of King Hu86.
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novels empyed a worldwide popularity. The Bond series was so influential that even
Shao Brothers Studio could not help but become derivative and produce films with a

similar theme, such abBhe Black Falcor( , 1967) andKiss and Kill ( ,

1967). Hu disapprovedf glamorisinga secret agent such as Bassl ahero, since
Bond is authorised by the government and has the right to kill without constraint or
punishment. Instead, Hu constructed images of Chimaperial secret agents which
are drawn from the Ming Dynasty (13681644), when powerful eunuchs were
appointed as the commanders of empérsesret agents. Handeavouredo reveal

the absurdity of viewing these secret agents as heroes and triegktsersucha
concept by depicting the eunuch Cao and &aarmy as evil and ridiculous
characteré’ It is no exaggeration to say that dduattitude towards the influence of

the Bond fashion reveals his worry about cultural invasion from the west.

Meantime, Hd motivation for creating the eunuch image also stemmed from his
sympathy for Wu Han (), a Chinese scholar who was tortured to death during the

Cultural Revolution (1966 1976)%° One accusation against Wu concerns his research
on the secretgents of the Ming Dynasty (1368644). This research was interpreted
as a satire of the Communist Party.G&luesponse to Wu Hés tragedy and his
portrayal of the secret agents in his film displays his attitude towards the Cultural
Revolution and als@xposes his mourning over the dying of traditional Chinese

culture in this revolution.

In sum, Hds attitude in characterising Cao is based on his coreteontthe

cultural crises caused by the invasion of the western culture as well as the destruction

2 |pid.
%0 |bid., 84
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of traditional culture in Mainland Chin&s previously stated, Hong Kong pedgle
national identity underwent a series of changes in the 1960s. Wifieessingthe
indifferent attitude of the colonial governor and the instabilities fuelled by Communist
movements, it was hard for the public to appreciate either the British governance or
the Communist ideology. Hs motivations for creating the eunuch Cao in his film

echo with this situation.

Facing the dilemma of identifying with either colonial or Comistiideology,
Hu suggests third possibility, which is associated with traditional Chinese ethics and
the ideal of the Greatness of China. This inclination can be observed in the historical
themes of his films and the patriotism embodied in his narrakllegeover, his
support for traditional Chinese ideology is a consequence of his attachment to

traditional culture, which started from his childhood.

Hu is a director who is weknown for his rigorous attitude towards traditional
culture and histocal details. His educatiom traditional Chinese culture and arts
started from his childhood and profoundly influenced the style of his flsgamily
training in traditional Chinese painting and his erudition in Chinese opera can be
easily recognisedrom his wuxia films. According to Hu, when he imagined the
ancients, his reference was restricted to ancient works and related literary f&cords.
Before directingDragon Inn Hu had closely researched the dress of the Ming
emperoés praetorian guards ithe Ming paintings stored ithe Palace Museum

(Taipei)* This helped Hu to design the costumes for the secret agents commanded by

% Rist, AKing Hu: Exper iCnemfTawanlédnarrative fil mmaker ¢

32 yamadaA Touch of King Hu91.

% The two paintings studied by King Hu na@aujintu# ) andRubitu(” ) which display
the grand scenes of a Ming e mp’tSeaYardasa)Toachv i n g
of King Hy 88
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the eunuch Cao. Stephen Teo states findtt &k best, Hu is a filamaker able to
surround his pictures with the aura afraat tradition. Watching his pictures, one sees
classical Chind its paintings, opera and music. Even dramatic structures are shaped

with the symmetry of a Ming vasg?

Comparing Hés films with those of Chang Che ( , 1923- 2002) and Lau
Kar-leung (- , 1934- 2013), twoother master directors ofvuxia films, David

Bordwell points out that:

Steeped in historical atmosphere, &lidilms draw upon Ming traditions of
knighterrantry to provide an image of idealistic heroism that is rare in Hong
Kong cinema. If Chang Clie heroes are defined by male friendship and Lau
Kar-leungs by their dedication to the Shaoleritage King Huds heroes fight
for a causei most often, patrioti loyalty i and they protect the weak and

innocent®

But rather than claiming that i1 heroes possess typical patriotic ideals, it might be
more impartial to say that these heroes are always involved in stories with a patriotic
theme. In other words, thigh loyalty to the nation is a quality generally possessed by
most heroes, not all films provide opportunities for heroes to show their patriotism.
Hu was particularly interested in the theme of fighting for@neation and was
willing to present his opion by creating plots that allow his characters to

demonstrate their patriotism.

