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Introduction

In recent decades, the rapid expansion of the Ukrainian translation market has brought
increasing attention to the challenges of rendering vocabulary that is not merely referential but
emotionally and culturally charged. Works of cultural history — particularly those dealing with
traditions and concepts with no direct Ukrainian equivalent — present a distinct set of
translational challenges that have received comparatively little systematic attention in the
Ukrainian scholarly literature.

The relevance of the present study lies in the growing need for Ukrainian translations of
English-language scholarship on East Asian cultural history, and in the particular complexity of
translating the vocabulary of laughter and grief — two domains that are both universally human
and deeply culture-specific in their lexical organisation. Christopher Rea's The Age of
Irreverence: A New History of Laughter in China offers an exceptionally rich case study in this
regard: the text is built around an intricate vocabulary of comic and emotive expression, much of
which has no established Ukrainian equivalent and requires principled translational
decision-making.

The state of research in the relevant areas draws on the contributions of scholars in
lexico-semantic field theory, including J. Trier, M. Kocherhan, O. Bondar, O. Selivanova, S.
Yermolenko, and others; in the linguistics of emotion, including P. N. Johnson-Laird, K. Oatley,
S. Attardo, C. Hempelmann, E. Gironzetti, and others; and in translation studies, including L.
Molina, A. Hurtado Albir, and others.

The aim of the study is the translation of Christopher Rea's The Age of Irreverence: A
New History of Laughter in China into Ukrainian and the analysis of translation techniques
applied in rendering the contrasting lexico-semantic fields of "Laughter" and "Tears."

The aim is pursued through the following objectives:

1. To perform the translation of a fragment of Christopher Rea's book The Age of
Irreverence: A New History of Laughter in China.

2. To explore the structural and semantic features of the lexico-semantic fields of "laughter"
and "tears" and to identify the theoretical principles of their translation.

3. To analyze the translation techniques employed in rendering the units of the contrasting
lexico-semantic fields of "laughter" and "tears" in the Ukrainian translation of the source
text.

The data source of the research is The Age of Irreverence: A New History of Laughter in
China by Christopher Rea (351 page) and its Ukrainian translation.

The research paper consists of an introduction, a translation of the source text, a
theoretical and analytical chapter, conclusions, and a list of references.



Chapter 1
THE AGE OF IRREVERENCE BY C. REA - K. P1, «kEIIOXA HEIIOIITUBOCTI. HOBA ICTOPISI 'YMOPY B
KHUTAI»

Breaking into Laughter &5%

In 1903, Wu Jianren, one of the most innovative and prolific Chinese
writers of the early twentieth century, began serializing two works in
the same issue of Yokohama’s New Fiction, a leading literary journal
of Chinese reformers in exile. The first, a novel, he entitled A History
of Pain; the second, a series of jokes, he called 4 New History of
Laughter.

These two titles appeared at a moment when China’s future was
unclear. The Qing court was still reeling from an 1895 defeat in the
Sino-Japanese War, an aborted reform movement in 1898, and, close
on its heels, the Boxer Rebellion. Wu was among a group of educated
men who might once have sought a position in the government
bureaucracy but were now turning to literary and entrepreneurial
pursuits for a living.

In expressing their emotional state, these writers tended to put anguish
front and center. A History of Pain appeared at the front of the journal
and A New History of Laughter at the back. Then there is the novel The
Travels of Lao Can, which Wu’s contemporary, Liu E, started writing
that same year, and which begins as follows: “When a baby is born, he

[Mopunaroun y cmix K%

VY 1903 poui YV L[3sHpXKeHb, OAMH 3 HAUOUIBII IPOrPECUBHUX Ta
MPOIYKTUBHUX KUTANCHKUX MUCHMEHHHKIB MOYATKy XX CTOJITTS,
po3nouaB MyOJIiKalliio JBOX CBOIX TBOPIB Y KypHali «Hosa npoza» —
IIPOB1JIHOTO JITEPATYPHOIO )KypHAIIy KHTAlChKUX €MITPAaHTIB, L0
BuxonuB y Mokorami. [Tepumii TBip 6yB poMaHOM miz Ha3Bowo «Icmopis
ooy, Npyruil — 301pKOI0 aHEKIOTIB il HA3BOKO «Hosea icmopis cmixy».

OO6unBi poGotu 3'iBUKCS B OypeMHHUH 17151 KUTaChKOrO MailOy THHOTO
yac. [MmepaTopchkuii IBIp BCE 11I€ HE OTOBTABCS Bij] MOPA3KH y
KHUTaNCBhKO-AMOHCHKIH BiiHI 1895 poky, npoaiy pedopm 1898 poky Ta
IxeTyaHChKOTO MOBCTaHHS, 10 CTA0CA He3a6apoM Hicls 1boro. Y
HaJIeXkaB JI0 TPYINU OCBIUEHHX JItO/IEH, SIK1 KOJIUCh MOTJIM MParuyTu
Mocajiv B ypsIIOBiH OOpOKpaTii, aje Ternep 3apoOssin Ha )KUTTS
JITepaTypHOIO Ta MiIIPUEMHHUIIBKOIO JTiSUIBHICTIO.

Bucnosnroroun ¢Boi eMortii, I1i THCbMEHHUKH 3a3BUYail CTaBUIIN
CTpakJIaHHs Ha TePIIni 1miaH. «Icmopis 6ono» Oyna po3milieHa Ha
NEepUIMX CTOpPIHKaX XKypHamy, a «Hoea icmopis cmixy» — Ha OCTaHHIX.
Toro x poxy JIto E, cyuacnuk VY, nouas nucaru poman «llodopoorci Jlao
Kanay, sxuit po3nounHaeTbes Tak: «Hapomkyounch, HEMOBIISA TOJIOCUTh




weeps, wa-wa; and when a man is old and dying, his family forms a
circle around him and wails, hao-t’ao. Thus weeping is certainly that
with which a man starts and finishes his life. In the interval, the quality
of a man is measured by how much or little he weeps, for weeping is
the expression of a spiritual nature.” “The passionate weeper,” as Liu
styles himself, invites readers to join him in weeping.

Liu was invoking an age-old idea: that tears are a powerful vehicle of
communion among humans, or even with the cosmos. In the legend of
Meng Jiangnii, a northern peasant woman goes in search of her
beloved husband, a corvée laborer on the Great Wall, only to discover
that he has died and been buried within it, and her weeping causes the
wall to collapse.

Cultural revolutionaries of the modern era spoke of tears as a vehicle
of social empowerment. One catalytic moment was the May Fourth
Movement of 1919, when students and other citizens of the Republic
of China, infuriated at its poor treatment under the Treaty of Versailles,
demanded radical changes to Chinese culture. In 1921, activist Zheng
Zhenduo called for writers to reject the traditional focus on beauty and
replace it with a “literature of blood and tears” that would accurately
represent the sufferings of the Chinese people.

In 1924, a popular Shanghai writer named Cheng Zhanlu published a
response to the current literary trend: “A Delightful Story of Blood and
Tears.” He noted, by way of introducing the piece: “People nowadays
who write tragic stories [aiging xiaoshuo] always like to sprinkle them
with words like blood and tears. But whether or not a story is sad is

«8a-6a», a KOIIU JIIOIMHA CTapi€e Ta MOMHPAE, BXKE 11 poauHa 30HPaAETHCS
HABKOJIO Ta puaac «xao-maoy.[1] OTxe, Tuiad — 11e Te, 3 40ro JHOANHA
MOYUHAE 1 YUM 3aKIHYY€ CBOE KUTTA. A B IPOMIKKY JIOIUHY OI[IHIOIOTh
3a TUM, CKUTHKH BOHA T1avye, 00 Tuiay — 11e MposiB TyXOBHO1T TPUPOII.
«IIpuctpacHuii IIakaabHUKY, sIK Ha3uBae cebe JIro, 3ampoiye ynuradiB
MIPUETHATHCS IO HHOTO B PHUJIaHHI.

JIto crimpaBcs Ha TaBHIO 1/1€10 TIPO T€, IO CIIBO3HU € MOTYKHUM
MEXaHI13MOM €THAHHS X0Y 13 JIOIbMH, X0U 13 BCECBITOM. Y JIereHi Mpo
Men L[3siHBHION cesiHKA 3 TIBHOY1 BUPYIIA€ HA MOIIYKH CBOI'O KOXaHOTO,
SKMH IpaloBaB Ha OyiBHUITBI BeIMKOro KUTAalCHKOTO MypY, TUIBKU
1100 13HAaTUCS PO HOro CMEPTh 1 OXOBaHHS BCEPEANHI MYpY, MiCIs
4oro ii r1a4 3My1urye Mmyp oOBaJIUTHCS.

VY4acHUKH KyJIbTypHOI peBOIONIT PO3IVIsIAIM CIIbO3U SIK 3aCi0 coliaabHOT
MoOumi3atii. OqHUM 13 MOMITOBXIB /10 ITLOTO cTaB Pyx 4 TpaBHs, KoK y
1919 poui cTynenTtu Ta i rpomasau Kuraiicskoi PecryOmiku, o0ypeHi
HECTpaBeITMBIMH YMOBaMH BepcabChKoro TOTOBOpY, 3aKaaain
paluKaIbHUX 3MiH y KUTAHCBKiHM KynbTypi. Y 1921 poui aktuBicT UkeH
WkeHTyo 3aKIMKaB MUChbMEHHUKIB BIIMOBUTHUCS B1JI TPATUIIIHHOTO
aKIEHTY Ha Kpaci Ta 3aMIHUTH HOTO «JIITepaTyporo KpOBi Ta CIli3», sika 0
MIPaBIMBO BiAOOpaXkana CTpakJJaHHS KUTalChKOTO HapOy.

VY 1924 pomi BimoMuii manxaicbkuii mucbMeHHUK UeH UkaHbTy
ory0IiKyBaB BIAMOBIIb HA TOMILIHI JIiTepaTypHi TeHaeHIli: «HynoBa
icTOpis KPOBi Ta cii3». Y BCTyMi 0 TBOPY BiH mucas: «ChOTOIHI aBTOPH
TparidyHuX 1ICTOPIH [atiyin csouio] 3aBXKIU JIFOOIATH IPUKpAIIaTH 1X




not, in fact, determined by the literal meaning of the words themselves.
Today I’ve written a joyous story [xiging xiaoshuo] and mixed in the
word ‘blood’ eight times and the word ‘tears’ ten times. Based on the
words themselves, it should be excruciating. But actually, this is a tale
of not pain, but delight.” Sure enough, his story is awash with tears of
joy. It begins: “The blood-like sun set slowly in the west. In an upstairs
apartment two newlyweds were whispering sweet nothings to each
other. Their blood cells were filled with a million of the deepest
passions. As blood pulsed round and round in their veins, the husband
said, ‘My darling.””

Cheng’s parody inverted an old cliché: if laughter is often a cover for
tears, a writer can also use tears and blood to evoke laughter. “Selling
tears,” the scholar-writer Qian Zhongshu later remarked, has been no
less useful to writers “than the courtesan’s ploy of ‘selling smiles.””
Even the famed “debt of tears” owed by Lin Daiyu, the tragic heroine
of the canonical Qing dynasty novel Dream of the Red Chamber, he
said, was something of a bribe, one that used pathos as currency in an
emotional transaction.

The tears—laughter pairing has remained a conspicuous part of modern
Chinese culture since Wu Jianren’s day, but it seems to have been a
particular obsession during the early twentieth century. One of the
best-selling novels of the 1930s, Zhang Henshui’s Fate in Tears and
Laughter (1931), invoked it as a metaphor for the vicissitudes of life. A
decade later, Lin Yutang’s polemical English-language book Between
Tears and Laughter (1943, later translated into Chinese) used it as a
symbol of intellectuals’ anguished frustration. Left-leaning, politically

CJIOBaMH Ha KiuTaiT "Kpos" Ta "cipo3u". Ajie HacIpaBi Te, UM € icTopis
CYMHOI0, He BU3HAUA€ThCsl OyKBaJIbHUM 3HAYEHHSIM camux ciiB. Huni s
HalMCcaB PAJICHY ICTOPIIO [ciyin caouio] 1 BB Y HiM CIIOBO «KPOB» BIiCIM
pasiB, a CIIOBO «CIBO3W» — MecATh pasiB. Cyas4u 3 caMuX CIIiB, BOHA MaJia
6 OyTu TpariuHoo. AJie HacmpaB/li 1ie ICTOpist He PO CyM, a PO
pazmicte». | cripaBai, OTO PO3MOBIAL CIOBHEHA CITi3 pajocTi. Bona
MOYMHAEThCA Tak: «KpuBaBo-uepBOHE COHIIE MOBUIBHO CiAaJI0 Ha 3aXOi.
VY kBapTHpi HA APYTOMY MOBEPCi ABOE MOJIOASAT IICTIOTIIN OHA OTHOMY
CONozIKi HiceHiTHUI IXHi Kpo6 Ani KIITUHU OyiK CIIOBHEH] MilbiioHaMu
HaumuOmux npucrpactei. Kpos nmynbcyBaia y iXHIX BeHaX, 1 YOJIOBIK
cka3aB: «Mos KoxaHa»

[Taponis Yenra iHBepTyBasia cTape KJiIle: K0 CMiX 4aCTO IPUXOBYE
CIIbO3H, TO MTUCBMEHHHUK TaKOK MO)KE€ BUKOPUCTOBYBATH CIIHO3U Ta KPOB,
11100 BUKIIMKATH CMiX. SIK Mi3HillIe 3ayBa)kuB JiTepaTypo3HaBelb LsaHb
WxyHIIy, JUIsl TUCbMEHHUKIB «IIPOAAXK CIIi3» OyB HE MEHIL BUTIHUM,
«HIX XUTPICTh KYPTU3aHOK, 10 MPOJaBaiv cBOI nmocMimmku». HaBiTh
3HaMEHUTUH «Oopr ciizy», JIin Jlaiito, TpariyHoi repoiHi KI1acCHYHOTO
pomany uaciB auHacTii Lin «Con y uepsoniii kimnamiy, 3a HOro cioBamH,
OyB CBO€p1IHUM XabapeM, 0 IUIaTUBCS TPari3MOM.

[ToemHaHHS CITi3 1 CMiXY 3aJUIIAETHCS TTOMITHOIO YaCTHHOIO Cy4acHOT
KATANCHKOT KyJIbTypH 3 "aciB Y L[3siHbXKeHa, alie 31a€ThCs, BOHO OyIo
peaIMeToM 0COOIMBOT ofepKUMOCTI Ha modatky XX cronitts. OnuH i3
oecrcenepiB 1930-x pokis, poman Yxana XeHbInys «/[os1 y c1b03ax i
emixy» (1931), BuUKOpUCTOBYBaB HOro sk MeTadopy MIHIUBOCTI KHUTTS.
JIeCATUIITTAMHY Ti3HIiIIe, y TUCKYCilHIN aHrmoMoBHIN kHU31 JIine FOTana
«Misc cnivozamu ma cmixomy (1943, mizHimne nepekiajeHa KUTalChKOI0),
1€ TIO€THAHHS TPAKTYBAJIOCH SIK CUMBOJ OOJTICHOT pycTpalii TOrouacCHUX
inTenekryanis. [IporpecusHi niBoopieHToBaHi dinbmu 1930-x pokiB, Taki




progressive films of the 1930s, such as Sun Yu’s Daybreak (1933),
habitually represented the lives of the urban lower classes as
tragicomic.

Modern Chinese writers have invoked blood and tears even when
cracking jokes. One of the most prolific fiction writers of the
Republican era went by the pen name Bao Tianxiao, or Embrace
Heaven and Laugh. When he coauthored works with the writer
Cold-Blooded, they combined their noms de plume into a Cold Laugh,
or Sneer. The 1914 joke book Laughing Through Tears tells of a “man
of conscience” who moves his audiences by weeping at the beginning
of each speech; the stimulant turns out to be raw ginger hidden in his
handkerchief. The Travels of Lao Can, plaintive preface
notwithstanding, offers a zesty picaresque tale, and generations of
readers have found it to be a very funny book.

The Chinese Communist Party turned displays of tears into a political
ritual during the civil war of the late 1940s, and again during the Mao
era, by organizing meetings at which the people would “speak
bitterness” (suku) about hardship under the Nationalists. But a few
early promoters of realism for ideological purposes became aware that
tragic catharsis has its limits. In 1924, the celebrated writer Lu Xun
wrote “The New-Year’s Sacrifice,” a short story about a peasant
woman who has suffered the death of two husbands, the loss of a job,
and the shock of having her young son eaten by a wolf. Xianglin’s wife
goes around repeating her tale of woe to fellow villagers: “I was really
stupid, really . . . I only knew that when it snows the wild beasts in the
glen have nothing to eat and may come to the villages.” At first, her

gk «Ceimanoky (1933) Cyns 1041, 3a3Bruail 300paxkyBaiu )KUTTS MiICBKUX
HU3IB SIK TParikoMiyHe.

CyuacH1 KUTalChK1 MMCbMEHHUKH 3BEPTAIOTHCS 0 KPOB1 Ta CJI13 HaBITh Y
xaptax. OuH 13 HaRIUTITHIIIKX TPO3aiKiB peCIyOIiKaHChKOI €OXH
BUKOPUCTOBYBaB 1ceBa0HIM bao TsaHbcs10, 110 03Hauae «O61iiMu HEOO 1
cmiiicsa». Komu BiH mucaB y criBaBTOPCTBI 3 MUCbMEHHUKOM
XOJI0JHOKPOBHUM, BOHH 00’ €/THAJIA CBO1 IICEBOHIMU B «XOJIOMHHM
cMix», ab6o «Imy3nuBuit mocmix». 36ipka xaptiB 1914 poky «CMix Kpi3b
CJIO3U» PO3MOBIAAE PO «JIIOAMHY COBICTI», sIKa 3BOPYILYE CBOIO
ayAUTOPIIO, IJIaYy4H Ha IOYaTKy KoykHOI mpomMoBuU. CexpeToM
BUSBIISIETHCS CBIKMM IMOUp, 3aX0BaHu# y Horo xycTii. B cBoro uepry
«[Tomopoxi Jlao Kanay, He3Baxarouu Ha >KajiCIUBY IEPEIMOBY, €
MKaHTHOIO MPUTOIHULIBKOIO TIOBICTIO, 1 TOKOJIIHHS YUTa4YiB BBAXKAIOTh 1[0
KHUTY J1y’KE€ CMILIHOIO.

KomyHicTiHuHa mapTis nepeTBopuiia iay Ha NOJITUYHUNA pUTYal 1Ie B
yacH rpoMaIsHChKOI BifiHH, a TOTIM 3HOBY B €1oxy Mao, opraHizoByrouu
300pH, 1€ TN «BUCIIOBIIIOBAIM TPKOTY» (CYKY) 00 MOHEBIPSHB 3a
YaciB MpaBIiHHS HALIOHATICTIB. AJie IeKUIbKA paHHIX NPUXUIbHUKIB
peaiaMy 3 1/1€0JI0T1UHUX MIPKyBaHb YCBIIOMMIIH, III0 TPAriyHUM
Katapcuc Mae cBoi Mexi. Y 1924 poui Bigomuii nucbMeHHUK Jly CiHb
HanucaB «HoBopiuHy epTBy» — ONOBIJIAaHHS ITPO CEIISHKY, SIKa MepeKuia
CMEPTh JABOX YOJIOBIKIB, BTpaTy poOOTH Ta IIOK BiJ TOTO, 11O il
MaJIEHBKOTO CHHA 3’1B BOBK. Jlpyk1nHa CsHIIHSA XOJUTh IO CEIy,
MTOBTOPIOIOUM CBOIO CYMHY ICTOPIO OJTHOCENbLSIM: «S cripaBni Oyna
AypHa, 1ypHa... 5l 1ymana, 1o KoJu ijie CHIr, JUKUM 3BipaM y sipy HIYOTro
icTH 1 BOHM MOXYTh IPUUTH B cesto». CrovaTky ii po3noBib BUKIHKAE Y
CIIyXadiB IIUP1 CIHO3U Ta CHIBYYTIIHBI 3iTXaHHSA. OIHAK MICIs KiTBKOX




story draws genuine tears and sympathetic sighs from her audience.
After several retellings, however, their sympathy turns to indifference
and eventually contempt. They mimic her self-reproaches and mock
her to her face. Her son’s fate has not changed, but tragedy has
collapsed under the weight of repetition.