3 Stephen Ted:long Kong: The Extra Dimensidhondon: British Film Institute, 1997), 96.

King Hu took a particular interest in Chinese history, especially in the history of the Ming Dynasty.
IncludingDragonInn  al mo st wuwdalfilins weré setHrutlée dackground of the Ming

Dynasty. Relevant films also involMeTouch of Zef® |, 1970),The Valiant One$ , 1975)
andThe Wheel of Lifé , 1983).

% Bordwell, Planet Hong Kong255.
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3.4.3 Themasculineideal

As a director who advocates traditional ideology, Hu has a typical traditional
view of ideal masculinity. Traditionally, possessimgn and wu qualities in a
harmonious way is accepted as the most ideal model of masculinity. Stephen Teo, in
his analysis of the character Wu, the owner of the Dragon Gate Inn, statéfi]that,
this characterisatiorof Wu, Hu suggests a certain harmony betwegm and wu
valueso® According to Kam Louiewenfirefers to those genteel, refined qualities that
were associated with literary and artistic pursuits of the classical sah@adsvu is
fia concept which embodies the power of military strength but alsovisdom to
know when and when not to deplog.if However,wenandwu attributes were by no
means equally valued in traditional Chinese culture, and this situation is even true
nowadays. Louie stresses thaight from the beginning of Chinese philosogdli
thought,wenwas considered superior wud.>® Furthermorefiwu is inferior towerd
as it representfthe need to resort to force to achieve@mgoab.®>* Even thoughvu
is indispensible irnthe wuxia genre, it can be a merit only when it is applied in a
harmoniousvay rather than used excessdiv In the film Dragon Inn eunuch Cao is
portrayedas having typicalvu features. In Te@® words ft]he villain Cao Shaoqin is
seen as a man who relies totally on violence or military meamny (hus he is
someme who is against the harmony of nature. The fact that he is a eunuch reinforces

his unnatural presen@?’

% Teo,Chinese Martial Arts Cinemd.28.

37 Kam Louike, Theorising Chinese Masculinity: Social and Gender in Cli®ambridge: Cambridge

University Press, 2002), 14.
* bid., 17.
¥ pid., 18.
0" Teo,Chinese Martial Arts Cinema 28.

105



Chapter 3

Based on his study of H# films, Song Ziwen stresses that glorifying violence
should not be the keynote of teuxia genre; instead, its motive sHdube to re
establish lost virtue¥. However, Cao is characterised as lacking traditiofirlies
such as loyalty, filialness, benevolence and righteousness, whicléamtihd are the
core of cultural subjectivity. &g further states that what Hu warashighlight in his
wuxia films is the valuable virtues of humanity rather than violence, and that these
lost virtues are traditional merits which should not be profdh@&tis is also a key
reason for H& constantly highlighting female images, such asd@olSwallow in
the 1966 filmCome Drink with Meand Yang Huiching in the 1971 filmA Touch of
Zen Hu believes thatlespite being/ulnerable in societywomenare a symbol of
greatness for their kindness and tolerance, and it is thegesthat guararge the
harmony of a societ}? Furthermore, excessively masculinising the vicious eunuch
may be viewed as evidence of &dulisapprovalof the quality ofyang which could
bring disorder rather than harmony to the power structure. Given the construction of
Cao as the chief villain, it issasonabléo say that, in the turbulent 60s, Hu tried to
bring order back from chaos. Rather than following a colonial or a communist

ideology, he armed himself with traditional Chinese ideology.
3.4.4 Being an intellectual

Hu is not a politician, but an intellectudlis patriotic sentiments are based on his
deep concern over the Greatness of China, rather than a particular political attachment

to KMT, Communist Party of China (CPC) or the British goveffi¢ttowever, it is

Song,Thirty Years of Taiwan Filp68.
2 bid.
3 Ibid.

The term Communist Party of China could also be spelt as Chinese Communist Party, and its
abbreviated forms are CPC and CCP.
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inevitablethathis films, being made iatumultuous age, shoulieinterpretedrom a
political perspectiveTeo points out that the script &fragon Innfits in with fithe

GMD regime and its political struggle with the GEZP In this story, Yu Qiafs exled
children symboliseithe GMD governmenin-exiled, while their confrontation with

the eunuch Cao and his army allegorigdee conflict between the GMD and the
Chinese Communist Patty® Yués party obviously symboliseffreedom forces
while Cads force typifies fian authoritarian government’ Teda’s analysis is not
baseless, since Hu himself did claim that his interest in constructing the powerful
eunuch was partly aroused by the indictment of Wu Han for his intention to satirise
the CPC through his remeh into Ming secret ageritsHowever, Hds construction

of the eunuch Cao makes a criticism of the governance of the CPCyrsapjproach
could hardly be interpreted as political compliance with the regime of the KMT.
According to Ha@s explanation, higoining in with the Union Film studio in Taiwan
was by no means @esponseo the call of the KMT, but simply a reaction to the
Union Filmd staffpoaching strateg$’ Moreover, the inthatappeared in His films

could also be explained as a metaphor famwan, since both the dragon gate inn in
the film and Taiwan itself are steeped in a turbulent political and social atmosphere.
After seeingDragon Inn Chiang Chingkuo ( , 1910- 1988), the President of

the Republic of China from 1978 to 1988d son of the Generalissimo and President

Chiang Kaishek ( : , 1887- 1975), immediately pointed out that this film is a

%> Teo,Chinese Martial Arts Cinemd 24.
*® Ibid., 126.

" Ipid.

8 yamadaA Touch of King Hu84.

** Ipid., 79-80.
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reactionary work which neverthelessolves clear lefwing standpoints® Analysed
by Song Ziwen, Chiarg judgement is reasonable, since Taiwan in those days was
like the banditsinn of the film, where all kinds of peoptgatheredningling with and

cannibalising each othét.

Teo stresses that Hs faffinity with ancient history is a sign of his alienation
from the present, a condition exacerbated by exile from his northern Chines&7oots.
In Hong Kong, as well as in Taiwan and Mainland China, the social situation was
unstable dung the 1960s. Different political forces and different ideologies brought
constantchaos It is not surprising that, under such circumstances, the traditional
cultural ideology Hu received when he was in north China may appear as a contrast
with the disodered present. Wu Yingchun reveals that what Hu guards is more like a
cultural homestead than a political homestead; and through the restoration of the
turbulent Ming Dynasty in the films, Hu tried to look for a way out ofttimaultuous
cultural and soclasituation of all intellectuals® Hués observation of the world,
history and the eunuch comes from the perspective of an intellectual who respects and
wishes to maintain traditional Chinese ideology. This not only indicates that
traditional values, espally the Confucianvalues held by most ancient scholars,
were important for Hu, but also implies that a dualistic power structure may be

brought in to help bring order back from chaos.

This dualistic power structure is visibi@ the constructio of the eunuch,

especially thegportrayalof the eunucts powerful gaze Granting theprivilege of the

Song, Thirty Years of Taiwan Filpi73.

* Ipid.

2 Teo,Hong Kong Cinema8s.

>3 Wu, Betweerthe Worlds of the Living and the Deats.
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gazeto the eunuch does not imply that a euraehtred power structure is working.

In this story, the eunuch is neither treated as a woman nor an étexscnanHe

looks no different from a man. This suggests that his power operates through a male
oriented gaze pattern. However, rather than being driven by erotic visual pleasure,
such a mal®riented gaze pattern serves to emphasistearhierarchalorder that
underlies the plot. The scene presenting the relationship between the eunuch and the
exiled children clearly portrays such a dualistic order. When Hu depicts the unequal
gaze relationship between these two parties, he chooses not to standida tfehe
children, but the side of the eunuch. However, Hu does not directly take the point of
view of Cao, but rather depicts his dominance over the children at a short distance.
For instance, Fig 3.06 clearly objectifies the dualistlation betweethe subject and
object of the gazasthe relationship between the dominant eunuch and the passive
children. From Fig 3.05 to 3.06, what Hu conveys here is not an intention to identify
with the ruler or the ruled, but rather presenting herarchicalorder between the

two parties.

The fact that privileged social roles using the gaze to implement their dominance
is not the norm which first appeared in films. This dualistic pattesiong been
formulated in Chinesé&raditional culture For instance, he weltknown idiomJ ward

Qimei (e ) from Book of the Later Hag in ) clearly revealghe dsparate

privileges of the gaze betwedmnusband and wifewhose social roles were given
different emphases according to Confucian doctriiterally, this idiomrecouns that

when the wife Mengsuang serves foo her husband Liang Hong, she lifts the food
tray up to the level of her eyebrowsang and Meng stories have been frequently

guoted in various Chinese contexts with the purpose of highlighting the mutual
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respect between husband anife.>* However, apart from presenting the courtesy
between husband and wif&an Qimeialso depicts a wif® inferior role in the gaze

relationship with her husband.