Stories of trauma abound in contemporary scholarship on China.
Michael Berry’s study 4 History of Pain, which takes its title from Wu
Jianren’s novel, chronicles a litany of traumas that have buffeted
modern China from without and within since the nineteenth century.
David Der-wei Wang writes of a legacy of violence that has left
modern Chinese literature haunted by “the monster that is history.”
Wang Ban, drawing on the German literary critic Walter Benjamin, has
likened modern Chinese history to an accumulation of wreckage.
Official responses to historical trauma, which subscribe to a narrative
of revolutionary modernization, “stare at the bloody image for a
stunned moment, and then turn away to weave a narrative in a hurry,
[striving] to shape nonmeaning into meaning, the absurd into the
tragic, the stagnant into the progressive, the horrific into the
triumphant.” Writers who rejected this progressivist narrative, he
continues, learned instead to “linger on such images a bit longer,
collect more fragments from the wreckage, and archive them for
criticism and reflection.”

Another way of regarding history, as we saw with Wu Jianren’s 4 New
History of Laughter, is as an accumulation of jokes. Suffering does not
always preempt laughter; it may even call for it. At the end of

Shakespeare’s Loves Labour's Lost, Rosalind exhorts the glib-tongued
nobleman Biron to use his wit not to court her but to cheer the sick and

nepekasiB iXHe CHIBUYTTS MEPETBOPIOETHCS HAa OalayKIiCTh, a 3pEILTOI0 —
Ha npe3upcTBO. BoHN nepeapakHIO0Th ii CaMOTHI JOKOPHU Ta IIy3YyIOTh
iif B o0muuus. Jlond ii cuHa He 3MiHMIIacs, ajie Tpareis Oyna 3pyiiHoBaHa
ITi]T Baroto MOBTOPEHb.

VY cyuacHHMX HayKOBMX mpaipsx npo Kuraii 6arato posmnosizeit npo
tpaBmu. [ocmimkenns Maiikna beppi «Icmopis 6ont0», Ha3Ba IKOTO
MOXOJUTH BiJ poMany VY L[3sHbKeHa, onucye 0e3iid TpaBM, 110 3
NeB’ATOro CTOMTTS cTpscanu Kutait 330BHI Ta 3cepeaunu. Jesin lep-seit
Ban nuie npo cnaamuHy HaCHIILCTBA, Yepe3 SIKY CyYacHY KUTAWChbKy
JiTeparypy nepeciiaye «MOHCTp IIiJ Ha3BO icTopis». Ban ban,
CIMPAOYUCh HA HIMELBKOTO JIITepaTypHOro KpuTruka Bansrepa
benbsiMiHa, MOPIBHSIB Cy4acHY KUTANCBHKY 1CTOPIIO 3 HATPOMAPKEHHAM
pyiH. O¢iuiiiHi peakiii Ha ICTOPUYHY TPaBMY, 1110 MIATPUMYIOTh HAPATHUB
PEBOJIIOLIHHOT MOZIEpHI3allli, «Ha MUTb 3aCTUTAIOTh NE€PE]l KPUBABUM
BUJIOBHIILIEM, a MOTIM BiABEPTAIOTHCS, 11100 MOCIIXOM BUTaJaT HapaTHB,
[HaMararo4much| mepeTBOPUTH OE3IITy3/1s Ha CEHC, a0Cyp/l Ha Tpareiro,
CTarHaliro Ha nporpec, )xax Ha TpiyMd». [IucbMeHHUKH, K1 BIAKUHYIN
1Iei MPOrPECUBHUI HApaTHB, IPOIOBXKYE BiH, HATOMICTh HABYHITHCS
«3aTpUMyBATHUCS Ha TaKUX 00pa3ax TPOXH JOBIIe, 30MpaTu OibIIe
yJIaMKIB 3 pyiH 1 apXiByBaTH iX JUJIsl KPUTUKH Ta peduieKcii»

[Hmmi cnoci6 po3rsgaru icTopito, SIK MU Oa4uiIvd Ha npukiaai « Hogoi
icmopii cmixy» Y L[39HbXKeHS, MONArae B TOMY, 11100 pO3IIAAaTH ii K
HarpoMmaJKeHHs >kapTiB. CTpaxx1aHHS HE 3aBXK/U MEPELIKOKAE CMIXY, a
iHO/I HaBITH BUMarae ioro. HanpukiHii mekcipiBebkoi m°ecu « MapHi
3ycuiuIs KoxaHHs» Po3arninzia 3akinkae KpaCHOMOBHOTO apUCTOKpaTa




dying. Only this penance will convince her of his sincerity. He objects
that “Mirth cannot move a soul in agony,” but Rosalind reminds him
that

A jest's prosperity lies in the ear

Of him that hears it, never in the tongue

Of him that makes it.

Chinese writers of the early twentieth century did not need a lover’s
encouragement to seek humorous ways to minister to the citizens of a
dying empire (or, later, a sickly republic). Many threw themselves into
cheering everyone up with gusto, conceiving of uses for laughter
besides the palliative. Jokes could inspire reform; playfulness could
lead to new discoveries; mockery could shame the powerful into better
behavior. Conversely, laughter could be a symptom of cultural illness.
In one of Lu Xun’s most famous stories, “Diary of a Madman” (1918),
the narrator raves about seeing daggers in men’s smiles in a China as
hypocritical and murderous as Macbeth’s Scotland. Writers spoke of
laughter and tears not just as opposites but also as symbols of a
complex spectrum of feeling. They did so within a literary market
increasingly subdivided by genre. This may be one reason why Wu
Jianren wrote separate histories of laughter and pain, rather than just
consigning laughter to a supporting role in a grand drama of historical
trauma.

I use the word “laughter” in this book to denote a broad spectrum of
attitudes and behaviors ranging from amusement to buffoonery to
derision. I am interested in when and why certain modes of laughter
have become culturally endemic and, at times, propelled history in

bipoHa BHKOpPHCTOBYBaTH CBiif pO3yM HE JIJIsl TOTO, 1100 3aTUISTHCS 10
Hel, a mo0 mia0aabOPUTH XBOPUX 1 BMUPAOUNX. TUIBKH 11€ TTIOKASTHHS
nepekoHae ii B foro mupocTi. Bin 3anepeuye, 1110 «BecenicTe HE MOXe
3BOPYIINTH YTy, sika iepedyBae B aroHii», ajie Po3aninga naramye iiomy,
10

Yenix orcapmy neorcums y gyci

Tozo, xmo 1020 yye, a HiKOU He HA A3UY]

Toeo, xmo 11020 npoconouiye.

KuralicbkuM nucbMeHHHUKaM NodaTKy XX CTOJNITTS He moTpiOHa Oyna
MIATPUMKA KOXaHOi, 11100 11/10a1b0proBaTh r'yMOpoM rpomaasia Imnepii B
CTaHI 3aHenany (a 3roJjloM — HeMiyHoi pecityOiiku). bararo xto 3 Hux 13
BEJIMKUM €HTY31a3MOM B3sIBCS MiIHIMATH BCIM HACTpii, 0auaun B CMiXy HE
Juie 3aciO A7 MOJIereHHs CTpaX/1aHb. XKapTi MOIIIM HauXaTu Ha
pedopMu, TOTENHICTh — IPUBOJUTH JI0 HOBUX BIIKPUTTIB, a INIy3yBaHHS —
COPOMHTH MOKHOBIIA/ILIB 1 CIOHYKATH 1X A0 KPalloi HOBEAIHKH. 3 1HIIOTO
00Ky, CMIX MIT OyTH CUMIITOMOM KYJIBTYpHOI XBopoOu. B ogHOMY 3
HaiBigoMimux onosinane Jly Crons «l1logennnk 60oxeBimsHOrO» (1918)
OTIOB1/IaY MapUTh MPO T€, 0 OAYUTH KUH/HKAIHM B TIOCMIIIKAX JIFOACH Yy
Kurai, TakoMy *x JUIieMipHOMY i KpoBOXepauBoMy, sik LloTnanmis
Maxb6era. [TucbMEeHHUKN TOBOPUIIM PO CMIX 1 CJIbO3H HE JIUILE SIK ITPO
MPOTUJIEIKHOCTI, a i K PO CUMBOJIU CKJIQJHOTO CHEKTPY Mo4yTTiB. BoHn
poOWIIH 11e B yMOBaxX Jie/1alli OuIbIe po3ApiOHEHOTO 32 JKaHpaMHu
JiTeparypHoro puHky. Lle Moxe OyTH OHi€l0 3 IPUYHH, YOMY Y
L[3sHBKEHBb HaMMCaB OKpeMi icTopii cMixy Ta 000, a He IPOCTO Bi/IBIB
CMIiXy IPYTOpPSIIHY POJb Y BETUKIN ApaMi ICTOPUYHOT TPABMH.

V 1 KHU31 1 BAKOPUCTOBYIO CJIOBO «CMIX)» ISl HO3HAUYEHHS IIUPOKOTO
CTIEKTPY HACTPOiB i MOBEAIHKH — BiJI PO3Baru J0 KJIOYHA/IX Ta ITy3yBaHHI.
MeHe 11iKaBUTh, KOJIM 1 YOMY TIEBH1 BUAHM CMIXY CTaJIH KyJbTYPHOIO
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unexpected directions. Few would argue that China’s modern
experience has been primarily jolly. But its wits and wags have
arrested attention and influenced public sentiment. “Humorists fatten
on trouble,” E. B. White noted, and in modern China there was plenty
of that to go around. Even poison, the pharmacologist Li Shizhen
discovered in the sixteenth century, can induce laughter if prepared
with the right recipe. And modern Chinese writers and artists have
been adept at comic alchemy, converting toxic politics into
nourishment for cultures of mirth.

A HISTORY OF LOSS

Shixiao K%, the phrase appearing in this chapter's title, means to give
an inadvertent laugh, or to break into laughter. The word xiao%% itself
has multiple possible meanings, as a verb (to laugh, to smile, to mock),
as a descriptor (laughable, ridiculous, derisive), and as a noun
(laughter, smile, joke, jest). Chinese shares the semantic overlap of
smile/laugh with Romance languages such as Latin, Italian, French,
and Spanish, and with German (/dcheln, to smile; lachen, to laugh),
though not with English. The graph?% is rooted in natural imagery. A
love poem in the Classic of Poetry, dating back more than twenty-six
hundred years, likens a young woman’s fetching smile to “peach
flowers blossoming bewitchingly, shining with youthful radiance.” The

0COOJIMBICTIO, @ 1HOMI ¥ PYIIIHHOIO CHJIOKO, 110 CPSMOBYBAJIA iCTOPIIO B
HECIo/I1BaH1 HanpsAMKHU. MaJjo XTo 3alepeyunTh, 1110 ICTOPisl Cy4acHOTO
Kurato Oyna nepeBaxHo Becesoro. Aie 11 ryMop 1 jkapTu IpUBEpTaIn
yBary Ta BIUIMBAJIM HA CyCNUIbHI HACTPOl. «['yMOpHCTH KUPIIOTH Ha
6111», —3a3nauaB E. b. BaiiT, 1 B cyyacnomy Kurai ii O6ymno Brocrans.
Hagitb otpyTa, sik Binkpus y XVI ctomirti papmaxonor Jli Hluwxkens,
MOX€ BUKJIMKATU CMiX, SKILO il IPUTOTYBaTH 3a MPaBUILHUM PELIETITOM.
A cydJacHi KUTalChKi TUCbMEHHHUKHU Ta MUTIII MaCTEPHO BOJIOIIIOTh
KOMIYHOIO aJIXIMi€l0, IEPETBOPIOIOYN TOKCUYHY MOJIITUKY Ha ITOXKUBY JJIS
KyJBTYPH BECEJIOILIB.

ICTOPIA BTPATHU

Llucso K5 — Bupas, mo ¢irypye B Ha3Bi LIHOTO PO3JiY, O3HAYAE
«HEHABMHCHO TIOCMIXHYTHCS» a00 «po3perorarucs». Came c0Bo cs10 %
Ma€ KUJIbKa MOXJIMBUX 3HAUEHb: SIK JIECIOBO (CMISTUCS, TTOCMIXaTHUCH,
IITy3yBaTH), sIK IPUKMETHUK (CMIIIHUHI, Oe3nTy3nil, IITy3IuBHil) 1 5K
IMEHHUK (CMiX, IOCMIIIKa, >kapT). Kuralicbkka MoBa Mae CIuIbHI
CEMaHTHYHI IEPETUHU I1I0JI0 MTOCMIIITKH/CMIXY 3 POMAaHCHKUMHU MOBaMH,
TaKWMU SIK JIATWHA, iTaJiiicbKa, (paHIly3bKa Ta iCIIAHChKA, a TAKOXK 3
HiMenbKoto (ldcheln — mocMmixatucs; lachen — cMisITUCS), X0 1 HE 3
anriicekoro. lepormid 25 Mae KOpiHHSA B IPUPOIHKX 0Opa3ax.
Jlro6oBuuii Biptn y [l1u y3in[2], natroBanuii nonan 2600 pokamu Tomy,
MIOPIBHIOE YapiBHY MOCMIIIKY MOJIOJIO1 JKIHKH 3 «KBITaMH ITEPCHKA, 10
3a4apOBYIOTh CBOIM LIBITIHHSIM, CAIOYH MOJIOAICTION. MeTtadopy
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metaphor of the smile as a flower in bloom can be found in other
languages too.

Chinese characters, however, allow for unique forms of visual
wordplay (more examples of which appear in chapter 3). During the
Song dynasty (960—1279), the poet Su Shi once criticized the overly
literal interpretations in fellow poet Wang Anshi’s book Chinese
Characters Explained with a riddle that alluded to an ancient form of
the graph. “Why does using bamboo to beat a dog result in laughter?”
(Put bamboo 1Ton a dog K and you get laughter %%.) Zhu Zhanji, who
ruled as Emperor Xuanzong of the Ming dynasty, used a similar
graphic pun in his 1427 painting 4 Laugh (see figure 1.1).

Shixiao, to adopt a literal reading, could mean not to lose oneself to
laughter but to lose laughter itself. In Umberto Eco’s novel The Name
of the Rose, a murder mystery set in a medieval Italian monastery leads
to a copy of Aristotle’s lost book on comedy. The murderer, who sees
mirth as a metaphysical threat to the Benedictine order, has poisoned
its pages so that readers laugh themselves to death. Discovered, he
burns the book (in the process setting the entire library ablaze) so that
the source of laughter is lost forever.

In “A History of Laughter,” a short story by the May Fourth writer Zhu
Ziqing published around the same time as Cheng Zhanlu’s parody, a
young woman tells how her childhood penchant for hearty laughter
eroded away. She marries, and her laughter is suppressed by in-laws
who demand that she conform to standards of ladylike propriety. The
family falls on hard times and, step by step, her hearty laughter gives

MOCMIIIKY SIK KBITKH, 1[I0 PO3KBITAa€, MOXKHA 3HANTH U B 1HIIMX MOBAaX.

OnHak KUTaChKI 1€pOrTi(H T03BOJIAIOTH CTBOPIOBATH YHIKaJIbHI (hOpMU
Bi3yaJIbHUX KanaMOypiB (Oibllie MPUKIIaiB SKUX HABEIECHO B PO3LIL 3).
[Tig yac aunactii CyH (960-1279) noet Cy lllu sikoch pO3KpUTHKYBAB
Ha/ATO OyKBaJbHI TIYMauyeHHs y KHU31 CBOTO Kojeru-noera Ban Anburi
«lloscnenns kumaiicokux i€epoenighie» 3a TOMOMOTOO 3araKu, 110
HaTsKaja Ha J1aBHIO popMy 11bOro iepormida. «Homy, koau 6amOykoM
0’10Tb co0aKy, e Bukankae cMix?» (Iloknanite 6amOyk 17 Ha cobaky K,
i Bu oTpuMmacete cmix 2£.) Wy UkanbL3zi, iMieparop quuactii Min mig
iM’sim CroaHbLI3yH, BUKOPUCTAB MOA10HUN rpadiuHuii KanamOyp y cBOil
kaptuHi 1427 poky «Cwmix» (nuB. imoctpauito 1.1).

lucso, AKIO TIIyMauuTH OyKBaJIbHO, MOXKE O3HAYaTH HE BTPATUTU cebe
B1JI CMiXYy, @ BTpaTuTu cam cmix.yY pomani YmOepto Exo « /v ’s pozuy,
TAaEMHMILIS BOMBCTBA B CEPEIHbOBIYHOMY ITaTIiCBKOMY MOHACTHUPI
MIPUBOAMTD 10 3HAXIJKU KOIIi BTpauy€HOi KHUTU ApICTOTENS PO KOMEIO.
BOuBLs, sikuii BOauae y Becemomax MeTadizsnuny 3arpo3y

BiJl cMixXy. BUKpuTHiA, BiH criaiioe KHUTY (TP LbOMY MiJIaTI004H BCIO
010mioTeKy ), OO HKEepeno cMixXy OyII0 Ha3aBK/I1d BTpavcHE.

[Mpuxunpauk Pyxy 4 TpaBus Yxy L[3imin y cBoeMy omnoBiganHi «IcTopis
CMiXy», OIyOJIIKOBAaHOMY TIPHOJIM3HO B TOW CaMUU 4Yac, 110 i mapomis Yen
UxaHbTy, pO3MOBIAAE PO T€, IK Y MOJIOJO1 XKIHKU 3HUKIIA AUTAYA
CXWJIBHICTB JI0 IIMPOTO cMiXy. BoHa BHXOIUTH 3aMixkK, 1 ii cMix
MPHUIYIIYIOTh POINY1 YOJIOBIKa, SIKI BUMAararoTh, 11100 BOHA Bi/NOBigana
HOpMaM KiHOo4uoi pucTorHOCTI. CiM’sI MOTpaIIsie y CKpyTHE CTaHOBHIIIE,
1 KpOK 32 KPOKOM ii IIMPHUI CMiX MOCTYHNAETHCS MIiCLIEM MPUTITYILIECHOMY
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way to muted laughter, then silence, tears, and finally a numb inability
to laugh or cry. Reaching abject middle age, she comes to resent the
laughter of others. The story makes an implicit call for women’s
liberation typical of socially progressive fiction of the 1920s. Readers
responded with expressions of “inexpressible sorrow” and sympathy
for the protagonist, calling her the oppressed “sacrificial object” of
China’s patriarchy, even as some blamed her for being too weak to cast
off her slave mentality. In this story, laughter is a pathetic foil to a
broader social tragedy, and Zhu’s history of laughter turns out to be
about its disappearance.

In the 1930s, Zhu’s story was anthologized in the influential
Compendium of China's New Literature, making laughter’s
disappearance part of the modern Chinese literary canon. Nor has the
loss of laughter been purely fictional or metaphorical. When it
appeared in 1902, the political reformer Liang Qichao’s futuristic novel
The Future of New China (discussed in chapter 3) was accompanied by
playful commentaries; most later anthologies left them out, in doing so
hiding Liang’s participation in the bantering side of Chinese literary
culture.

After the founding of the People’s Republic of China (PRC) in 1949,
every schoolchild learned that the Old Society was a time of bitter
suffering; the only people who laughed in that era’s propagandistic
depictions of the Old Society were evil capitalists and landlords. Any
other past laughter became something to explain away. At best, as
symbolized by the Party-lauded satire of Lu Xun, it testified to the
resilience of the Chinese people, their ability to “make merry amidst

CMiXy, TOTIM MOBYAHHIO, CJIbO3aM 1 3PEIITOI0 OaliTy>KOt0
HECTIPOMOYKHICTIO CMISITUCS UM TUTaKaTh. JlOCATHYBIIN YKaJTIOT1THOTO
CEpeIHBOTO BiKY, BOHA TOYMHAE HEHABUIITH cMiX iHIIMX. OmoBigaHHS
HETIPSMO 3aKIJIUKAE JI0 )KIHOUOTO BU3BOJICHHS, 1110 € THIIOBUM JJIS
colianbHO-TIporpecuBHoi Jiteparypu 1920-x pokis. Peakuiero unrauis
CTaJIO BUCJIOBJICHHS «HEBUMOBHOTO CMYTKY» Ta CITIBIYTTS JI0 TOJTOBHOL
repoiHi, SIKy Ha3uBaJId 3arHOOIEHOI0 «IIOKEPTBOIOY» KUTAHCHKOTO
naTpiapxarty, Xo4ya JeXTo i 3BUHYBauyBaB il B HaJIMIpHIH cJ1a0KOCTI, 1110
HE J103BoJMIIA i Mo30yTHCS pabChKoi MEHTAIBHOCTI. Y 11iHl icTOpil CMIX €
CYMHUM (POHOM IIKPILIOT CYyCHUIbHOI Tpareaii, a icTopist cMixy Yxy
BUSIBJISIETHCS 1CTOPIEIO OTO BTPATH.