The unequalooking privileges betweedominantand subordinate roles caiso
be discerned from the codes issued to regulate p@opé&haviour in front of their
emperor.Taking the rules of etiquette of the Ming Dynaasyanexample according

to the Veritable Records of Ming Taidu ), people, including officials and

commaners, werenot allowed to look at themperoror his chariotwhen they met him
outside the imperial palacd They are neitherallowed to standn the way of the
emperor nor to open their doors to look &im.>® Peoplemust kneel down and look
down.>” Anyone who looked directly at the emperoror his chariotwould be

bludgeoned hundredftimes>®

** Ye Fan,Complete Modern translation of Twerfipur Histories:Book of Later HarfruM =~
' 1), Vol. 3. ed. Jialu Xu (Shanghattanyu dacidian chubansh2004),1670- 1673
Chinese originalé - DT fu, v T owi b 6 A e
Ao
English translationBook of LaterHan Bi ogr aphi es of Her mit s: AEvery t
comes home after his work of hulling grain for the wealthy landlord, his wife Meng Guang prepares
food for him. Meng does not vant to look straight at Liang when she serves food, ksthié
food tray up to the level of her eyebrovs. Tr ansl ati on mi ne.

55

Lun Dong, Jin Xie and Guang Hu and so Regords of Ming Taiz( ), (Taipei:
Zhongyang yanjiuyuan lishi yuyan yanjiusti®62) 1338.Digital Scripta Sinica.
% Chinese originalé T4 #W:"d FT7 v b
v en K3" R 5 T éé I~
npg T éé ' éé oA
English versionRecords of Ming Taizu Vol ume Seventy Three: APeopl e wl
way have to |l eave before the emperorés chariot arr

allowed to open their doors to watch the emperor and his chariot. People who are given permission

to welcome the emperor need to kneel down and kowtow at aipegsdistance on the right of the
emperords way. They are not allowed to stand up be
oversteps the prescribed boundary will be hangegone, who looks directly at the emperor or his

chariot, will be bludgeonedihn d r e d s Toanslation mieres . 0

57 Ibid.
%8 |bid.
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In western culture, the French philosopher Michel Foucault theorises the power
relationshipbetween the subject and the object of the gaze in his Risdipline and
Punish By introducing Jeremy Benth@mPanopticon he points out thafijp]Jower
has its principle not so much in a person as in a certain concerted distribution of
bodies, surfaces, lights, ga@e Rather than applying violent methods, such as
physical toture, the concept of thpanopticon which was conceived by Bentham,
conveys a different way to achieve control. This allows a few guardians or supervisors
to regulate a large group of inmates, with the former watching freely without being
seen, and theti@r always acting as though they are watched without being able to see
the watchman. This being the case, the feeling of being watched constantly is
internalised in the consciousness of the inmates. This is to say, both the watchman and
the watched caereate the control or the power. In his analysis of the panopticon,
Foucault defines the panoptic mechanisnieamachine for dissociating the see/being
seen dyatl®® Although Foucaufs investigation into the panopticon mainly serves to
explore the evolutionof discipline, it outlines the relation between the power
mechanism and the dyad of gaze. Power, in other words, comes from the knowledge
that is controlled by the watchman. To put this mechanism in the context of
hierarchical social relations, the seefigeseen dyad could be always found in the
power structure with the ruler having the power to see, and the ruled presuming to be
seen. In the filmDragon Inn masculinising the eunuch Cao as a dominant gazer
mainly serves to construct the dualishierarchcal order, rather than highlighting

Cads masculinity.

9 Michel FoucaultDiscipline and Punish: The Birth of the Prisdrans. Alan Sheridan (A Division
of Random House, New York: Vintage Books, 1979), 202.

0 Ipid., 20%202.
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3.5 ldentifying with the eunuch or not?

BEEE @ b HER

Fig 3.09

In the 1971 filmThe EunuchYen Jung TsunheritedHuGs way of constructing
the eunuch in almost every aspect. The eunuch GuheEunuchis also givenan
unparalleled gazing privilege and the dualistic gaze pattefnregsientlyadopted to
portray the relationship between the characters with diffe@nal statuses. However,
Yen went further than Hu. As well as bestowing the eunuch Gui the gazing power
over other characters, Yen shows an inclination to take the viewing angle of Gui in

the film. Does this mean Yen tried to identify with the eunuch?

Like the key eunuch character in the 1971 filime EunuchGui Dehai is not
feminised by Yen. (Figs 3.08 & 3.09) Gui (the man in the red clothes) looks like a
man whose manhood could hardly be doubted not only from his external features, but

also fromhis outstanding martial arts abilities. Moreover, Gui has supreme political
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status. Unlike the filnDragon Inn in which there is no character who is politically
higher than the eunuch Cao, the filthe Eunuchncludes an emperor and an imperial
concubineas well as princes. However, to a great extent, these characters serve as a
contrast to Gus uncontrollable political power. Gui usurps the imperial authority by
murdering the emperor, his concubine and the younger prince. By doing this, Gui
seizes an awlutely yang position. But, his masculine role which manifests in his

abuse of the supreme political power is certainly not worthy of praise.