VY 1930-x pokax onoBifgaHHs YKy yBIHIIO 1O BUAATHOI aHTOJOTIT
«30ipHuK HOB0I KUMAUCLKOI Timepamypuy, 3aBISKA YOMY 3HUKHEHHS
CMIXY YBIMIIUIO 1O KAHOHY Cy4acHOi KuTaicbkoi Jiteparypu. [Ipu npomy
BTpara cMixXy He OyJia cyTo Burajaanoro uu Meradopuynoro. [lossa y 1902
poli GyTypHCTHYHOIO pOMaHy noJiTuaHoro pedopmaropa JlsH Livao
«Marioymne Hosozo Kumatoy» (nipo sikuii Haetbcest y po3aiii 3)
CYHPOBOKYBaJIacsl KapTiBIMBUMH NMPUMITKAMH, sIKi B OLIBIIOCTI
MI3HIIIKX aHTOJIOT1H OYyJ10 OMyIIEHO, TUM CaMUM IIPUXOBYIOUHU Y4acTb
JlsHa y *KapTiBIMBINA CTOPOHI KUTAHCHKOI KYJIBTYPH.

ITicna 3acnyBanHs Kuraiicekoi Haponnoi Pecniy6niku (KHP) y 1949 poui
KOKEH IIKOJISIp BUBYAB, 110 CTape cycniibeTBO[3] Oysi0 4acoM TipKUX
CTpaXKIaHb, & €EAUHUMU JIIOJIbMHU, SIKI CMISUTHCS Y POTaraHIuCTChbKUX
300paxeHHs X CTaporo CyCIiabCTBa Ti€l €MOXH, OyJIU 3711 KaImiTaliCTH Ta
MOMIIIUKU. Byab-Kuil iHIIUH CMIX y MUHYJIOMY CTaBaB MPEAMETOM
MOSICHEHb. B KpamoMy BHIIAIKY, SIK IOKa3aHO B CXBAJICHIH MapTi€io
carupi Jly Cins, 11e CBiTYHIIO PO CTIHKICTh KUTAMCHKOTO HAPOY, HOTO
3JIATHICTD «BECEIUTHUCS CEPE]] TIPKOTO KHUTTI» (KYUdCyH y3syone),
JO3BOJIATH cO01 «T1pKy MOCMIIIKY» (KVcs0) abo TTy3yBaTH 31 CBOIX
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their bitter lives” (kuzhong zuole), to allow themselves a “bitter smile”
(kuxiao), or to mock their tormentors.

Various local forms of comic performance, such as Beijing- and
Tianjin-based xiangsheng (“face-and-voice,” often rendered as “comic
cross-talk™) and Shanghainese farce (huaji xi), had long provided
vibrant, bawdy, and often politically satirical entertainment in village
marketplaces, city streets, tea houses, theaters, and, during the
Republican era, on the radio as well. During the early days of the PRC,
as part of the Party’s rejection of elite culture in favor of popular folk
traditions, scholars transcribed routines by old masters of
Shanghainese farce. Yet they were compelled to “clean them up” for
political correctness. As the editor of Jiang Xiaoxiao’s “Ah Guan from
Shaoxing Rides the Train” explained in 1958, the play had originally
made fun of country bumpkins, but, as peasants were now a venerated
social class, he “realigned the satirical barb” to point at the son of a
rustic rich man.

In a very real sense, then, China’s modern literary history is one of lost
laughter. Yet, as many historians have pointed out, history is
experienced differently than how it is later reconstructed as a series of
events (contextualized with the benefit of historical hindsight) or
transformed into myths to serve present agendas. Histories of events
tend to focus on the traumatic and the dramatic, rather than on
everyday moments of communal or private amusement. The Old
Society was a time of tears and sorrow—this is the bedrock myth on
which the Communist Party after 1949 built its narrative of socialist

MYYHUTEIIB.

PizHOMaHITHI JTOKaJbHI POPMHU KOMEIi1, TaKi K NEeKIHChKUH Ta
TAHBI3IHbCHKUN CAHUeH («OOIMIYS Ta TOJIOCY», YaCTO MEPEKIATA€ThCS SIK
«KOMIYHMH A1aJIor») Ta MIaHXalchKuil Gapc (xyaysi ci), BKe 1aBHO
3a0e3nevyBajy sICKpaBl, ByJbIapHI Ta 4aCTO CAaTUPUYHI pO3Baru Ha
CUIBCBKUX PUHKAX, MICBKUX BYJIMLSX, y YaHHUX, TeaTpax, a B Iepiof
PecnyOmiku — Takox 1 Ha panio. Y nepuui poku icnyBaHHs KHP, B pamkax
BIIMOBH TapTii BiJl eiTapHOI KyJbTypH Ha KOPHUCTh HAPOIHUX TPaaULIiH,
BYCHI 3allMCyBaJI HOMEPHU CTAPUX MAaUCTPIB MIaHXaluCchKoTo (apcy. OmHak
BOHHU OYyJIM 3MYIIEHI «OYMCTUTH» 1X 3apajyl MOJITHUYHOI KOPEKTHOCTI. K
nosiciuB y 1958 poui pegaxrop n’ecu L3sH Csiocsio «A I'yans 13 [llaocina
ine moi3pom», CroyarTky I1’€ca BUCMiIOBaja CUICHKHUX MPOCTAKIB, aje,
OCKIJIbKH CEJISIHU TeNep CTaIM IIaHOBAHUM COLIaJIbHUM KJIacOM, BiH
«TIepeHanpaBUB CaTUPUYHHUNA YKOID» HA CHHA CUIBCHKOTO Oararis.

TakuM 4MHOM, Y OyKBaJIbHOMY CEHCI cydacHa JiiTeparypHa ictopis Kuraro
— 11e icTopist BTpayeHoro cMixy. [Ipore, Ha yMKy 6araTbox i1CTOPHUKIB,
CIPUIHATTSA 1CTOPIi BIAPI3HAETHCS BiJl 11 MI3HIMIOTO BIATBOPEHHS Y
BUIJISAJII TTOCTIOBHOCTI MO (KOHTEKCTyaTi30BaHUX 3 BUCOTH
MIPOHIEHOTO Yacy) abo mepeTBOpeHHs Ha Mi(u, 1110 BiAMOBIIAI0Th
Cy4acHHMM 1HTepecaM. XPpOHIKHU MOAiH, K MpaBUiIo, 30CEPEIKYIOThCS Ha
TpaBMaTMYHOMY Ta IpaMaTUYHOMY, a HE Ha MOBCAKIEHHUX MOMEHTAxX
CyCHuIbHOI 9M pUBaTHOI po3Baru. CTape CyCrmiibCTBO OYyII0 4acoM CIIi3 i
ropst — 11e Toit pyHaamMeHnTanbHui Mid, Ha sikomy KomyHicTH4YHa mapTist
nmoOyryBaia CBOIO PO3IOBIIL PO COIiaTiCTHUHUH Tiporpec. s kaura €
«HOBOIO» 1CTOPI€I0 YACTKOBO TOMY, III0 CMiX HOIEPEIHbOT eOXH
PO3TOBIIa€ 30BCIM 1HIITY i1CTOPIFO.
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progress. This book is a “new” history in part because the laughter of
the preceding era tells a different story.

Breaking into laughter is, after all, an involuntary act. Doctors of early
imperial China diagnosed excessively frequent or hearty laughter as
being a symptom of mental illness, demon possession, food poisoning,
poor circulation of the ¢i, or illness of the viscera. (A common
prescription: stop laughing.) The Ming dynasty Systematic Materia
Medica records pathological cases of involuntary, excessive laughter,
including one woman who laughed uncontrollably for six months. In
late Qing and Republican China, people laughed in spite of
authoritative voices claiming either that they should not laugh or, after
the fact, that they did not laugh. What a person does with the
“uninvited snicker,” E. B. White wrote, with hyperbole that his
contemporary Lin Yutang, then hailed as China’s “Master of Humor,”
would appreciate, “decides his destiny.” Not a few Chinese writers
invited snickers by parroting injunctions to gravity. Zhang Tianyi
introduced his 1931 novel Ghostland Diary: “I have refrained from
putting anything amusing, funny, or irreverent in this diary. My attitude
has been entirely serious, so I must request that you also—read it
seriously.”

Wu Jianren called his joke series a new history of laughter to
distinguish it from old histories. The Records of the Grand Historian, a
monumental work dating back more than two thousand years to the
Han dynasty, contains an entire chapter on the humorous sayings of
court wits. Song and Ming writers compiled at least three separate
collections entitled A History of Humor (Xie shi). A Qing editor retitled

Bpemti-pemt, po3cmiaTucs — 1ie MUMOBLUITBHA fist. Jlikapi
paHHboiMIIepcbKkoro Kuraro giarHocTyBaau HaAMIpHO YacTHH ab0 TydHui
CMIX SIK CUMIITOM IICUXIYHOTO 3aXBOPIOBaHHS, O/IEP)KUMOCTI IEMOHAMU,
XapyoBOT'0 OTPY€EHHsI, TOTAHOTO KPOBOOOITY yi a00 3aXBOPIOBAHHS
BHYTpilHIX opraHiB. (HailinmommpeHniie gikyBaHHS: IPUITUHUTH
cMmisitucs.) Y menuuHiil npani «Systematic Materia Medica» nunHacTii
MiH onucaHOo MaToJIOT1YHI BUMAIKH MUMOBLIBHOTO, HAJIMIPHOTO CMIXY,
cepesl IKUX — O/IHA JKIHKA, sIKka HECTPUMHO CMisiIacs IpOTATOM LIECTH
MicsiB. [1in kinens npasninas nuHactii Lin Ta 3a gaciB Kuraiicekoi
PecnyOmiku Jitoau CMIisUTUCS BCyIleped TojocaM aBTOPUTETIB, 1110
3a00pOoHsUIU cMiATUCS ab0 cTUpaiu iXHiM cMiX 3 icTopii. Kopucrytounch
rinep0ooo, Ky 0 OLIHUB TOAIIIHIN «MaiicTep rymopy» Kurtaro Jlin
IOtan, muceMmennuk E. b. Balit kazaB, 110 T€, SIK JIIOJUHA TOBOAUTHCS 31
CBOIM «HEMPOXaHUM CMIXOM — BH3Ha4ae ii 1omo» Ynmano KuTaichKux
aBTOPIB BUKJIMKAIH [TOCMIIIKH, TAPOIIOI0YH 3aKIUKH /10 CEPHO3HOCTI.
Wxan Tsubi y nepeamosi 10 ceoro pomany 1931 poky «ll{onenHuk
KpaiHu NPUBUIB» MHCaB: «S yTpuMaBcs BiJ TOTO, 11100 BHOCUTH B 1Iei
II0/IEHHUK Oy/b-1110 KyM€e/IHE, CMIIIHE YU HelIaHOOnMBe. Mo€e CTaBIeHHS
OyJ10 LIJIKOM CepHO3HUM, TOXK 51 MYIITy TONPOCUTH Bac TaKOXK — YUTATU
HOr0 CEepUO3HO».

V 1[3sHBKEHB JaB CBOIH 30ipIii skapTiB Ha3By «HoBa icTopist cMixy», 1100
BIJIPI3HUTH 11 BiJl onepeanix icropiit. «[llu y3i»[4], MOHyMeHTaIbHUI
TBip 3 OUTBII HI’K JTBOTUCSYOTITHHOIO 1CTOPIEIO, IO CATAE YaCiB TUHACTIT
XaHb, MICTUTh LUTHN PO3/LJI, TPUCBAYCHUNA TYMOPUCTUUHUM
BUCJIOBIIIOBAHHSM TPUIBOPHUX AOTeHUKIB. [Tncbmennuku nuHactii CyH
1 MiH yknanu njoHaiiMeHIIe Tpu oKpeMi 301pKu Mij Ha3BOM «/cmopis
eymopy» (Ce wiu). Pemaxrop nunacrii L{in nepeliMenyBaB oiHy 301pKy
*apTiB AuHacTii MiH Ha «Icmopisa cmixy 6i0 0asHunu 0o cyyacHocmiy. Y
XIX cTomitTti 3’ IBHIJIOCS IOHAWMEHIIIE 111e AB1 «Icmopii cmixy».

Ha3ga kuuru Y L[3sHpxkeHs He Oyna yHIKaJIbHOIO HaBITh Y TOM yac. Ha
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one Ming joke collection A History of Laughter from Ancient to
Modern. At least two more Histories of Laughter appeared in the
nineteenth century.

Wau Jianren’s title was not unique even in its own day. In the early
twentieth century, Shanghai’s newspaper of record, the Shun Pao,
carried dozens of “histories of laughter” (xiaoshi), including news
items about public figures who had made fools of themselves, as well
as jokes appearing in its literary supplement. One 1915 item in the
local news pages related a “new history of laughter” about a mother
and daughter who made their living defrauding men by arranging
marriage contracts and then absconding with the dowry money. A 1918
abridged translation of Charles Dickens’s The Pickwick Papers was a
xiaoshi. So was a 1920s novel called The Ridiculous Miser. So was a
translated 1930s comic strip featuring American silent film comedian
Harold Lloyd.

Wau Jianren, in short, was borrowing a common trope, one that uses the
word history loosely. The Shun Pao examples, to begin with, might be
better called funny stories, absurd tales, or mock biographies rather
than histories in the grand sense. Xiaoshi tended to emphasize the
laughter rather than the history. If “history” refers to actual events, Wu
Jianren’s claim is spurious at best, as only a few of its jokes claim to be
true stories, rather than fictional contrivances. His New History of
Laughter is also fragmentary, an assemblage of short narratives
tenuously connected by general headings. And not all of them are new:
Wu admits to retelling others’ jokes.

noyarky XX CTOJNITTA aBTOpPUTETHA IIaHxalchka razera «lyn [Tao»
myOIiKyBaja IeCSITKH «ICTOPii cMiXy» (CSIOIIN), cepell IKUX OyiH K
HOBMHU MPO MyONIYHUX JISYiB, 0 BUCTABUIIN ce0e Ha MOCMiXOBHCHKO,
TaK 1 aptu 3 ii jJiteparypHoro nonarka. Ogna crartst 1915 poky 3
PO3LTy JTIOKaJIbHUX HOBUH PO3MOBIiJaJia PO «HOBY ICTOPIIO CMIXy» PO
MarTip 1 A0UKY, SIK1 )KHJIU I1aXpaiicTBOM, OpraHi30BYIOUYH OJIPYKEHHS, a
MOTIM 3HUKaro4M 3 npuaanuM. CkopodyeHui nepexniaj pomany Yapib3za
Hixenca «llocmepmni 3anucku Iliksikcokozo kunyoyy 1918 poxy OyB
csaowu. Tak camo sik 1 pomad 1920-x pokiB mif Ha3BoKO « CyiwHuil
cknapay. Tak camo i nepexnageHuii komikc 1930-x pokiB, y sIkOMy
¢birypyBaB aMepUKaHChKUI KOMIK HIMOT0 KiHO ["apomba JImoii.

Kopotko kaxxyuu, ¥ L[3sHbkKeHb KOPUCTYBABCS MOLMIMPEHUM
JTepaTypHUM MPUITOMOM, KOJIM B)KUBAB CIIOBO «ICTOPIsH» Y OUIBII
mmpokoMy 3HadeHHi. [Ipuxnaau 3 «Ilyn ITaoy, no-nepiue, kparie
Ha3BaTU TyMOpecKaMu, a0CypAHUMH OMOBIIKAMH YU MapOIIHHUMU
6iorpadisimu, a He ICTOPI€I0 Y 3arajlbHONPUHHATOMY po3yMiHHI. Couiu
MaJIi TEHJECHIIII0 HaroJjoulyBaT Ha CMIXY, a HE Ha CHKeTl. SIKIo
«ICTOPIsH» CTOCYETHCS peallbHUX MOAIH, TBepkeHHs Y LI3sHbKeHs y
KpaloMmy pasi € XUOHUM, OCKIJIBKU JIUIIE K1JTbKa HOTO JKapTiB
MPETeHIYIOTh Ha Te, 1100 OyTH iICTOPUYHUMH (PaKTamHu, a He XYI0KHIM
BuMucIIOM. J{o Toro x fioro «Hosa icmopis cmixy» € pparMeHTapHOIO —
1e 30ipKa KOPOTKUX OMOBi/IaHb, CIIA0KO MOB’sI3aHUX 3aralbHUMHU
3arosioBkamu. Ta i He BC1 BOHH € HOBUMH: Y [I[3sTHB)KEHD 313HAETHCS, 110
nepekasye 4yxi JKapTu.

Jliteparyposnasuis Jxynit LelTnin 3a3Ha4ae 1010 pi3HOMaHITHUX
KATAHCHKUX «iCTOPiil» PO HAANPHUPOIHE, OIMyOIIIKOBAHUX y MEPIiO MK
XVI1i XVIII cronitTsimMu, 10 «TEPMIH «iCTOPisH» Y iXHIX Ha3BaX, 3/1a€ThC,
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Literary historian Judith Zeitlin remarks of the various Chinese
“histories” of the supernatural published between the sixteenth and
eighteenth centuries that “the term ‘history’ in their titles seems only to
indicate that these works are compilations on a specialized subject,”
and that “in certain contexts, [it] may approach the earliest Greek
meaning of historia—an ‘inquiry into’ or ‘an investigation of.””” One
preface to the late Ming collection Expanded History of Humor
suggested that it could “expand not only humor, but also history; and
not only history, but also the minds of those who read history.” In the
publishing industry when Wu Jianren was writing, “histories” of
laughter tended to be humor compilations rather than theoretical
investigations, which appeared under other designations, from informal
chats (zatan) to formal discourses (lun).

The proliferation of Chinese “histories of laughter’—enabled by an
expanding modern press—reveals, in a material sense, the coexistence
of many histories within History. Popular culture and print culture were
shaped by an array of comedic impulses, from one-upping adversaries
with humorous insults to playing with everyday objects and
discovering fun in the mundane. While sometimes inspired by topical
concerns, comic works of this period represent more than just sideways
glances at recent traumas or the wreckage of history, since they also
look ahead. In embracing, mocking, or making light of what is or what
has been, comedy also invites expectation. The history of laughter is a
history of, among other things, anticipation—of “wait till you hear this
one” and “tell me another one.”

JIMILIE BKa3ye Ha Te, 10 11l TBOPH € 30ipKaMu Ha MEBHY CIeliali30BaHy
TEMY», 1 10 «y IEeBHUX KOHTEKCTax [BiH]| Moke HaOIMKATHCS 10
HAWAABHIIIOTO IPEIbKOTO 3HAYEHHS CIIOBA Aistoria — «I0CTIIKEHHS» a0
«poscmigyBaHHM»». [lepeamona 10 301pKu 9aciB Mi3HLOT AMHACTIT MiH
«Poswupena icmopis cymopy» MICTHJa MIPUITYILIEHHS, 110 BOHA MOXKE
«PO3IIUPUTH HE JIUIIE TYMOD, a 1 1ICTOPII0, 1 HE JIUIIE ICTOPIt0, a H yMHU
THUX, XTO 11 unTae». 3a yaciB Y L[3sHpKeHs y BUAABHUYIN CIIpaBi «icTopiin
cMixy Oynu cKopille F'yMOPUCTUYHUMHU 301pKaMu, a He TEOPETUUHUMU
JIOCIIIKEHHAMH, 1110 BUXOIMIIN i IHITUMH Ha3BaMH — Bif
HeopmanbHUX pO3MOB (y3amar) 10 HOPMATBHUX TPAKTATIB (IYHD).

[TommpeHHst KUTAHChKUX «ICTOPIM CMIXY» — SIKE CTaJIO MOKIMBUM
3aBIISIKHU TTOIIHMPEHHIO CYy9acHOI MpecH — (PaKTUIHO CBITYHUTH TIPO
CMiBICHYBaHHs 0ararboxX OKpeMHX 1CTOpiil y paMKax 3arajibHoi IcTopii.
[TomymnsipHa Ta ApyKOBaHA KYIBETYpH (HOPMYBAJIHCS i BILTABOM
PI3HOMaHITHUX KOMEAIMHUX IMITYJIbCIB — BiJl IEPEMOT'H BOPOTiB 32
JIOTIOMOT OO JIOTEMHOT JIaliKK 10 pO3Bar 13 NOBCSIKACHHUMHU MPeIMeTaMu
Ta MOIIYKYy BecesolliB y OyieHHOMY. X04 1HO/1 i HaTXHEHHI
aKTyaJbHUMHU MpoOIeMaMy, KOMIYH1 TBOPH 1IbOTO MEPIOY € HE JIUIIE
NoOKHUM TOIVISIOM Ha HEIlloJIaBHI TpaBMM 4YM PYiHH icTopii, a i
MOTIISIIOM y MaOyTHE. [TinTpuMyroun, BUCMIIOIOUH YH 3HEIIIHIOIOUH
MUHYJIE i TENepilliHE, KOMEisl TAaKOXK BHKJIMKA€E OUiKyBaHHS. [cTopis
CMIXY — II€, 30KpeMa, 1CTOPisi OYIKyBaHHS: B/l «3a4eKau, 1ie 111e He
KIHELbY 710 «PO3KaKH I1I€ OTHY .
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THE AGE OF IRREVERENCE

China’s Republican period was one of remarkable openness, a new
climate of earnest searching and experimentation with roots in the
exploratory culture of the late Qing. Irreverence—meaning an
insouciant attitude toward convention and authority—was one
disposition driving the exploration. Breaking rules, disobeying
authorities, making mischief, mocking intransigent behavior and
thought, and pursuing fun all contributed to an atmosphere of cultural
liberalization. Open contempt for the Manchu royal court fueled the
1911 revolution. Irreverence also helped to enable positivistic blue-sky
thinking, as seen in a wave of futuristic science fantasy novels in the
1900s. Impudent humor, of course, is not the exclusive province of
modernists or traditionalists, conservatives or radicals. Chinese writers
and artists of the early twentieth century were equally irreverent in
inveighing against the fads, excesses, and new sacred cows of the
modern era.

The book outlines five of the most important comic trends of the early
twentieth century, each identifiable by a key word or phrase: xiaohua,
youxi, maren, huaji, and youmo. The English terms found in the
chapter titles—jokes, play, mockery, farce, and humor—are not direct
translations. They point in a general direction and give anchor to the

EITOXA HEIIOKOPH

PecnyGnikancrki yacu B Kutai Bii3HAUUINCS BUHSITKOBOIO BIIKPHUTICTIO,
aTMoc(eporo MajJKuX MOUIYKIB Ta eKCIIEPUMEHTIB, HATXHEHHOIO 1yXOM
MI3HAaHHA, 10 TaHyBaB HanpukiHi AuHacTii L{in. Hemokopa — To0T0
Oaiiy:xe CTaBICHHS JI0 TPAJAULIN Ta BIaau — Oyia OJHI€I0 3 PyIIIHHUX
cwJI nux nouykis. [lopyiieHHs nmpaBuil, HEMAKOPEHHS Bal,
XyJTIraHCTBO, BUCMIIOBaHHS KOHCEPBAaTUBHUX YSBJICHb, @ TAKOXK Kara J10
po3Bar — Bce Ie cpusuIo Jiidepanmisaiii KynsTypu. Binkpura 3ueBara 10
MaHBYKYPCHKOTO JBOPY CcTajia KaranizaropoM peBoitomii 1911 poky.
Henokopa Takox cripusijia ONTUMICTHYHOMY Ta HAYKOBOMY CBITOTJISTY,
IIPOSIBOM SIKOTO CTasia XBUJIS (PyTYPUCTHUHUX HAyKOBO-(aHTACTUUHUX
poMmaHiB y 1900-x pokax. 3BU4aifHO, 3yXBaJIUi T'yMOp HE € IPEPOraTUBOIO
JIMILE MOJIEPHICTIB UM TPAJAMIIIOHAICTIB, KOHCEPBATOPIB YU PaJAUKAIIB.
Kuraiicbki NMCbMEHHUKH Ta MUTLI o4aTKy XX cTOMITTS OyJid OJHAKOBO
HEMOKIPHUMHU y CBOil KPUTHII MOJHUX TEHEHIIIH, KpallHOIIIIB Ta
«CBSIIIICHHUX KOPiB» HOBOI €TIOXH.

VY KHM31 OKPECIIECHO I’ ATh HAMBAKJIMBIIINX KOMEIIMHUX TEHACHITIN
nmoyarky XX CTONITTS, KOKHY 3 SIKMX MOXHa 11IeHTU(IKyBaTH 3a
KJIFOYOBUM CJIOBOM 4H ()Pa30r0: csA0Xya, 10Ci, MapeH, Xyay3i Ta iomo.
VYKpaiHChKI TEpMiHH, 110 3yCTPIYAIOThCs y HAa3BaX PO3UIIB — KapTH,
BUCTaBH, Mapoii, papc Ta rymop — 11e He mpsMi BiIOBITHUKH. BoHH
3aJ1al0Th 3araJIbHUN TOH 1 CIIYTYIOTh OTIOPOIO JUISt OKPEMUX PO3ILTIB, SIKi
3arTHONIOIOTHCS B 3HAYCHHS T4 YaCTO MIHJIMBI B3a€EMO3B’ SI3KU MK
KOHKPETHUMH €JIEMEHTaMHU KUTalChKOTO KOMEIIIHOr0 JIEKCUKOHY. 3a
BUHSITKOM MdapeH, SIKE 3aBKIN Ma€ KpUTHYHHA a00 00pa3IuBHiA XapakTep,
KOKHE 3 ITUX CJIIB KOJIMCh BUKOPUCTOBYBAJIOCS ISl IO3HAUEHHS «KOMEIii»
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individual chapters, which delve into the connotations of and often
fluid interrelations between specific coordinates of the Chinese lexicon
of the comic. With the exception of maren, which is always corrective
or abusive, each of these words was used at one time to denote
“comedy” or “humor” in the broad sense. Their meaning and currency
changed during the twentieth century, sometimes profoundly. For a
couple of decades, youxi, huaji, and huixie were the main terms for
humor; in the 1930s, it was huaji and youmo. Each key word also had a
narrower range of meanings, denoting a particular comedic form or
intonation. Huaji, for example, had for hundreds of years meant simply
humor or wit, but the Republican writer Xu Zhuodai cultivated a huaji
persona that was primarily farcical. Huaji, in other words, cannot be
conflated with farce, though they overlap considerably in that writer’s
work. Some terms accrued regional connotations, as youxi did in
Shanghai. But in the publishing market of the day, all of them granted
comic license. They denoted an intention to be funny, created an
expectation of amusement, and gave permission to laugh.

During the first four decades of the twentieth century, playfulness,
derision, frivolity, profanity, absurdity, and other expressions of humor
abounded in China’s public sphere. One driver of the proliferation of
funny stories, cartoons, parodies, curses, and other expressions of
mirth was a fast-growing transnational Chinese-language publishing
market. In 1872, China’s first modern broadsheet, Shun Pao, began
publication in Shanghai; by 1876, it had sales centers in a dozen
Chinese cities, including Hong Kong, and a daily circulation in the
high thousands. By the mid-1900s daily circulation was around 20,000,
and by 1930 it had reached around 150,000. At the turn of the century,
a wave of new urban tabloid or “small” newspapers emerged—between

ab0 «ryMOpy» B IIUPOKOMY CEHCI. IXHE 3HaUEHHS Ta HOMYIISAPHICTh
3MIHIOBAJIHUCA MPOTATOM XX CTOMITTS, 1HOA1 KapAuHaibHO. [IpoTsirom
KUTBKOX AECATUIITD f0Ci, Xyay3i ma xyetice Oy OCHOBHUMH T€PMiHAMHU
TUTs IO3HaYeHHS TyMopy, y 1930-x pokax me Oymnu xyaysi ma tomo. Koxne
KJIIOUOBE CJIOBO TAKOXK MaJIO BY>KUMH Jl1ania30H 3HAYCHb, IO3HAYAI0UN
KOHKpPETHY KoMeliiiHy popmy abo BiaTiHOK. Hanmpukian, xyaysi npoTsrom
COTEHb POKIB 03HAYaJIO MPOCTO IyMOpP 200 AOTEINHICTh, ajle MUCbMEHHUK
pecnyOnikancbkoi enoxu Cro Uxonait chopmyBaB o0pas xyaysi, IKui
nepeaycim acouiroBasces 3 hapcoM. [HITMMU cl10BaMHU, Xyay3i HE MOXKHA
OTOTOKHIOBATH 3 (papcom, Xo4ya B TBOPUYOCTI I[bOTO MUChbMEHHHUKA 111
MOHATTS 3HAYHOIO MIpPOIO MEePETUHAIOTHCA. J{eski TepMiHU HaOyIH
perioHajbHMX BIATIHKIB, SIK-0T fotici y lllanxai. Ane B TorouacHOMY
JiTepaTypHOMY CEpEeOBUILIl BC1 BOHU BKa3yBaJl HAa KOMIUHUI XapakTep
BUCJIOBIIOBaHHA. BOHM no3Havanu Hamip OyTH CMILIHUM, CTBOPIOBAJIH
OYiKYBaHHS pO3Bard Ta AaBajik JO3BLI CMISTHCA.

[IpoTsirom nepuux 4OTUPHOX AECATUIITh XX CTOJITTS B KUTAHCHKOMY
CYCHUIBCTBI MaHyBaJU IPAHINBICTb, KETIKYBaHHS, JIETKOBa)XKHICTb,
HELEH3YpHICTh, a0CypA Ta 1HIII NposBU rymopy. OJHUM 13 (akTopiB
MOLIMPEHHsI CMIIIHUX 1CTOPiH, KapuKaTyp, Hapoiil, TaiioK Ta IHIIUX
MIPOSIBIB BECEJIOMIIB OyB CTPIMKUI PO3BUTOK TPAaHCHAIIOHATIBHOTO
KUTalCbKOMOBHOTO BU/IaBHUYOT0 pHHKY. ¥ 1872 poui B [llanxai mouas
BHUXOJIUTH TIEpIlIa CydyacHa KuTaiceka razera — [Llyn Ilao, no 1876 poky
BOHA MaJla ITyHKTH MPOAAXKY B AECATLI KHTAHCHKUX MICT, BKJIIOUAIOUH
['OHKOHT, a MOACHHUH TUPAXK CATAB KUIHKOX TUCSY MPUMIPHUKIB. J[0
cepenuan 1900-x moneHHUM THpaX cTaHOBUB OMU3bKO 20 THCAY
NpUMIpHHKIB, a 10 1930 poky mocsr 6mm3bko 150 tucsa. Ha pyoexi
CTOJIITh 3'IBUJIACS HU3KA HOBUX MICHKUX TaONO01/iB a00 «MaIux» ra3er —
muie B [lanxai 3 1897 mo 1911 pik ix BuaaBanocs Ouibiie copoka. Bonu
MPONOHYBAJIM YUTAYaM aJIbTepHATUBHE JUKEPENIO PO3Bar Ta MOJITUYHUX
KOMEHTAapiB Ha MPOTHBATY «BEJTHKUM» (1 9aCTO OLIBII KOHCEPBATUBHIM)
BUJAHHAM, TakuM siK [llyn Ilao. Y nepion 3 1876 no 1937 pik noHax
TpHCTa BUIABHUITB 1 KHUTapHb PO3IIOYAIH CBOIO JiSUTbHICTH HA
Oywxoy-poyn y llanxai, neHTpi KUTalichbKoro BUIaBHUYOrO Oi3Hecy. Jlo
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1897 and 1911 more than forty were published in Shanghai
alone—offering readers an alternative source of entertainment and
political commentary to “big” (and often more conservative) papers
like the Shun Pao. Between 1876 and 1937, more than three hundred
publishing houses and bookshops set up operations on Fuzhou Road in
Shanghai, the center of Chinese publishing. By 1929, the southern
province of Guangdong had more than two hundred periodicals and
Jiangsu Province (on the Yangtze River) more than three hundred; by
1935, Shanghai had almost four hundred.

The result of this rapid growth was incessant demand for copy with
immediate appeal. Shanghai readers could seek instant gratification
from an endless stream of tabloids, which went by titles such as
Laughter Stage (1918), Absurd World (1926-27), Absurd Laughter
(1927), Shooting the Breeze (1927), Addle-Brained (1927-28), New
Forest of Laughs (1928), New Laughter (1928), and Nonsense (1929).
At least two different newspapers called themselves Chaplin (1926;
1930) and Really Happy (1927; 1928) and three invoked a Happy
World (1914; 1926-27; 1927). Major dailies started carrying jokes,
humorous poems and essays, and comic strips. The 1930s ushered in
the heyday of the cartoon magazine and also saw many of China’s top
writers contributing to a new magazine specializing in literary humor.
Jokes (xiaohua), anthologized by literati for centuries, assumed new
functions during the late Qing publishing boom, becoming staples of
the entertainment press. A new class of professional writers accrued
celebrity as joke tellers. Laugh-inducing or smile-inducing talk, as
xiaohua might be translated more literally, differs from the
Anglophone idea of the joke in that the funny events or anecdotes they

1929 poky B niBaeHHii npoBiHiii ['yanays Oymno nmoHan aBicTi
NepioANYHUX BUJIaHb, B MPoBiHLIT L[3gHCy (Ha Oepesi piuku SAHI3M) —
MOHAJ TPHCTA, a 10 1935 poky B Illanxai ix HamiuyBamocs Maibxe
YOTUPHUCTA.

Hacnigkom 1bOro CTpiMKOroO 3pOCTaHHs CTaB HEBIIMHHUI MMOMUT Ha
npuBaOnMBi 1715 ynTada myOumikamii. [llanxaiicbki unTadi MOru
OTPUMYBAaTH MUTTEBE 3a/I0BOJICHHS BiJl HECKIHYEHHOTO TIOTOKY TabJI0i /1B,
10 BUXOJIMJIM 1] TAKUMHU Ha3BaMHu, 5K « Cyena cmixy» (1918),
«Abcyponuii ceimy (1926-27), «Abcyponuii cmixy (1927), «barakanuna»
(1927), «Heooymxuy (1927-28), «Hosuui nic cmixy» (1928), «Hosuti
cemixy (1928) Ta «Honcerncy (1929). IlpunaiiMHi 1B1 pi3Hi Ta3zeTu
HazuBanu cede « Yanniny (1926; 1930) ta «Cnpasodi wacausutin (1927,
1928), a Tpoe nporonomyBanu cede «Llacausum ceimomy (1914;
1926-27; 1927). [IpoBinHI IOAECHHI ra3eTH MOYaIU MyOIiKyBaTH *KapTH,
IYMOPHMCTHYHI BIpIl Ta €ce, a TakoK KoMikcH. ¥ 1930-x pokax BiiOyBcs
PO3KBIT ’KypHaJiB 3 KOMIKCaMH, a 0araro BUJATHUX KUTAHCHKUX
MUCbMEHHUKIB OYAJIU MMUCATH JJIs1 HOBUX XKYPHAJIIB, 110
creliaii3yBajaucs Ha TyMOPUCTUYHIN JIiTepaTypi.

Kaptu (csoxya), ki IHTENEKTyalIu CTOMITTSIMH 30Upaiu B aHTOJIOT 1,
HaOynmu HOBUX (DYHKIIIH MiJ yac BUJABHHYOTO OyMy HANPUKIHII €TIOXU
LiH, cTaBIIM Ba)KJIMBOIO CKIIAJOBOIO PO3BaXkajabHOI pecu. HoBuit kiac
npodeciifHUX MMCbMEHHMKIB 3aBOIOBAB MOMYIISIPHICTh 3aBISKU CBOIM
*KapTaM. binbi OyKBanbHHUM NEpekiiaa ciioBa cA0xya — 1€ PO3MOBH, 1110
BUKJIMKAIOTh CMiX 200 MOCMIIIKY, — BIIPI3HAETHCS BiJl aHITIOMOBHOTO
VSIBJIICHHS TIPO KapT TUM, 11O Il KyMeH1 Mo/l Yu aHEeKAO0TH, 1HO1
NPETEHYIOTh Ha MPaBIUBICTh. L[ HEoMHO3HAYHA TIpeTeH31s Ha
MpaBIMBICTh HAaOyIa HOBOTO 3HaYeHHsI B KiHIN ermoxu LiH, konu
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relate sometimes purport to be true. This ambiguous claim on truth
took on new meaning in the late Qing when the journalistic genre of
the “joke novel” helped to establish the joke as a symbol of the blurry
lines between the real and the fake in an age when old hierarchies were
no longer to be trusted.

The early Republican period saw jokes spread through the
entertainment press as space fillers and appear as features in
periodicals ranging from major newspapers to literary journals based at
universities. In subsequent decades, joke books proliferated as
stand-alone commodities. Chapter 2 examines the effects of jokes on
modern media culture and vice versa. It also introduces an enduring
presence in the Chinese history of laughter: voices warning of peril in
an emerging culture that treated everything as mere grist for a new
humor mill.

Around the turn of the century, writers and editors also began
promoting an urban entertainment ethos of “play” (youxi) in
magazines, tabloids, and humor columns. Writers wrote parodic verses
and essays, whimsical commentaries, and fantastical novels that
envisioned ideal futures for China. Artists invented new forms of
visual wordplay, such as “comical characters” that contained hidden
allegorical meanings, and wrote palindromic poems. Novelties such as
zoetropes and peep shows competed for the attention and pocketbook
of the man on the street. Around the turn of the century, one
enterprising Frenchman set up a gramophone on a Shanghai street
corner and charged listeners ten cents to listen to a record called
“Laughing Foreigners,” offering money back to any listener who
managed to suppress his or her laughter. Apparently few could,

KYPHATICTCHKHUH XKaHp «KapTIBIUBOTO POMaHy» JOMOMIT yTBEPIUTH
KapT K CHMBOJI PO3MHUTHUX MEX MK PEaIbHUM 1 BUTAJITaHUM y YacH, KOJIN
CTapUM 1€papXisM BKe He MOXKHa OyJI0 JOBIPSTH.

V paHHill pecryOaikaHCBKUNA NEPioj KapTu MoxkHa Oysio 3HalTH Ha
CTOpPIHKaX PO3BAXKAJIBbHOI ITPECH, 1€ HUMH 3aII0OBHIOBAIIU TIOPOXKHIHN
MIPOCTIP Ha LINANbTaX, a 1HOZ1 BOHHU 3'SBIISITUCS SIK OKpEMI PYOPUKH B
NEepIOANYHUX BUIAHHAX — B/l BIIOMHUX Ta3€T /10 YHIBEPCUTETCHKUX
JiTepaTypHUX KypHaIiB. [IpoTsIrom HACTYITHUX ACCATUIITH KHUTH 3
JKapTaMH CTaJId HOLUIMPEHUM TOBApOM. Y po3.iii 2 po3IisAaeThCs BIUTUB
KapTIB HA Cy4acHY MeNIaKyJIbTypy 1 HaBnaku. Takox y HbOMY HeTbes
PO HE3MIHHUH €JIeMEHT KUTalChKOI T'yMOPUCTUYHOT KYJIBTYpU — PO
roJIoCH, MONEePeKY0dl Mpo HeGe3eKy HOBOT KyJIbTYpH, sIKa po3risaana
Oy/1b-1110 SIK PUBIA JUIE HOBOTO XKapTy.