Fig 3.12 Fig 3.13

Yen also masculinises eunuch Gui by bestowing on him a privileged gaze. This
film starts by presenting the key eunuch Gui, who is guarded fwriy. In this

scene, Gui is invited to visit the official Liu Guosheng ( , played by Huang
ChungHsin, ) who is the brother of an imperial concubine. In order to show

his flattery, Liu travels for a long time to meet Gui. Fig 3.10 best represensse¢he
when Liu has just met Gui. Gui sits in his palanquin which is positioned above Liu.
(Fig 3.13) Liu and other officials lower their heads and kneel down to salute Gui. (Fig
3.10) This scene clearly depicts the relationship between Gui, who gazes atav
Liu, who iIs gazed at. Gui 6s political
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other officials in the film. Therefore, it is not surprising that Gui is given a privileged

position of the gaze when he meets Liu. However, it is one thing thai $ui
dominance is highlighted; it is quite another that his viewing angle is adopted to
promote the story telling. In this film, G

adopted in the narrative.

When Gui meets the official Liu, there is ameethe-shoulder shot for more ten
seconds taking Guib6s viewpoint as he watoct
(Fig 3.10) The following shot implies that there is no room for a third person to fit
into the narrow space between Gui and the back bafatide palanquin. (Fig 3.11)

Therefore, such an owtine-shoulder shot conveys what Gui can see and renders his

strongly subjective sense of power.

Fig 3.16 Fig 3.17

I n Liuds home, Gui e nc o wntplayedsby $imoe as s as s
Chui YeeAng, H ), who disguises himself as a chef. When Rualdda fish

and kneels down in front of Gui, the camera is again placed right behind Gui.

However, unlike the previous scene, the camera is a few metres away from Gui.
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|l nstead of presenti ng G@stablsres tipeanismscenef vi ew,
displayed in Fig 3.10, and-emp hasi ses Gui 6s dominant posi
mean that director Yen has given up the en

remaining part of this scene.

Closelyfollowing the shot which restablishes G power is a shot of the fish
from Ruar@s angle. (Fig 3.14) At this point, Ruan is holding a fish in whose belly a
dagger is hidden, and is moving towards Gui. This is a good visual angle to depict
how Ruan, the assassin, secretly stares at Gui, his interaded. However, Guis
image appears only partially and is out of focus. As the focus of this shot intensively
centres on the fish, is hardfor audiences to get a clef@eling of Ruarts aggressive
intention and his threat to Gui; rather, audiences easily distracted by the
mysterious fish. (Fig 3.15) Just at the moment when Ruan removes the dagger from
the fish, the shot is reversed. (Fig 3.16) When this reverse shot is made, the camera is
placed right behind Gui again, and this time, it moves clas&ui compared with its
position in Fig 3.14Such a quick shot reversion prevents audiences from identifying
with Ruan. This cut comes so quickly that Ruan is portrayed as still trying to throw
away the plate after extracting the dagger. Raidmody meements are totally
exposed to Gui in the shot filmed from @uside; meanwhile, Ggs calm response to
the sudden attack and tlwentrol of his gazeover RuaBs assault can clearly be
observed. Then, at the very moment when Ruan stabs at Gui, Gui uiokly over
Ruarts head and lands behind him. Immediately, the shot angle changes. Rather than
continuing toshootfrom Guiés original place anghortraying Gui and Ruaés fight
from distancethe shot follows Gui from the opposite direction. (Fig 3.16) Ehis
another ovethe-shoulder shot with G@ visual angle being adopted once again. The

approach of following G point of view to tell the story makes R@massassination
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look disempoweredin contrast, although Gui is being assaulted, he partlysttie
role of a narrator as his visual angle is constantly employed; this makes Gui an active
character who not only occupies but also controls the development of the story along

with the destiny of the other characters.

If the employmentof Gui®s viewing angleis closely associated witlhis
hierarchicalsuperiority one might assume thauch an angle would not be taken
when he encounters one who is politically superior to him. However, the opposite is
true. When eunuch Gui meets the emperorshgortrayed as still tightly holdintpe

dominant gazeEvidently, the director is also inclined to take Guwisual angle to

advance the plot.

Fig 3.21 Fig 3.22
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