Ha py6exi cToniTh MMCbMEHHUKH Ta PEIAKTOPH TAKOXK MOYaJIN
MOMYJIIPU3YBAaTH MICBKUN PO3Ba)KaJbHUH ernoc y BUINIAAL m'ec (roci) y
KypHajax, Tabnoinax Ta ryMOPUCTUYHHUX KOJIOHKaxX. [IncbMeHHUKH
MUCaJM MapoAiiiHi Bipii Ta ece, JOTeNnHl KoMeHTapi Ta (haHTaCTHYHI
pOMaHH, 1110 YSIBIISUIM ifieanbHe MaitOyTHe Jutst Kuraro. Xy1oKHUKH
BHUHANIIIN HOB1 (JOPMHU Bi3yaJIbHOI I'PU CIIB, TaK1 SIK «KOMI4YHI CHMBOJIN»,
1110 MICTWJIM IPUXOBAHI aJeTOPUYHI 3HAYEHHS, a TAKOXK MUCATIN
najgiHapoMHi Bipii. HoBuHKH, Ha KiTant 300TporiB[4] Ta min-moy[ 5],
3Marajiucs 3a yBary Ta ramasili nepeciyux jrofaeil. Ha mexi cronite
OIMH TiATPHEMIMBHN (paHIy3 BCTAaHOBHB IrpaMo(oH Ha po3i ByJIHIIi B
[ITanxai Ta OpaB 3 cilyXauiB A€CATh LIEHTIB 3a IPOCITyXOBYBaHHS IIATiBKH
i Ha3BOKO «IHO3eMIIl, 1110 CMIIOTHCS, OOIISIIOYH TOBEPHYTH TPOIIIi
KOXKHOMY, XTO 3MOKE€ CTPUMATH CBiii cMiX. BoueBu b, 11e Branocs
HeOaraTboM, 00 10 1908 poky BiH 3apOOHB TOCTATHRO, OO 3aCHYBATH
nepury B Kurai 3Byko3anucHy kommnanito Pathé Orient. ¥ 1910-x pokax y
Takux Mictax, sk [llanxaii i Cinramyp, mouanu 3’ IBISATUCS TTAPKU
aTpakilioHiB, SKI HA3UBAIHU “IrPOBUMH MaliJaHYMKaMH ', Jie Bi/IBiyBauiB
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because by 1908, he had earned enough to found China’s first record
company, Pathé Orient. In the 1910s, amusement halls, called
“playgrounds,” sprang up in cities like Shanghai and Singapore,
drawing in crowds with technological attractions like fun-house
mirrors. Photography studios offered trick portraits and Chinese
filmmakers began making slapstick shorts with such titles as The
Difficult Couple, The Romantic Monk, Bicycle Smash-Up, Blind Man
Catches a Thief, and Punter Plays Dead. Chapter 3 surveys this
panorama of play, which ranged from word games for the classically
educated to popular entertainments accessible for a nominal price.
Reformists and revolutionaries sometimes adopted a derisive tone in
their efforts to exorcise the specter of Confucianism and throw off the
Manchu yoke. Chapter 4 shows how China’s cultural and political
future was contested through not just rational debate but also
mudslinging battles and arguments shrill with sarcasm. Cursing was an
ancient form of rhetoric, but the modern press broadcast private feuds
to amuse a broad public audience. The political figure Wu Zhihui and
the writer Lu Xun became famous for their use of invective and
inspired imitators. In 1926, during China’s “warlord period” when
militarists carved much of China into personal fiefdoms, a professor of
linguistics named Liu Fu, who was associated with the literary
avant-garde, sparked controversy about the tone of public debate by
republishing Which Classic?, a mid-Qing novel whose protagonists are
all curse words, many using the character gui (ghost/devil). Through
the story of this bizarre novel, its reception, and its celebrity promoters,
chapter 4 traces how the politics of the humorous curse changed from
the eve of the Opium Wars to the 1930s.

PO3BaXKaJIM TAKUMH HOBHHKAMH, SIK KIMHaTa KpUBUX J3epKai. dotocTyxil
MIPOTIOHYBAJIU TIOPTPETH 3 e(hEeKTaMH, a KUTAUChKI KiHeMarorpadicTu
3HIMAJIM KOPOTKOMETPa)kH1 KOMeil 3 TAKUMH Ha3BaMH, siK « CkiaoHe
noopyaicorcsy, « Pomanmuunuii monaxy, «Asapis na eenocuneodiy, « Cninui
N108UMb 3100is» Ta « CmagouHux npuxuoaemscs mepmeumy. Y po3aiii 3
PO3MISIAETHCS 1151 TAaHOPaMa PO3Bar, sika BapiloBayiacs Bijl CIIOBECHHUX 1TOp
IS JIIOZIEH 3 KJIACHYHOIO OCBITOIO JI0 MOMYJISIPHUX PO3Bar, JOCTYITHUX 32
CUMBOJIIYHY I[IHY.

Pedopmaropu Ta peBOIOLIOHEPH 1HO1 BUKOPUCTOBYBAJIU TITy3IMBUNA TOH
y CBOIX cipo0ax po3BisITU MPUBKUA KOHPYL1AHCTBA Ta CKUHYTH
MaHBYKYPChKE ApMO. Y po3iii 4 MOKa3aHo, SIK 32 KYJIBTYPHE 1 MOJIITHYHE
MaiiOyTHe Kurato 3maraimcs He JUIIe 3a JTOTIOMOTOI0 paIlioHaTbHUX
JMCKYCIH, a i 32 JOMOMOT00 HaKJIeNy Ta CapKaCTUUHUX CYNEPEUOK.
Jlaiika 371aBHA 3aCTOCOBYBAJIACs B pUTOPHIII, aJie CydacHa rpeca
BHCBITJIIOBaJIa IIPUBATHI YBAPH 3317151 pO3Baru MUPOKOi ayaAUTOpii.
[Momituk ¥V Yxuxyeit Ta nucbMeHHUK JIy CroHb poCiaBUINCS 3aBISKU
CBOil HeLleH3YpHill JIEKCHIII Ta HAJJUXHYJIN NOCTII0BHUKIB. Y 1926 poui,
I1J] Yac «Iepiofy MUTITAPUCTIBY», KOJIM BOEHAYAJIbHUKU po3aiamin Kurai
Ha ocoOucTi (heogasbHi BOJOAIHHSA, podecop miHrBicTukH Jlro Dy,

OB’ SI3aHUM 3 JIITEpaTypHUM aBaHTap/I0M, CIIPUUHUHUB OypXJIMBY
JUCKYCIIO 1010 TOHY MyOniyHuX Aedati. [IpuunHO0 11BOTO CTANO
MepEeBUIAHHS HUM POMaHY «AKa kaacuxa?» — TBOPY 3 CEPEANHH MEPIOay
L{iH, TOTOBHUMH TePOSIMH SIKOTO € JaiINBI CI0Ba, 6araro 3 sIKUX MICTATh
iepormid ry#t (mpuBu/ausBoin). Y 4-My po3aiii Ha IPUKIIaAl icTOpii
IIbOTO IMBHOTO POMaHY, BIATYKIB Ha HHOTO Ta 3HAMEHUTHX HOro
MOIYJISIPU3aTOPIB MPOCTEKYETHCS, K MOJIITHKA TYMOPUCTUYHHX JIAHOK
3MiHIOBanacs BiJ nepenoAaHiB OmiyMHuX BoeH 10 1930-X pokiB.

Xoua KUTTS MMChbMEHHUKA B TOH Yac He OyJI0 CyNiIIbHOK PO3Baroro, He
BCi BOHM KUJIAJIUCS OJMH HA OJHOTO 3 HECTPUMHOIO Jlalikoro. HaBiTh ko
HanpukiHii 1920-x — moyarky 1930-X pokiB IpoBigHI KyIbTYpHI KPUTHKU
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If being a modern writer was not all fun and games, neither did all of
them hurl breathless invective. Even as many leading cultural critics
were cutting one another down to size in the late 1920s and early
1930s, popular writers of a more entrepreneurial bent, particularly in
Shanghai, were focusing on just being “funny” (huaji). They were
preoccupied with the incidents of fraud that seemed to be part and
parcel of modern urban life, and in particular scams and deceptions
perpetrated in print media, such as plagiarism and bogus
advertisements. Farce was particularly popular among writers like Xu
Zhuodai who also worked as editors, actors, playwrights, filmmakers,
radio broadcasters, and consumer product vendors. In their stories they
celebrated practical jokes for fun and profit and often cast
entrepreneurs like themselves as dynamic figures uniquely suited to
navigating the pitfalls of modernity. Chapter 5 focuses on this cultural
interest in everyday delusions, a world in which frauds, con women,
and pranksters were not only welcome companions but even models of
emulation.

Chapter 6 reveals how—possibly for the first time in Chinese
history—humor itself became an object of reverence. Youmo (humor), a
transliteration coined by the popular writer Lin Yutang, came to stand
for a new comedic sensibility that sought to displace the irreverence of
the early 1900s. In the 1930s, in his new Chinese-language humor
magazine, The Analects Fortnightly, Lin popularized not only youmo
but with it the notion that humor was a humanistic virtue that China
(for all its preexisting comic traditions) lacked. The vogue for humor
literature influenced scores of writers and continued for more than half
a decade before being cut short by war. During that time, humor and

JKOPCTKO KPUTHUKYBAJIA OAMH OAHOTO, OUIBII MIANPUEMIIHBI MUCbMEHHUKH,
ocobnuBo B I1lanxai, 30cepemkyBaaics Ha TOMY, II00 IPOCTO OyTH
«KyMeTHUMM» (xyaysi). Bonu Oinbi nepediManucs BUNaJIkaMu
MIaxXpaiCcTBa, 110 31aBAIMCS HEBII'€MHOIO YaCTHHOIO CYy4aCHOTO MiCHKOTO
KUTTS, a 30KpeMa — [MIaxXpaiCTBOM Ta 0OMaHOM y IpyKoBaHUX 3MI,
TaKMMH SK IJIariat Ta ganbliuBi pekiaMHi orojomeHHs. dapc Oys
0CO0JIMBO MOMYJIIPHUM CEpPEel TAKUX NMUCbMEHHUKIB, K Croil Yxonai, ki
TaKOX IMPAIIOBATN PEAKTOPAMHU, AKTOPAaMH, JpaMaTypram,
KiHemarorpadicramu, palioBeyYuMH Ta MPOAABISMUA NOOYTOBUX
TOBapiB. Y CBOIX OMOBIJAHHSIX BOHU BIJAaBaJIM MEpeBary >kapTaM 3apajiu
po3Baru Ta NpuOyTKy 1 4acTo 300pakyBajid CXOKUX Ha ceOe MiIpUeEMIIB,
SIK1 SIK HIXTO 1HIIIMA BMIIOTh OMHHATH MMACTKU Cy4acHOCTI. Po3min 5
IPUCBAYCHUHN KYJIBTYPHOMY 3aXOIUIEHHIO MOBCSKJICHHUMHU OMaHaMH,
CBITY L1axpaiB, aQepruCTOK Ta KapTIBHUKIB, sIK1 OyJIu HE Jullle OakaHUMU
KOMIaHbHOHAMH, a U 3pa3KaMH I HACIIi1yBaHHS.

VY 6-My po3aii po3MOBIJA€THCS MPO TE, IK — MOKIMBO, BIIEpILIE B icTOPiT
Kuraro — cam rymop craB 06’ exktoM noBaru. TpaHciiTepaliis «omo»
(rymop), 3ampoBa/ikeHa NOoMyJIsIpHUM NucbMeHHUKoM JIinp FOTaHoM,
CTaJia MO3HAYEHHSIM HOBOI KOMIYHOI Yy TJIMBOCTI, OKJINKAHOT BUTICHUTH
Hernokopy nodatky 1900-x pokiB. ¥ 1930-x pokax y CBOeEMYy HOBOMY
KATalChKOMOBHOMY I'YMOPHUCTUYHOMY JKypHaIi «J/{BOTHKHEBHK
«AHanexktu»» JIiH monmynspu3yBaB He JHILIE KIOMO», a i 171e10 TyMOpY K
IYMaHICTHYHOI Y€CHOTH, sikoi KuTato (mompu Bci HOro i1CHYI041 KOMIYH1
Tpauiii) OpakyBano. Moja Ha TyMOPUCTHYHY JITepaTypy HO3HauMIacs
Ha 0araTboX NMUChbMEHHUKAX 1 TpUBaJla MOHAJ I’ ATh POKIB, MEPII HIXK 11
nepepsaia BiifHa. [IpoTsarom 1poro yacy rymop i CMix cTajiu NpeaMeToM
0e3MpeneIeHTHUX TEOPETUIHNX PO3IyMiB Ta auckycii. 1o Take rymop?
UYu notpiben BiH Kutaro? Uu MOXKyYTh 1 UM MOBUHHI KUTAUI CMIsSTHCS?
(AGo im cimin ymme mocmixarucs?) Kammnanis Jlina 3 momysnsipu3antii romo
SIK MOPAJIBHOTO 1/1eaiy, 110 BIOCKOHAIIIOE€ OCOOUCTICTD 1 IUBLITIZYE
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laughter became the focus of unprecedented theorizing and polemical
debate. What was humor? Did China need it? How could and should
Chinese people laugh? (Or should they just smile?) Lin’s campaign to
promote youmo as a moral ideal that would refine the individual and
civilize the body politic left a legacy that outlasted the 1930s heyday of
humor. So did, as I discuss in the epilogue, the cultures of laughter that
preceded it.

Some of these cultures coalesced around personalities. Writers like Xu
Zhuodai, Wu Zhihui, and Lin Yutang might well have agreed with a
comment by their seventeenth-century predecessor Li Yu: “Broadly
speaking, everything I have written was intended to make people
laugh.” They tended to be gregarious and socialize widely. The
cultures they promoted were not just communities of the imagination,
because participants were often friends, colleagues, and personal
acquaintances. Their social lives, in turn, often influenced their
comedic rhetoric, the languages and modes of expression that
constitute the primary focus of this book. Biographies of figures like
Lao She and Qian Zhongshu (whose major novel Fortress Besieged
lies beyond its scope), to name just two writers famous for their humor,
in chapter 6 cede center stage to humor itself.

Modern China’s comic cultures were influenced by global trends.
Chinese doctors at the turn of the twentieth century, responding to
Western ideas about physiology, began suggesting that their patients
laugh more, rather than less. Comedic novels, jokes, and poems were
translated in large volumes. Comic strips—a turn-of-the-century

CYCHUIBCTBO, 3QJIMIINIIA CIIAAIINHY, KA IPOIOBKUIIACS 1 MICISI PO3KBITY
rymopy B 1930-x poxkax. Lle >k cTocyeThbCs i mepeyrounx Tpaauiiii
T'YMODY, PO 1110 5 PO3MOBIAA0 B €MJI031.

Jlesiki 3 nux Tpaauuiil copMyBanucs HaBKOJIO OKPEMHUX 0COOUCTOCTE.
Taxi nucemennuku, sk Croit Yxomait, ¥ Wkuxyeit ta JIins FOtan, niikom
MOIJIH O MOrOJUTHCS 3 BUCIOBOM cBoro nonepennuka 3 X VII cromirrs Jli
1O: «KopoTko kaxyuu, yce HarmrcaHe MHOIO Majio Ha METi PO3CMIIIUTH
moneit». Lli nucbMeHHUKH, SIK paBuIo, OyIM TOBAPUCHKUMU Ta BEJIH
aKTHUBHE CyCITLIbHE KUTTS. [[ponaroBani HUMH KyJIbTypH OYyJIH HE POCTO
YSABHUMHU CIIJIBHOTAMH, aJUKe iXHI YUACHUKH 4acTo OyJIH Ipy3siMH,
KOJIEraMHU 4M MPOCTO 3HalloMuMu. HatoMmicTh iXHE CycHisibHE )KUTTS
4acTO BIUIMBAJIO HA PUTOPUKY iXHBOT'O T'yMOpY, Ha MOBY Ta CIOCI0
BHUPa)XEHHS, 1110 CTAHOBUTh OCHOBHY TeMy L€l KHUrH. biorpadii Takux
nocrareid, sk Jlao e ta Listap WxyHny (4uii ro1oBHUM poMaH
«O06mn0xeHa GopTers» BUXOAUTH 32 MEXKI I[bOTO JAOCIIKEHHS ) — 100
Ha3BaTH JIMLIE JBOX MUCHbMEHHUKIB, BIIOMHX CBOIM TYMOPOM, — y 6-My
PO311JI1 TOCTYNAOThCS LIEHTPAJIBbHUM MICLIEM CaMOMY T'yMODY.

Ha cyuacny xomeniiiny kyiastypy Kutato BrumHynu cBiToBi TeHaeHuii. Ha
pyOesxi XX CTOMITTA KUTANUCHKI JIiKapi, pearyrodu Ha 3aXiHl ySBICHHS
npo (i3ioJoriro, MoYaiy paauTy CBOIM Mali€eHTaM CMISTHCS Oiiblie, a He
Mmenmre. KomeniitHi pomaHu, kapTH Ta BipIli MepeKIaganucs y
BenM4e3HuX oocsrax. Komikcn — mo Ha pyOexi CTOMITh BiIIAIIIIN BiJl
OZIHOKA/IPOBUX KapUKaTyp, MOMYJIspU30BAaHUX JIOHIOHCHKUM Ky PHAJIOM
Punch, — naGyBanu nenami OUIBIIOr0 3HAYEHHS B IPYKOBaHIM KyJIbTYpi.
Kinemarorpadictu ciupanucs Ha 3arajJbHOCBITOBY KHHEMaTorpadiuny
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departure from the single-panel caricature popularized by London’s
Punch—became increasingly prominent in print culture. Filmmakers
drew on a global cinematic language and even packaged Chinese film
comedies for foreign audiences. Vaudeville-style variety performance
and amusement park machinery made its way to big cities. The
phonograph record of “Laughing Foreigners” was being played on the
streets of Shanghai around the same time that African American
recording artist George W. Johnson’s “The Laughing Song” became a
hit in America and Europe. That the sound of recorded laughter “never
failed to draw grimaces, smirks, and guffaws” around the world
suggests a broader convergence of modern technology and comic
amusement.

These global currents inspired Chinese intellectuals to reappraise their
traditions, and to measure foreign imports against domestic standards.
Cultural trends circulated especially rapidly in cosmopolitan Shanghai,
home to a lively foreign-language media. Between 1907 and 1913,
translators introduced physiological interpretations of laughter from
Denmark, America, and Japan; a Chinese version of Henri Bergson’s
Le Rire appeared in 1921. More translations and discussion followed in
the 1920s and 1930s. In 1936, one critic even claimed that Charlie
Chaplin’s performance style was quintessentially Chinese.

“Modern Chinese” humor of this period thus comprised a blend of
influences—foreign and domestic, old and new. And China itself
became an exporter of comedy. Chinese emigrants, foreign students,
and exiles established Sinophone enterprises in Japan, Europe, North
America, and Southeast Asia, particularly newspapers and other

MOBY 1 HaBiTh CTBOPIOBAJIM KUTANCHKI KIHOKOMEIT 17151 IHO3eMHO1
aynutopii. Bap'ere y cTri1i BOAEBIIIO Ta TAPKU PO3BAr 3'IBHIIACS Y
BeNMKHX MicTax. [TnariBka «IHO3eMII, 1II0 CMIIOThCS» JTyHasa Ha BYJIHULSIX
[[Tanxaro mpubIU3HO B TOM camHii yac, KOJIM MICHS appoaMepUKaHCHKOTO
BukoHaBIs J[xopmka B. Jlxoncona «The Laughing Song» crana xitom B
Awmepuui Ta €Bpomni. Toit gaxT, 1110 3BYK 3alMCAHOT0 CMIXY «3aBXKI1
BUKJIMKAaB IPUMACH, TOCMILIKU Ta PETiT» MO BCbOMY CBITY, CBIIYUTH PO
LIMPUTY 1HTErpaLiio Cy4yaCHUX TEXHOJOT1H Ta KOMIYHOTO.

i cBITOB1 TeHIEHIIIT CIOHYKAJI KUTANCHKUX 1HTEJIEKTYalliB JI0
MEPEOLIIHKU CBOIX TPaJULIii Ta MOPIBHAHHS 1HO3EMHUX HAJ0aHb 13
BITYM3HSHUMU cTaHaapTamu. KynbTypHi TpeHau 0CO0IMBO HIBUAKO
nolMproBajIrncs B kocMononituunomy Lllanxai, ne npornsitanu
iHo3eMHOMOBH1 3MI. Mix 1907 1 1913 pokamu nepekiagadi
MO3HAWOMMIIM YMTadiB 3 (Pi310I0TTYHUMH 1HTepHpeTalisamMu cMmixy 3 JaHii,
Awmepuku Ta Snonii. ¥ 1921 poui 3’sBunacs kutaiicbka Bepcis mpaiii
Amnpi beprcona Le Rire. Y 1920-x 1 1930-x pokax 3’siBusocs 11e Oiblie
nepexsaaiB 1 AucKyciid. Y 1936 poiii o1MH KPUTHK HaBITh CTBEPAKYBAB,
1110 akTopchka rpa Yapni YansiHa € TUIIOBO KUTaChKOIO.

OTxe, «cydacHUI KUTalChKUID TyMOp TOTO Iepiojy MO€EAHYBAB y co01
1HO3€MHI Ta BITUM3HSHI, CTapi Ta HOB1 BIuIMBH. Ta i cam Kuraii cras
excriopTepom komenii. Kutaiicbki eMirpanT, iHO3€MHI CTY/IEHTH Ta
ODKeHIIl BiKpHBaJIN KUTaiChKOMOBHI BUaHHs B SnoHii, €Bpori,
[TiBniuniit Amepui ta [liBgenno-CxiaHiii A3ii, 30kpeMa ra3eTu Ta iHILy
MIEPIOINKY, JIe MyOTIKYBaJIUCs TYMOPUCTHYHI TBOPH. J{esKi 3 HAOLIbII
EKCIIEHTPUYHUX aHTUMAaHBDKYpChKUX myomnikamii 1900-x pokiB
npykyBamnucs B [lapumxi, ocepenky aHapxicTchkux ineil. KuralichkoMoBHi
KIHOKOMei1, 3H:T1 y kiHocTyaisx [anxas, Cinramypy ta [oHKOHTY,
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periodicals, which featured comedic works. Some of the most
outlandish anti-Manchu vitriol of the 1900s was printed in Paris, a
hotbed of anarchist thought. Chinese-language film comedies made in
the production centers of Shanghai, Singapore, and Hong Kong
circulated regionally beginning in the 1920s. Soon thereafter, Lin
Yutang put Chinese humor on the global radar with his prodigious and
highly popular writings in English.

The conspicuousness of laughter inspired heated debates about literary
aesthetics, moral values, and China’s broader cultural climate. Writers
of the late Qing and Republican periods were highly ambivalent about
laughter, celebrating its pleasures while deploring its social and
political effects. They argued about how art ought to respond to
suffering. They realized that non-verbal gestures could enable
ambiguity and evasion. As the prominent essayist Zhou Zuoren
observed, “it is not for nothing your wise man in chatting will only say,
‘The weather today . . . ha ha ha,” without elaborating further”—often it
was easier just to “pass things off with a laugh.” But they also
appreciated the ways in which laughter created kinship and community
rhetorically. It could put people in their place, but it could also amuse
and endear. A few critics insisted, to paraphrase Neil Postman’s study
of American television culture, that the Chinese were amusing
themselves to death. These polemics tell part of the story of how
irreverence has shaped, for better or worse, modern Chinese culture. In
them we also see the appearance of new theoretical concerns, notably
quests to identify and define a “Chinese sense of humor.”

MOYaJIU MOIIMproBaTucs B perioni 3 1920-x pokis. Hezabapowm micis
uporo Jline FOTaH BUBIB KUTaChbKUI TyMOpP Ha CBITOBHUI PIBEHb 3aBJSKH
CBOIM I'€HiaJIbHUM 1 HaJ3BUYAaWHO MOIMYISIPHUM TBOPAaM aHIIIHCHKOIO
MOBOIO.

HaamipHa nomynsipHICTh cMiXy BUKJIMKaja MajKl JUCKYCIT 11010
JITepaTypHOi €CTETUKH, MOPAJIBHUX IIIHHOCTEH Ta 3arajJbHOIo
KyapTypHOro kiimary Kuraro. [luceMennuku kinus nepiony Llin Ta
pecnyOIiKaHChKOT €MOXH CTABHIIUCS JI0 CMIXY Jy’Ke HEOJHO3HAYHO: 3
0JTHOTO OOKY, BOHHM IIIHYBAJIU HOTO, SIK JDKEPEIIO 3a0BOJICHHS, 3 1HIIIOTO —
3acyKyBaJIM MOTO COIliabHI Ta MONITUYHI HAacTHiAKu. BoHu cnepevanucs
II0JI0 TOTO, SIK MECTEIITBO Ma€ Bi/IMOBIIaTH HA CTpaKJaHHA. BoHM
YCB1JIOMJIFOBAJIH, 1110 HEBEPOAJIbHI KECTH JO3BOJISIOTH OyTH
HEOJHO3HAYHUMHU Ta YHUKATH NPSIMOi BIAMOBIAL. SIK 3ayBa)KUB BUAATHUIN
eceict Yxoy L30keHb, «HeapMa MyJpuil 4OJOBIK Y pO3MOBI CKaxe
muie: “IToroga cborosHi... Xxa-xa-xa’”’, He BAAIOYUCh J10 MOAPOOULIb)» —
gacTo OyJo MPOCTIIIe MPOCTO «BiIMAaXHYTHUCS BiJl yChOTo cMixom». OnHak
BOHU TaKOX I[IHYBaJIU T€, SIK CMIX HAa MOBHOMY PiBHI ITOPO/’)KYBaB
BiTYYTTS CIIOPIAHEHOCTI Ta CMUIFHOTU. BiH MIT BKa3yBaTH JIOISIM Ha TXHE
MICIIE, a MIT pO3BayKaTHU Ta BUKIMKATH CUMIIATIIO. J{esaKi KpUTUKU
HaroJsarany, nepedpasopytoun nociimpkeHss Hina [Toctmana npo
aMEpPUKAHCHKY TEJIEBI31MHY KyJIBTYpY, 1110 KUTANIll PO3BaXKaJIUCS 10
cmepri. Lls nuckycis BimoOpakae Te, Ik HEMOKopa, J00pe 1€ UM MOTaHo,
chopMyBaia CyyacHy KUTaCbKy KyJIbTypy. ¥ Hill MM TakoX 0aunMo
MOSIBy HOBMX TEOPETHYHUX IMUTAHb, 30KpeMa IparHeHHs BU3HAUUTH Ta
OIMCATH «KUTANUCHKE MOYYTTS TYMOPY».

Ha moro mymKy, koMeaiiiHa KynbTypa bOTO 1ICTOpUYHOTO Tiepioay Oymia
HA/ITO HEOAHOPITHOIO, 1100 11 MOkHA OyII0 3BECTH 0 BY3bKOTO PO3YMiHHS
T'yMOpY, BU3HaYE€HOT'O €THIYHOIO YH HAIlIOHAJIBHOIO MPUHAIICKHICTIO.
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The comic cultures of this historical period, I argue, were too
heterogeneous to be reducible to a cozy sense of humor defined by
ethnicity or nationality. They crossed barriers between high and low,
Chinese and foreign, and between genres and modes of cultural
production as well. This book tries to capture their different textures as
expressed in literature, film, cartoons, photographs, memoirs,
advertisements, and other parts of popular culture. Chapters 2 and 3
offer a broad survey of print and popular culture; chapters 4, 5, and 6
give more detailed accounts of individual events, artists, and trends.
While a study of this sort is inherently comparative, this one
concentrates on making Chinese voices audible. It falls short of an
exhaustive or exhausting survey of all Chinese humorists and comic
genres, but it does offer a few ways to read Chinese cultural history
across the grain. When upper-class ladies speak in novels of the
imperial period like Dream of the Red Chamber they always “say it
with a smile” (xiaodao). The late Ming novel Jin Ping Mei, composed
by the “Scoffing Scholar of Lanling,” is a literary classic filled with
jokes. This book hopes to encourage further exploration of such
antecedents, as well as of other key terms in the Chinese comic
lexicon, such as fengci (satire), huixie (jocularity), manhua (cartoons
and comics), and more recent neologisms. Extensive comparisons to
other historical and cultural contexts also await future scholars.

While focusing on a period spanning about forty years, this book thus
opens up genealogical threads that extend in multiple directions. It
chronicles changes in how Chinese people laughed, what they laughed
at, and how they talked about laughter, as well as what drove those
changes. Instead of following a single or linear chronology, it

Bomna monana MexXi MiXK BUCOKHM 1 HU3LKUM MHUCTEIITBOM, KUTAHCHLKUM 1
1HO3EMHHUM, MIXK )KaHpaMH Ta BUJIaMU KyJbTypHOI TBOpuoCTi. L{g kaura
HamaraeTbes 3adikcyBaTH ii pI3HOMaHITHI POSIBU, Bi10OpakeHi B
JiTepaTypi, KiHO, KapuKarypax, pororpadisx, memyapax, pekjiaMmi Ta
HIIKX eJIeMEeHTax MOMYJIAPHOI KyIbTypu. Y posainax 2 1 3 nmogaHo
HIMPOKUH OIS IPYKOBAHOI Ta MOMYJISIPHOT KYJIBTYpH, a B po3aiiax 4, 5 i
6 OLBIII AETaNBHO BUCBITICHO OKpPEMI MO/ii, MUTII Ta TeHJEHIII1. Xo4a
JOCIIPKEHHS TAKOTO POAY 3@ CBOEIO CYTTIO € OPIBHSJIBHUM, JIaHE
30CePEeIKY€EThCS Ha BUCBITIICHHI caMe KUTaWChKOi epcreKTuBU. BoHo He
€ BUUEPIHUM OIVISJIOM YCIX KUTalChbKUX I'YMOPHUCTIB Ta KOMEIIMHUX
JKaHpIiB, aJie MPOIOHYE KiJIbKa CIIOCO0IB MO-HOBOMY MOIVIIHYTH Ha
ICTOPI0 KUTAHCHKOT KYJIBTYpH. Y pOMaHax IMIEpaTOPCHKOTO MEPIoy,
TakKuX K «Mpisi uepgoHoi KiMHamuy, JaMU 3 BUIUX KIJIACIB 3aBXKIU
«TOBOPSITH 3 MOCMILIKOIO» (cs100a0). [1i3HbOMIHCBKMI poMaH «{3inb [1in
Meti», HaTIMCaHUY aBTOPOM ITiJ1 ICEBAOHIMOM «I TTy3/MHMBHI1 BYCHHI 3
Jlanbninay, € JiTEpaTypHOIO KIIACHKOI0, HAIIOBHEHOO KapTamu. s kaura
Ma€ Ha MET1 320XOTUTH JI0 MOJAJIBIIOTO JOCIIIKEHHS TaKuX
MOTIEPEIHUKIB, a TAKOXK 1HIIUX KIOUOBUX TEPMIHIB Y KUTAHCHKOMY
KOMIYHOMY JIEKCHKOHI, TaKUX K ¢henyu (catupa), xyeice (XKapT), MaHxya
(kapuKaTypu Ta KOMIKCH) Ta OLIBII cydacHUX HeosorizmiB. Ha maitOyTHIX
JOCHIIHUKIB TAKOK YEKAIOTh IPYHTOBHI MOPIBHAHHS 3 IHIIMMHU
ICTOPUYHUMU Ta KyJBTYPHUMH KOHTEKCTAMHU.

Xo4a KHHMra 30CepeKy€eThCsl Ha Mep1o/i, 1110 OXOILIIOE OIU3BKO COpOKa
POKIiB, BOHA BUCBITJIIO€ T€HEAIOT14HI JiHi1, SIKI PO3XOAATHCS B PI3HUX
HarnpsiMKax. Y Hifl OMCaHO 3MIHU B TOMY, SIK KUTAWIll CMISUTACS, HAJl YAM
BOHM CMISUINCS 1 SIK BOHU TOBOPMJIM PO CMIX, a TAKOXK 1[0 caMe
CTIPUYMHSUIO 111 3MiHHU. 3aMiCTh TOTO, 00 JOTPUMYBATHUCS €MHOT YU
TiHIAHOT XpOHOJIOT1i, KHUTA MiJKPECIIOE, K PI3HI TYMOPUCTUYHI Tpaguilii
3MIHFOBQJIMCS Ta BIUTMBAJIA OJ{HA HA OJHY 3 IuTMHOM 4Yacy. [Tomi6Ho 10
nocnimpkenns Bika [arpenna npo Jlongon kinmst XVIII — mouarky XIX
CTOJIITTSI, Il KHUTA TIPUJIIJISE yBAary pO3MAiTTIO «TeM, HaJl IKUMH, Ha
TYMKY JIOJIeH, JOPEYHO CMisATHUCS. SIK1 JIFOU CMIIOThCS, K )KOPCTOKO,
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highlights how multiple cultures of humor changed and influenced one
another over time. It shares with Vic Gatrell’s study of late
eighteenth-century and early nineteenth-century London an interest in
the diversity of “subjects that people think it appropriate to laugh at;
what kinds of people laugh; how cruelly, mockingly, or sardonically
they laugh (or how sympathetically and generously); [and] how far
they permit others to laugh.” It is less concerned with extolling the
virtues of Chinese comic traditions (and modern innovations) or
defending them against their critics.

This new history of laughter contrasts with the usual portrait of late
Qing and Republican China, focusing not on the angst, earnestness,
drudgery, and political anger of that age, but on the wit, sarcasm, glee,
and irreverence that made it bearable and even fun. It follows a new
historical periodization, its turning points being not just the fall of the
Qing dynasty or the clarion call of May Fourth’s literary
revolutionaries but also the rise of the tabloid press in the late
nineteenth century and a 1930s campaign to civilize China with humor.
Its protagonists are whimsical poets, vaudevillian entrepreneurs,
renowned revilers, twee essayists, winking farceurs, and
self-promoting jokesters. It is also a story about how leading cultural
figures as diverse as Liang Qichao, Wu Jianren, Wu Zhihui, Lu Xun,
Zhou Zuoren, Liang Shiqiu, Lao She, Lin Yutang, and even Mao
Zedong affirmed the value of laughter to their various campaigns to
transform China, even though they at times felt compelled to distance
themselves from its commoditized forms. It approaches laughter on its
own terms and on the terms imposed on it.

[ITy3JMBO YU CApKaCTHYHO BOHU CMitOThCA (200 K CIIBUYTIMBO i
BEJIMKO/YIIHO); [Ta] HACKIIBKU BOHH JJO3BOJISIOTH CMISITUCS THILIUM.
KHura He Tak 30cepe/pkeHa Ha 3BeIMYyBaHHI YECHOT KUTAWChKUX
KOMEIMHUX TpaauLii (Ta iXHIX CydyacHUX 1HHOBAIIiil) a00 Ha 3aXHCTI iX
BiJl KDUTHKHU.

L1 HOBa icTOpIsA CMIXy KOHTPACTYE 31 3BUYHHUM YSIBICHHSM IPO Mi3HIO
auHacTito Llin Ta Kuraii pecryOnikaHChKOi €0XH, 30CepeKyI0UnCh He
Ha TPUBO31, CEPHO3HOCTI, BaXKKIH Mpalll Ta MOJITUYHOMY OOYpPEHHI TOTO
Jacy, a Ha JIOTeHOCTI, capKa3Mi, BECEJIOIIax Ta HEMOKOPi, AKi poOuu 11e
KUTTS TEPIUMUM 1 HaBITh BeceuM. BoHa KOpUCTY€eTHCS HOBOIO
ICTOPUYHOIO epioAH3alli€t0, TOBOPOTHUMH MOMEHTAMH SIKO1 € HE JIMILIe
naAiHHs quHacTIi LIiH 4K 3aKiIuK JiTepaTypHUX PEeBONIOLIOHEPIB 4
TpaBHs, a i niaiiom OyabBapHOi pecu HanpukiHii XIX cTomiTTs Ta
cnpo6a uuBinisysaru Kuraii 3a gonomororo rymopy y 1930-x pokax. [i
TOJIOBHI I'epoi — 11e MPUMXJIMBI TOETH, BOAEBUIbHI MiIPUEMIIL, 3HAH]
JIUXOCHIBII, CCHTUMEHTAIbHI €CeICTH Ta CXWIBHI 10 CAaMOPEKIaMu
XKapTiBHUKH. Lle Takox icTopis mpo Te, SIK Taki pi3Hi MPOBIJHI KyJIbTypHI
nistal, sik Jlsn Hivao, ¥ [3sabxkens, Y Yxuxyeit, JIy Cionb, Yskoy
[[3oxxens, Jian uito, Jlao e, Jlin FOTtan 1 HaBiTs Mao L[3enyH,
MIATBEP/HKYBAIM LIHHICTD CMIXY Y IXHIX PI3HOMAHITHUX KaMITaHIsX 3
nepeTBopeHHst Kutaro, HaBiTh SKIIO BOHU 1HO/II BiT4yBajl HEOOX1IHICTh
JTUCTAHIIFOBATHCS BiJl HOro koMepIiianizoBanux ¢opm. BoHa posmisgae
CMIX SIK Ha HOTO BIaCHUX YMOBAaX, TaK 1 Ha yMOBaXx, 110 Oy HoMy

HaB’ s3aHI.

[Touarox XX CTOMITTS 3MIHUB Te, SIK KUTANIlI TOBOPUIIH PO TE, IO €
cmimHuM. [Tpote, He3Baxkaroun Ha Te, 10 B 1930-X pokax MOHATTS
«IOMO» CTAJIO IOMIHYIOYMM HOBUM CTaHAAPTOM T'yMOPY, BiITOMOHU
CTapoTOo CMIiXy J0Ci MOJKHA TIOYYTH B cydacHoMy Kwurai.
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The early twentieth century changed the way Chinese people talked
about what’s funny. Yet despite the dominance that youmo established
in the 1930s as the new humor standard, strains of the old laughter can
still be heard in China today.

Jokes
KAk |
I wasn t planning on telling jokes,

But jokes keep forcing themselves upon me.
-LIYU, 1671

Wau Jianren was one of the first prolific Chinese joke writers of the
modern age. In the 1900s, hundreds of his jokes appeared in magazines
under headings such as The New Expanded Forest of Laughs, Funny
Chats, and Wisecracks, as well as A New History of Laughter. In his
1906 preface to Wisecracks, he tells readers:

I’ve always enjoyed a clever jest. Guests and host will be sitting
together in a large gathering, and when I arrive they’ll always welcome
me with, “He’s here!” When the conversation starts flowing, I might
chime in with an occasional remark that never fails to leave everyone
in stitches. Even I can’t say why I’m so funny. After I've told a joke,
I’ll always jot it down to send to various dailies— I’ve contributed to
virtually every paper that specializes in humor. Most of the papers in
Canton, Hong Kong, and Southeast Asia carried my jokes, and even
Shanghai tabloids picked them up. A few years ago I got tired of doing
this, but recently when I’ve happened to read one of the newest
tabloids I’ve often come across my old works.

Kapru
ek |
A He 30upascs posnosioamu ddcapmu,

ane 6OHU cami NPUXo00ams MeHi Ha OYMK).
—JI 1O, 1671

V 1[3stHBXeHb OYB OAHUM 13 EPIINX IJTITHUX aBTOPIB KUTAHCHKUX
*apTiB HOBOI ermoxu. ¥ 1900-x pokax COTHI HOTO KapTiB 3’ SABIISIIUCS B
TaKWX )XypHaJIax, K «Hoegutl poswuperuti nic cmixy», «Kymeoui beciou»
Ta «/Jomenni sxcapmuy, a TakoXK y 301pii «Hoesa icmopis cmixy». Y
nepeaMoBi 10 «/Jomennux scapmie» 1906 poKy BiH IHILIE YATAYAM:
MeHe 3aBx/u TIILIKIN JOTEIHI xKapTu. ['0cTi Ta rocrogap CUASTh pa3oM
Ha YPOUYHCTOMY 3aXOJIi, 1 KOJH 5 3’ SBIISFOCS, MEHE 3aBXK/IM BITAIOTh
cnoBamu: «Ocb 1 BiH!» Komu po3moBa Habupae 006epTiB, 51 1HO/1 BCTABJISIO
perutiKy, sika Oe3nepevyHo 3MyIIye BCiX peroraru Ao cii3. HaBite s cam He
MOJXKY TIOSICHUTH, YOMY s TaKui cMminrHui. [Ticis Toro, sk st po3moBimM
JKaPT, 5 3aBKIU 3aMUCYI0 HOT0, 100 HAICIATH IO PI3HUX MIOJEHHUX
BUJIaHb — 5 CIIBIIPAIIOBaB MPAKTUYHO 3 yciMa ra3zeTaMu, 1110
crieniaii3ytoTecs Ha TymMopi. binbmicTts razetr y Kanroni, ['onkonsi Ta
[TiBnenno-CxigHil A3ii ApyKyBajIu MO )KapTH, 1 HABITh IIAHXAUCHKI
Tabn0iau ix migxoroBany. Kinbka pokiB TOMY 1 BTOMHBCS [TUM
3aiiMaTucsl, ajie OCTaHHIM YaCcOM, KOJIM MEHI TPAILIsIOCS YATATH SKICh
HOBI Ta0I0iH, ST YACTO HATPAILUISB HA CBOI CTApi KAPTH.

Jlami BiH CKap>KUThCSI, IO Tak 0arato Jitoiel KOMioI0Th 1 3MIHIOIOTh HOTo
KapTH, 110 1€ TICy€E Horo penyTarlito. ToMmy BiH BUPIIIMB EPEBUAATH CBOI
yIr00JIeHI JKapTH y CBOEMY HOBOMY XKypHadi, A/[-Story Monthly. Och
KUTbKa TIPHUKJIIIB 13 PI3HUX cepiil xKapTiB Y, sIKi JAIOTh 3pO3yMITH, YOMY
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He goes on to complain that so many people have been plagiarizing
and altering his jokes that it’s been ruining his reputation. As such, he’s
decided to republish his favorites in his new journal, the A//-Story
Monthly. A sampling from Wu’s various joke series hints at what made
them so popular:

“For Rent”

There once was a scholar who was abysmally poor. His cooking fire
was always going out, and he was wretched from exhaustion and
hunger. One day he squatted by the roadside with a note pasted to his
cheek that read: “This mouth for rent.” A person asked him: “Why are
you renting out your mouth?”” He replied: “So someone will fill it!”

“Calf and Foal”

It’s common for people to refer to their children using the pejorative
moniker “little dogs.” The practice began with [the second- and
third-century military commander] Cao Cao, who noted that Liu
Jingsheng referred to his sons as “pigs” and “dogs.” One man who
called his children “calf” and “foal” was asked about this unique form
of address, and he explained: *“ After China is destroyed, all Chinese
people will become beasts of burden. My children are still young, so of
course I should call them calf and foal.”

BiH CTaB TaKUM MOITYJIIPHUM:

«B openay»

JKMB KOJHCh OJIMH CTpalIeHHO OixHuil Buenuii. Floro Barpa mocriitHo
racia, a BiH cam OyB 3My4eHH i roomuuid. OQHOTO THS BiH CiB IPH
JI0pO3i 3 3aMUCKOI0, TPUKJICEHOIO JI0 OKHU, Ha siKiii Oys0 HamucaHo: «Pot
37a€ThCS B OpeH/Iy». Moro 3amutanu: «doMy TH 31a€l cBil poT B
openay?» Ha mio BiH BianosiB: «I1100 X049 m1ock 10ro HamoBHUIIO!».

«Tena it momay

Jlronu 4acTo Ha3MBAIOTh CBOIX JAiTE€H 3HEBAYKIMBHUM IPI3BHCHKOM
«yuenstay. Lg Tpaguitis 6epe cBiif moYaToK Bij [BIHICKKOBOTO
nonkoBoaws [I-1I1 cromits] Hao Iao, sixuit 3ayBaxus, mo Jlro [[3unmen
Ha3MBaB CBOIX CHHIB «CBHHSIMNY» Ta «cobaxkamm». OIHOTO YOJIOBIKA, SIKUH
HA3MBAaB CBOIX JIITEH «TEISIMY 1 «JI0IIaM», 3alUTAJH MPO L0 YHIKAIbHY
dbopmy 3BepTaHHs, 1 BiH NOACHUB: «[liciis pozepomy Kumaro eci kumaiiyi
cmanymo maenosumu meapurnamu. Moi dimu we mMonoodi, mooic, 36iCHO, 51
MYUty Ha3ueamu ix meisam i 10uamy.

1) Xao-tao (xut. "5 M, minpine: hdotdo) — 3ByKoHACiTyBaIbHE
CJIOBO B KUTAMCHKii MOBI, 1110 03HAYA€ TOJIOCHE, HAJPUBHE
pugaHHs a00 TOJIOCIHHS.

2) «llu uziny» (kuT. FFAE, ninpine: Shijing, Oyks. «Kaura miceHb») —

OJTHA 3 HAaWJIaBHIIKUX MaM'ATOK KuTaickkoi miteparypu (XII-VI cT.
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3)

4)

5)

70 H. e.). 30ipka MicTuTh 305 MOETUYHUX TBOPIB.

Crape cycninbetso (kut. |H A4S, minpins: jin shéhui) —
17I€OOT1YHUIN Ta MOMITUYHUIN TePMiH, aKTUBHO BIIPOBAKEHUHN
Komynictuunoro maprieto Kuraro micns yrBopennst KHP y 1949
poui. Hum no3nauatots nepioa ictopii Kurato 10 nepemoru
KOMYHICTHYHO1 PEBOJTIOIII].

3ootrpon — nonyngpHa y XIX cTomiTTi onTHYHA irpamka y BUIIsIL
LWTIHIpa 3 MaJltoHKaMH BeepeauHi. [1ig yac fioro mBuakoro
o0epTaHH IS TIs[a4a CTBOPIOBAIACS 11103151 pyXOMOTIo
300paKeHHSI.

[Tin-moy (Bix aHIII. to peep — MiANIAAaTH) — BUJ TOTOYacHOI
MOMYJIIPHOI ByIM4HOI po3Bary. Lle OyB 3akpuTuil sk i3
JH3aMH, 3a3UPHYBILIM B SIKI IVIsS1J1a4 MIr CIIOCTEPIraT 3a 3MiHOIO
KapTUHOK I11]] pO3MOBib IOYMEHA.
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Chapter 2
TRANSLATION OF THE CONTRASTING LEXICO-SEMANTIC FIELDS
OF "LAUGHTER" AND "TEARS" IN C. REA'S THE AGE OF
IRREVERENCE

2.1. Notes on the author's biography and the source text

Christopher G. Rea (born 1977) is a Canadian and American literary and cultural
historian, sinologist, and professor in the Department of Asian Studies at the University of
British Columbia. Rea began his academic career at Dartmouth College, where he completed a
bachelor's degree in Chinese language and literature in 1999, and continued at Columbia
University, where he earned both a Master's degree and a Ph.D. in modern Chinese literature
under the supervision of Professor David Der-wei Wang. Early in his career he held a visiting
scholar position at Harvard University and a Fulbright fellowship at the Institute of Chinese
Literature and Philosophy at the Academia Sinica in Taiwan.

Rea's research centres on the literary, cinematic, and cultural history of late Qing and
Republican China. His principal areas of inquiry include Chinese cinema, the history of comedy
and humour, cultural entrepreneurship, celebrity culture, and the legacy of Chinese intellectuals
Qian Zhongshu and Yang Jiang. This work has earned him a number of significant recognitions,
most notably the 2017 Joseph Levenson Book Prize from the Association for Asian Studies,
awarded specifically for The Age of Irreverence. (UBC Department of Asian Studies, 2026)

Beyond this study, Rea's scholarly output spans a wide range of genres and formats. His
monograph Chinese Film Classics, 1922—-1949 (2021) surveys the golden age of Chinese cinema,
while Where Research Begins (2022), co-authored with Chad Wellmon, offers a practical guide
to research methodology. As an editor and translator, he has produced The Business of Culture
(2015), a study of cultural entrepreneurs; Imperfect Understanding (2018), a collection of
biographical essays; The Book of Swindles (2017), a translation of the oldest surviving Chinese
collection of fraud stories from the Ming dynasty; and China's Chaplin (2019), a translation of
the comic works of Xu Zhuodai. He has also translated more than two dozen early Chinese films
and, in support of his research, founded the Chinese Film Project — an educational initiative
comprising an online course, a website, and what is currently the world's largest freely accessible
collection of early Chinese films with English subtitles. (Chinese Film Classics, 2021)

The Age of Irreverence offers a novel perspective on China's transitional period from the
1890s to the 1930s. Against the backdrop of political instability, dynastic decline, and the rapid
expansion of the print market, Rea argues that public discourse of this era was far richer in comic
expression than conventional historiography has acknowledged. Rather than portraying China's
entry into modernity as defined primarily by national trauma and intellectual gravity, he
documents a flourishing culture of laughter rooted in five key comic modes: jokes (xiaohua),
play (youxi), mockery (maren), farce (huaji), and humour (youmo). The study traces the
evolution of these modes — from the aggressive irreverence of the early 1900s, which served as a
vehicle for political criticism and social resistance, to the deliberate cultivation of a more refined
concept of humour championed by Lin Yutang and his journal The Analects Fortnightly in the
1930s. Drawing on a wide range of neglected sources — parodic verse, caricature, satirical prose,
and popular entertainment — Rea shows how laughter functioned not merely as a palliative but as
a mechanism of cultural production that played a direct role in shaping of Chinese modernity.
(MCLC Resource Center)
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2.2. Lexico-semantic field theory and its application to the translation of emotive
vocabulary

The foundation of this analysis is Christopher Rea's The Age of Irreverence: A New
History of Laughter in China. Given that the book focuses on the study of humour, it contains a
wide array of emotionally charged vocabulary. A recurrent theme running through both the text
and the broader cultural tradition it examines is the interplay between "laughter" and "tears" —
concepts presented not as simple opposites but as a closely linked pair: tragic events often serve
as the basis for jokes, and tears appear within comic situations. To account for this richness
systematically, the present study adopts a lexical-semantic field methodology, which enables the
vocabulary denoting laughter and tears to be viewed not as a random assortment of words but as
a structured system of semantically related lexemes. Within such a field, each word occupies a
precise position in relation to others, and this relational logic provides the translator with a
principled basis for identifying semantic and stylistic nuances in the source text and selecting the
most appropriate equivalents in Ukrainian.

The theoretical origins of this approach trace back to the German linguist Jost Trier. In
the early 1930s, Trier proposed a fundamental shift in how the lexicon should be understood:
rather than studying words in isolation, he argued that linguistic units exist in human
consciousness exclusively as part of a network of interconnections, and that the meaning of any
given word is determined by its position within that network. He did not use the term "semantic
field" as it is understood today, but spoke instead of the "linguistic field" — a semantically and
hierarchically organised fragment of a language's lexical composition at a given synchronic
stage, in which the weight and function of each element depends entirely on its relationship to
others. To capture this structure, Trier proposed the metaphor of a mosaic: words within a field
fit closely together, forming a continuous conceptual surface in which no space is left uncovered
and no element exists independently of its neighbours. Any change in one unit — a shift in
meaning, the emergence of a new lexeme, or the disappearance of an existing one — inevitably
disrupts this balance and triggers a restructuring of the entire system (Trier, 1931).

The subsequent development of field theory in linguistics brought greater terminological
precision and broader conceptual scope. In the contemporary Ukrainian linguistic tradition, a
semantic field is described as "a set of linguistic units, predominantly lexical, united by a
common meaning, a single concept, or the functional similarity of the phenomena they denote"
(Epmonenxo, c. 131, 2001). This formulation shifts the emphasis from purely structural
interdependence — which was central to Trier's account — towards conceptual and functional
affinity, making the common semantic core, rather than systemic contrast alone, the decisive
criterion for membership in a field.

A more explicitly structural approach is offered by O. I. Bondar, who defines the
lexico-semantic field as "a relatively autonomous set of lexemes united by a common
hyperseme," adding that "the meaning of an individual word is revealed through its contrast with
other components of the lexico-semantic field, which can be viewed structurally as a
lexical-semantic paradigm" (bonnap, c. 220, 2006). Here, semantic actualization is understood as
an inherently relational process: the conceptualization of "victory," for instance, necessarily
implies the simultaneous activation of adjacent and opposing terms such as "defeat" or
"surrender." Both Bondar and the tradition stemming from Trier thus agree that no lexeme carries
its meaning in isolation — it is defined by what surrounds it.

As O. 1. Bondar's definition implies, the internal structure of a lexico-semantic field is
organised around a common hyperseme, which serves as its primary unifying core — the semantic
denominator that binds all elements of the field together. In contemporary linguistic research, an
"archiseme, or hyperseme, can be interpreted as the main cognitive feature objectified in the
semantics of a language sign" (Uepemucina, c. 8, 2021). It is this conceptual anchor that connects
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a diverse set of lexemes within a single field, regardless of their individual stylistic,
morphological, or contextual differences.

A further dimension is introduced by O. O. Selivanova, who places particular emphasis
on the internal architecture of the field. Defining it as "a paradigmatic grouping of lexical units
of a particular part of speech based on a shared integral component of meaning — the archiseme"
(CeniBanosa, c. 281, 2008), she identifies two primary structural zones that regulate the
distribution of words within the system:

e The centre (core): the most prevalent, neutral vocabulary that explicitly and
unambiguously articulates the fundamental concept, devoid of superfluous emotional or
stylistic nuances.

e The periphery: a broader, more flexible zone encompassing words that share the core
meaning but carry specific stylistic, expressive, or contextual colouring (CeniBaHoBa,
2008).

The centre-periphery distinction is important precisely because it explains how a single
field can contain considerable lexical diversity without losing its internal coherence. It accounts
for the presence of seemingly distant lexemes that are nevertheless united by a shared conceptual
anchor — and it is the periphery, in particular, that allows the analysis to extend beyond direct
synonyms and incorporate the contextually varied vocabulary characteristic of literary texts.

Drawing on Kocherhan's comprehensive account of lexico-semantic organisation, the
following definition is adopted as the working framework for this study. Lexical-semantic fields
are "the largest paradigmatic groupings, characterized by the grouping of words based on the
similarity or difference of their meanings," and "the primary focus of research into the lexicon of
lexical-semantic groups is the word as the primary unit of language in all its semantic
relationships within the language system" (Kouepran, c. 137, 2010). As Kocherhan further
specifies, a lexico-semantic field is distinguished by three structural layers: a core, "which
contains the generic seme capable of substituting for other words in the field"; a centre,
comprising "words with an integral meaning — that is, words that are similar in meaning to the
generic seme and are similar to one another"; and a periphery, "consisting of words distant from
the generic seme, which instead specify the meaning of the entire lexico-semantic field" and may
simultaneously belong to neighbouring fields, thereby creating lexical-semantic integrity across
the system as a whole. The internal hierarchy of the field consists of lexico-semantic groups,
which in turn consist of smaller microsystems — synonymic series, antonymic pairs, hypernyms
and hyponyms, and converses. Crucially, each individual unit of a lexico-semantic field "must
differ from other units of the same field by at least one distinguishing feature," and all units are
united by a common archiseme expressed by a lexeme with a generalized meaning (Kouepram,
2010).

With this framework in place, it becomes possible to define the two fields at the centre of
this analysis. As P. N. Johnson-Laird and Keith Oatley established in their foundational semantic
analysis of the emotional lexicon, many words that speakers associate with emotion refer not to
emotions as such, but to their bodily expressions — "laughter, smiling, crying, tears, frown" —
which form a distinct sub-layer of the broader affective vocabulary (Johnson-Laird & Oatley, p.
87, 1989). This observation is significant for the present study: it means that the lexemes under
investigation are not simply names for emotional states but encode the physiological and
behavioural manifestations through which those states are expressed. It follows that the
lexico-semantic field of "Laughter" and the lexico-semantic field of "Tears" can be treated not
only as fields of emotive vocabulary but as fields that simultaneously capture the underlying
emotions they express — and it is those underlying emotions, joy and sadness, that give the two
fields their conceptual anchors.

In the scholarly literature on emotion, joy — the emotional basis of laughter — is
consistently identified as one of a small set of basic human emotions, characterised by its
positive valence and its capacity to manifest through visible physiological responses, most
notably laughter and smiling (Johnson-Laird & Oatley, 1989). Sadness — the emotional
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foundation of tears — is understood as an adaptive emotional response typically associated with
loss, grief, helplessness, and sorrow, characterised by specific behavioural patterns including
social withdrawal and, most visibly, weeping (Lench et al., 2019). Importantly, both emotions are
not simply internal states: they are inherently social and communicative phenomena, made
legible to others through the very vocabulary that constitutes the fields under study.

The relationship between these two emotional poles is not one of simple opposition. As
the broader literature on humour has shown, laughter does not always signal joy, nor tears only
sadness. In the linguistic study of humour, the term has come to function as a broad technical
designation covering anything that may be perceived as funny, amusing, or laughable — a
definition that encompasses forms ranging from benign play to aggressive mockery(Attardo,
2020). This breadth is precisely what makes the lexico-semantic field of "Laughter," as it appears
in Rea's text, a field of considerable internal complexity.

In the context of the present study, the lexico-semantic field of "Laughter" is understood
to include all lexical units whose archiseme can be identified as the concept of laughter — a
physiological and social phenomenon encompassing the expression of amusement, joy, or
derision through vocal, facial, and bodily means. This broad archiseme, articulated in the
Merriam-Webster Dictionary's definition of laugh as "to show emotion (such as mirth, joy, or
scorn) with a chuckle or explosive vocal sound" accommodates not only direct physiological
designations but also the cultural forms and social functions of the comic(Merriam-Webster,
2026). The field therefore organises itself around three lexico-semantic sub-groups: core lexemes
denoting primary physiological manifestations (e.g., laughter, smile); lexemes denoting genres,
forms, and means of comic expression (e.g., joke, farce, parody, caricature); and lexemes with
negative connotations, deployed as instruments of social aggression or contempt. This third
sub-group requires particular attention: as Hempelmann and Gironzetti demonstrated in their
interlingual study of the lexico-semantic field LAUGH, the vocabulary of laughter consistently
encodes an aggressive dimension — marking behaviours that are "concealed" or oriented toward
social dominance and ridicule(Hempelmann & Gironzetti, 2015) — and it is precisely this
dimension that lexemes such as sneer, mockery, and derision occupy in the present corpus.

The lexico-semantic field of "Tears" is defined by the archiseme tears — understood as the
physiological manifestation of grief, sorrow, or intense emotional distress, and the broader
vocabulary of suffering and lamentation associated with it. The field's core lexemes denote
primary acts of crying (e.g., weep, wail, cry). As the Merriam-Webster Dictionary's entry on
weep notes, to weep is "to express deep sorrow for usually by shedding tears," with established
variants including sobbing, bawling, and wailing — each marking a distinct intensity or social
register of the same core physiological process(Merriam-Webster, 2026). The periphery of the
field extends to lexemes expressing the emotional and psychological states that precipitate tears,
ranging from sorrow and anguish to trauma and agony, as well as situational descriptors of
painful circumstances. Sadness — the dominant emotional underpinning of this field — has been
described in the scientific literature as an adaptive response characterised by specific behaviours
and cognitive processes that may last from seconds to hours, ranging in intensity from quiet
dejection to acute grief(Lench et al., 2019). This intensity gradient maps directly onto the
internal organisation of the field, from core lexemes of weeping to peripheral lexemes of
prolonged emotional suffering.

Together, these two fields form the contrasting lexico-semantic fields of "Laughter" and
"Tears" that structure the analytical chapter of this study. In Rea's text, the two fields are not
simply opposed but stand in a relation of dynamic interdependence, in which laughter and tears
frequently presuppose, accompany, or give rise to one another.

Having established the theoretical and conceptual parameters of the two fields, it remains
to outline the translational framework applied in their analysis. The translation techniques
employed in rendering the selected lexemes from Rea's text into Ukrainian are classified
according to the taxonomy developed by Molina and Albir. The analysis of the sample reveals
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nine distinct techniques. The following techniques are attested in the sample and will be applied
in the analysis of the translation:

1.

10.

Established equivalent, defined as "the use of a term or expression recognized (by
dictionaries or language in use) as an equivalent in the TL" (Molina & Albir, 2002, p.
510). This technique applies to the majority of core lexemes in both fields, where
Ukrainian possesses direct, lexicographically stable counterparts: laughter — cmix, tears —
CIbO3HU, smile — mocMilIKa, mockery — ITy3yBaHHS.

Calque, defined as "a literal translation of a foreign word or phrase; it can be lexical or
structural" (Molina & Albir, 2002, p. 510). It appears where the internal structure of the
English compound or phrase is reproduced directly in Ukrainian: Cold Laugh —
Xonomauuii cMmix, The passionate weeper — llpuctpacHuii MIakalbHUK, bitter smile — Tipka
MOCMITIIKA.

Literal translation, defined as translating "a word or an expression word for word"
(Molina & Albir, 2002, p. 510). It is employed where the source phrase maps onto the
target language without requiring structural or semantic adjustment: selling smiles —
MpoAaBalld CBOI MOCMINIKH, fragic stories — TpariuHi icTopii, inexpressible sorrow —
HEBUMOBHOTO CMYTKY.

Modulation, defined as "a change of the point of view, focus or cognitive category in
relation to the ST; it can be lexical or structural" (Molina & Albir, 2002, p. 510). It occurs
where direct translation would produce a semantically imprecise or stylistically awkward
result: mirth — BecemomiB (shift from internal emotional state to its outward social
expression), pain — cym (physical sensation reframed as emotional state).
Particularization, defined as "the use of a more precise or concrete term" (Molina &
Albir, 2002, p. 510). It is applied where the source lexeme is semantically broader than its
most contextually appropriate Ukrainian equivalent: funny stories — TyMOpeckH, cartoons
— KapHKaTypH.

Generalization, defined as "the use of a more general or neutral term" (Molina & Albir,
2002, p. 510). It appears where the English term carries a narrower or more culturally
specific meaning that lacks a precise Ukrainian equivalent: snicker — cmix.

Naturalized borrowing, a sub-type of borrowing in which the source term is adjusted
"to fit the spelling rules in the TL" (Molina & Albir, 2002, p. 510). It is used for terms
that have established loanword forms in Ukrainian: farce — dapc, trauma — TpaBma,
agony — aroHis, Humorists — I'yMOpucTH.

Amplification, defined as "the introduction of details that are not formulated in the ST"
(Molina & Albir, 2002, p. 510). It is applied where the target-language rendering requires
an additional semantic component to convey meaning implicit in the source: Sneer —
I'myznuBmii mocmix (the evaluative adjective makes explicit the connotation of
contemptuous mockery encoded in the English).

Reduction, defined as "the suppression of a ST information item in the TT" (Molina &
Albir, 2002, p. 510). It appears where a multi-word English expression can be rendered
by a single Ukrainian lexeme without significant loss of meaning: displays of tears —
iy, film comedies — KiHOKOMei1.

Description, defined as "the replacement of a term or expression with a description of its
form or/and function" (Molina & Albir, 2002, p. 510). It is used for culturally or lexically
opaque items that lack any established equivalent in the target language: Wisecracks —
JloTemnHi KapTH.

In conclusion, establishing the theoretical framework of lexico-semantic fields provides the
necessary foundation for analyzing the translation of emotive vocabulary of Christopher Rea’s

book.

Conceptualizing "Laughter" and "Tears" as interconnected, contrasting concepts —

structured around their respective archisemes, cores, and peripheries — reflects the thematic and
structural logic of the source text, where the comic and the tragic are in constant dynamic
relation. Furthermore, the selected classification of translation techniques serves as the primary
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methodological tool for handling the semantic shifts and stylistic nuances within the Ukrainian
rendition of these fields.

2.3. Analysis of translation techniques applied to the contrasting lexico-semantic fields of
"Laughter" and "Tears"

The sample of 103 lexical units drawn from Christopher Rea's The Age of Irreverence
was compiled according to the lexico-semantic field methodology outlined in the preceding
section and distributed across four sub-groups: core lexemes of laughter, genres and forms of
laughter, lexemes of negative laughter, and core lexemes of tears. The approach to translation
depends on the sub-group so the analysis will be organised accordingly, with each section
examining the dominant translation techniques and illustrating them with examples drawn from
the source text and our Ukrainian translation.

Core lexemes of laughter constitute 31.5% of the total sample (28 units) and
represent the most semantically central vocabulary of the lexico-semantic field of "Laughter":
direct designations of the physiological act and emotional state of laughing, smiling, and
amusement. Established equivalent accounts for the largest share of translations within this
sub-group (53.6%). This reflects the broad semantic overlap between English and Ukrainian in
the domain of emotional and comic vocabulary: the core of the lexico-semantic field of
"Laughter" occupies comparable conceptual territory in both languages, and Ukrainian possesses
lexicographically stable equivalents for its primary designations: laugh — cmistucs, smile —
MOCMIIIIKA, amusing — KyMellHe, sense of humor — mo4yTTsi TyMOpy.

The remaining techniques show where this overlap does not extend. Modulation (14.3%)
produces one of the interesting cases. Consider the translation of mirth:

"[...] artists have been adept at comic alchemy, converting toxic politics into nourishment
for cultures of mirth." (Rea, p. 4) — "[...] mumyi maticmepro 60100il0mb KOMIYHOW AIXIMIEIO,
nepemeoproyU MOKCUYHY NOIIMUKY HA NONCUBY 05l KYIbMypU 8ecenouyis."

Mirth denotes a particular quality of joyful, often collective laughter — a word with an
elevated, literary register in English. Its Ukrainian rendering as gecenowi shifts the focus from an
internal emotional state to its outward, social expression, reflecting a change in cognitive
category from feeling to behaviour. This is a characteristic instance of modulation, where the
semantic perspective is adjusted to suit the expressive norms of the target language.

Generalization (3.6%) is illustrated by the rendering of snicker:

"What a person does with the 'uninvited snicker,' E. B. White wrote [...]." (Rea, p. 7) — "E. b.
Bauim xazae, wo me, sk 1100una no6ooumsbcs 3i c80im «Henpoxarum cmixomy [...J."

Snicker designates a specifically suppressed, half-concealed laugh, often tinged with
mockery — a distinction that English encodes lexically but Ukrainian does not. In the absence of
a single Ukrainian term carrying the same connotation, the broader cmix was selected as the most
natural available equivalent. This constitutes generalization, where the narrower source term is
rendered by a more neutral target-language lexeme.

Reduction (10.7%) is employed where multi-word English expressions are compressed
into single Ukrainian verbs: to give an inadvertent laugh — nenasmucno nocmixuymucsi, to break
into laughter — pozpecomamucs. The semantic content of the source phrase is concentrated into a
lexeme that carries the meaning implicitly rather than analytically, reflecting a broader tendency
in Ukrainian literary prose toward verbal economy in the expression of emotional states.

Description (3.6%) is applied in the translation of the journal title Wisecracks:

"In his 1906 preface to Wisecracks, he tells readers:" (Rea, p. 16) — "V nepeomosi 0o
«/lomennux scapmis» 1906 poky 6in nuwe yvumauam:"

Wisecracks 1s a title of comedic journal with strong colloquial connotations of sharp,
clever humour. Since no Ukrainian equivalent exists that carries the same register in equally
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condensed form, we rendered it as [Jomenni srcapmu by means of description (3.6%), making the
meaning of the title directly accessible to the target-language reader.

The sub-group of genres, forms, and means of laughter comprises 28 units (31.5%) and
encompasses the vocabulary of comic cultural production: literary and theatrical genres, artistic
forms, and the social vehicles through which laughter is organised and transmitted. This
sub-group shows the greatest internal diversity of techniques, with no single approach dominant
to the same degree as in the core sub-group — established equivalent accounts for only 28.6%,
while particularization, modulation, and naturalized borrowing each contribute 14.3%.

Particularization (14.3%) reflects the fact that English genre terminology in the source
text is often broader or more neutral than the closest Ukrainian equivalent, which carries more
specific generic meaning:

"The Shun Pao examples, to begin with, might be better called funny stories" (Rea, p. 8)
— "Ilpuknaou 3 «Illyn Ilao», no-nepute, kpawje Hazeamu cymopeckamu"

Funny stories is a descriptive compound with no fixed generic status — it denotes any
short narrative with humorous intent. /ymopecxu, by contrast, is a specific Ukrainian literary
genre designation, carrying associations with a well-developed tradition of short comic prose.
Our translation choice narrows the source term to a specific Ukrainian genre designation, making
the text more precise for a Ukrainian reader. In selecting rymopecku, we opted for a term with
established cultural associations in the target-language literary tradition, which allows the reader
to situate the material within a familiar generic context.

Calque (7.1%) is employed for the culturally specific Chinese genre term joke novel:

"[...] the journalistic genre of the 'joke novel' helped to establish the joke as a symbol of
the blurry lines between the real and the fake" (Rea, p. 10) — "owcypunanicmcoxuii swcanp
«HCapmienueozo PpPOMAmMyy» OO0NOMic YMEEepOumu Hcapm sAK CUMEON DOIMUMUX MeNHC MIdHC
peanvHum i sueadanum"

The structure of the English compound is reproduced directly: joke — owcapmienrusuii,
novel — poman. Since joke novel is a term being introduced by Rea himself to describe an
unfamiliar Chinese genre, the calque preserves the foreignness of the concept — the term is
deliberately opaque in English, and the translation reflects this by constructing an equivalent that
is similarly transparent in its composition yet equally unfamiliar.

Modulation (14.3%) is illustrated by the rendering of mockery in the chapter title
context:

"The English terms found in the chapter titles — [...] mockery, farce, and humor — are not
direct translations." (Rea, p. 9) — "Vkpaincoki mepminu, wo 3ycmpivaiomuscs y Ha36ax po3oinie —
[...] napooit, hpapc ma eymop — ye ne npsami 8ionogioHuxu."

Here mockery is rendered not as enysysanns — its established equivalent elsewhere in the
sample — but as napooii, a genre designation. The shift reflects the specific context of Rea's
discussion of comic forms, where mockery refers not to the social act of mocking but to a mode
of satirical expression. We interpreted this as a modulation of cognitive category, adjusting the
focus from behaviour to form in accordance with the genre-oriented framing of the chapter title.

Naturalized borrowing (14.3%) is the dominant technique for terms that have
established loanword equivalents in Ukrainian: farce — ¢papc, comedy — xomeoito, anecdotes —
anexoomu, Humorists — I'ymopucmu. In each case, the English term is adapted to Ukrainian
phonetics and morphology without semantic alteration. The frequency of this technique in the
genres sub-group — higher than in any other — reflects the degree to which the vocabulary of
comic forms in Ukrainian has historically been shaped by European borrowings.

The sub-group of negative laughter is the smallest in the sample (9.0%, 8 units), yet it
presents the most varied set of translational challenges within the lexico-semantic field of
"Laughter." It encompasses lexemes that deploy laughter as an instrument of social aggression,
contempt, or hierarchical assertion — the vocabulary of sneering, mocking, and bitter amusement.
Established equivalent dominates at 50.0%, with multiple English terms — mockery, derision, to
mock, derisive — converging on the single Ukrainian root exysyeanns/enyzyeamu/enyznusuii. This
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convergence reflects a structural asymmetry between the two languages: where English
differentiates lexically within the field of contemptuous laughter, Ukrainian relies on a single
derivational cluster to cover the same semantic range.

The remaining cases involve more complex translational decisions. Amplification is
illustrated by the rendering of Sneer:

"[...] they combined their noms de plume into a Cold Laugh, or Sneer." (Rea, p. 3) —
"6oHU 00'€OnaU 80T NCeBOOHIMU 6 «XON0OHUU cMixy, abo «lyznueuit nocmixy."

Sneer here is not a common noun but a proper title — the combined pen name of two
authors, chosen as a deliberate artistic statement. The English word carries its full connotative
weight: a sneer is a particular kind of contemptuous half-smile, immediately legible to an
English reader. The Ukrainian translation Inysmueuii nocmix introduces an additional lexical
element (enyzmueuii — mocking, derisive) that makes this connotation explicit. This is
amplification: information implicit in the source is given overt linguistic form in the target,
justified both by the absence of a single Ukrainian word with the same register and by the fact
that the term functions as a proper title.

Calque is employed in the translation of bitter smile:

"[...] it testified to the resilience of the Chinese people, their ability to 'make merry
amidst their bitter lives' [...], to allow themselves a 'bitter smile™ (Rea, p. 7) — "ye c6iouuno npo
CMIUKICMb KUMAUCLK020 HAPOOY, U020 30AMHICMb «8eCeUMUcs cepeod 2ipkoco sdcummsy |[...],
0036015MuU COOI «ZIPKY ROCMIUKY»"

The structural correspondence of the calque (bitter — cipxa, smile — nocmiwika) is here not
merely a formal solution but a semantically precise one: the oxymoronic quality of bitter smile —
laughter that carries pain — is fully preserved in the target language, where eipxa nocmiwixa
carries the same paradoxical charge. The calque is well-suited here in that ecipka nocmiwka
functions as a natural Ukrainian collocation, preserving both the oxymoronic structure and the
evaluative charge of the source expression without requiring further explanation.

The sub-group of core lexemes of tears comprises 25 units (28.0%) and is the most
lexically diverse in terms of technique distribution: literal translation and naturalized borrowing
each account for 20.0%, established equivalent for 24.0%, and modulation for 16.0% — a notably
more even spread than in the laughter sub-groups. This distribution reflects the fact that the
vocabulary of grief and suffering in Rea's text is semantically more varied and contextually more
embedded than the vocabulary of laughter.

The calque The passionate weeper — Ilpucmpacuuii niaxarvrux warrants closer
attention:

"'"The passionate weeper,' as Liu styles himself, invites readers to join him in weeping."
(Rea, p. 1) — "«llpucmpacuuii naaxkanvHuk», 5K Hazusae cebe Jlo, 3anpowye uyumauvis
npuUeOHamucst 00 Hb020 8 puOaHHi."

Weeper is an unusual English lexeme — slightly archaic, strongly literary. Its Ukrainian
equivalent nrakanvnuk is similarly marked: an archaic or elevated word, evoking the tradition of
professional mourners. The calque preserves both the structural composition and the elevated
register of the original, and the word choice is particularly apt because nrakarvnux carries an
overtone of ritual, public grief that matches the performative quality of Liu's self-presentation in
the text.

Modulation produces one of the most significant semantic shifts in the entire sample in
the translation of pain:

"But actually, this is a tale of not pain, but delight." (Rea, p. 2) — "Ane nacnpagdi ye
icmopis He npo cym, a npo padicms."

Pain in English encompasses both physical suffering and emotional distress. In this
context, the physical dimension is clearly not intended, yet the word retains a degree of bodily
immediacy absent from its Ukrainian rendering. The Ukrainian cym (sadness, melancholy)
designates a purely emotional, reflective state, more specifically psychological in register. This
modulation shifts the cognitive category from sensation to mood, bringing the Ukrainian
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rendering closer to the introspective tone characteristic of literary prefaces in the target-language
tradition

Literal translation (20.0%) is frequent in this sub-group because much of the
vocabulary of tears appears in contexts where the source structure maps naturally onto
Ukrainian:
tragic stories — mpaeiuni icmopii, plaintive preface — owcaniciugy nepeomosy, Selling tears —
npooadic ciiz, inexpressible Sorrow — «HEGUMOBHO20 CMYMKY».

Both the lexical components and the syntactic structure have direct Ukrainian
counterparts, making literal translation the most economical and precise option available.
Reduction is illustrated by the following example:

"The Chinese Communist Party turned displays of tears into a political ritual" (Rea, p. 3)
— "KomyHnicmuuna napmis nepemeopuiia naa4 Ha NOLimMuyHul pumyan"

Displays of tears is a compound noun phrase in which displays encodes the public,
performed dimension of the weeping described. This construction has no natural single-word
equivalent in Ukrainian, where the act and its performative framing are not lexically integrated in
the same way. We therefore rendered it as rutau by means of reduction, compressing the source
phrase into a noun that denotes the weeping itself. The performative dimension, while not
retained lexically, is recoverable from the broader political context of the passage.

Naturalized borrowing (20.0%) accounts for terms with established loanword
equivalents in Ukrainian: trauma — mpaemu, agony — aeoHii, dramatic — opamamuyromy,
anguished frustration — bonicnoi ¢pycmpayii. As in the genres sub-group, this technique is
productive where the English term has already entered Ukrainian through earlier borrowing,
rendering further adaptation unnecessary.

In conclusion, an analysis of 89 lexical units from the “Laughter” and ‘“Tears”
lexico-semantic fields showed that the choice of translation technique depends directly on the
semantics of the word. The most frequently used approach was the established equivalent
(38.2%), indicating the presence of shared basic concepts for describing emotions in both
languages. Modulation (15.7%) was used where English and Ukrainian view the same emotional
state differently. Naturalized borrowing (11.2%) and literal translation (9.0%) proved to be the
most effective for rendering the names of literary genres. Other techniques (particularization,
calque, reduction, etc.) were used less frequently to address specific translation difficulties.
Overall, rendering emotive vocabulary requires flexibility: the choice of a specific
transformation is always dictated by the context and the availability of appropriate cultural
equivalents in the target language.

Conclusions

The Age of Irreverence: A New History of Laughter in China by Christopher Rea is a
work of cultural and literary history that examines the development of comic culture in China
from the 1890s to the 1930s, tracing the evolution of five key comic modes — jokes, play,
mockery, farce, and humour — against the backdrop of political instability and the rapid
expansion of the print market. The text is built around a rich and culturally specific vocabulary
of laughter and grief, which presented a distinctive set of challenges for translation into
Ukrainian.

The translation of a fragment of the source text constituted the first stage of the present
project and required sustained engagement with terminology relating to Chinese comic genres,
literary forms, and emotional expression, much of which has no established Ukrainian equivalent
and called for principled translational decision-making throughout.

In the theoretical section of the study, the structural and semantic features of the
lexico-semantic fields of "Laughter" and "Tears" were examined on the basis of field theory as
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developed by J. Trier and elaborated in the Ukrainian scholarly tradition by M. Kocherhan, O.
Bondar, O. Selivanova, S. Yermolenko, and others. The lexico-semantic field of "Laughter" was
defined by the archiseme of laughter as a physiological and social phenomenon and found to
organise itself into three sub-groups: core lexemes, lexemes denoting genres and forms of the
comic, and lexemes with negative connotations. The lexico-semantic field of "Tears" was
defined by the archiseme of tears as a manifestation of grief and emotional suffering, comprising
a core of weeping lexemes and a periphery of emotional and situational descriptors. The two
fields were established as structurally contrastive yet dynamically interdependent, in accordance
with the logic of the source text. The translation techniques applicable to the sampled vocabulary
were identified according to Molina and Albir's (2002) taxonomy.

In the analytical section, 89 lexical units were sampled and distributed across the four
sub-groups. The analysis demonstrated that established equivalent is the dominant technique
overall (38.2%), reflecting the broad lexico-semantic overlap between English and Ukrainian in
the domain of emotional and comic vocabulary. Modulation ranked second (15.7%) and proved
most productive at the semantic boundaries of the two fields, where the languages conceptualise
emotional states from differing cognitive angles. Naturalized borrowing (11.2%) and literal
translation (9.0%) were prominent where borrowed terminology or direct structural
correspondence was available, while particularization (7.9%) and calque (6.7%) characterised
cases involving genre terminology and culturally specific compound expressions respectively.
Less frequent techniques — reduction, generalization, amplification, and description — appeared
selectively in response to specific lexical and cultural constraints.

The distribution of techniques varied across sub-groups, with the genres and forms
sub-group showing the greatest internal diversity and the core laughter sub-group the highest
degree of direct equivalence. These patterns indicate that the translation of emotive and comic
vocabulary is a contextually motivated process, in which technique selection is determined by
the degree of lexico-semantic correspondence between the languages, the register of the source
term, and the cultural availability of target-language equivalents.

Further research could extend the lexico-semantic field methodology to other domains of
emotive vocabulary in English-language scholarship on Chinese cultural history, or apply a
comparative approach to examine how the same vocabulary is rendered in translations into other
European languages.
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Appendix A
Lexico-semantic groups in The Age of Irreverence: A New History of Laughter
in China

Core lexemes of Tears
28,1%

Core lexemes of Laughter
31,5%

Negative laughter
9,0%

Genres, Forms, and Means
31,5%
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Appendix B
Techniques of translating lexico-semantic fields of laughter and tears in the
translation of The Age of Irreverence: A New History of Laughter in China

Description

1,1% Modulation
Reduction 15,7%
5,6%

Naturalized borrowin

11,2%

Generalization

2,2% Particularization
Amplification 7,9%
2,2%

Literal translation Calque
9,0% 6,7%

Established equivalent
38,2%
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Summary

The research paper addresses the concept of lexico-semantic fields, specifically focusing on the
contrasting paradigms of "laughter" and "tears," their structural features, and the translation
techniques employed to render this emotive vocabulary. The analysis is based on the monograph
The Age of Irreverence: A New History of Laughter in China by Christopher G. Rea and its
translation into Ukrainian. As this is a historical and cultural study exploring the comic culture of
China from the 1890s to the 1930s—a period of profound social upheaval—the text makes
frequent use of emotionally and socially marked vocabulary to depict the dynamic relationship
between the comic and the tragic. This research paper is of particular value to linguists and
translation scholars, especially those interested in the translation of academic non-fiction and
emotive language. The translation of historical and cultural studies into Ukrainian provides new
opportunities for cross-cultural exchange of knowledge.

Keywords: lexico-semantic field, emotive vocabulary, translation techniques, comic culture,
cultural adaptation.

AHOTALIA

Y nociipKeHHI PO3MISAIAETHCS MOHATTS JEKCHKO-CEMAHTHYHHUX IIOJIIB, 30KpeMa KOHTPACTHUX
MapajgurM «CMIXy» Ta «Cli3», IXHI CTPYKTypHI OCOOJIMBOCTI, a TaKOX TNEpeKIaaanbKi TEXHIKH,
IO 3aCTOCOBYIOTBCS JUIS BIATBOPEHHS Ili€l €MOTHMBHOI JIGKCMKH. 3a OCHOBY aHali3y B3STO
moHorpadiro Kpicrodepa Pi «Enoxa HenmomtuBocti: HoBa ictopis cMixy B Kuraiy (The Age of
Irreverence: A New History of Laughter in China) Ta ii mepekiaa yKpaiHCHKOIO MOBOIO.
OCKUIBKM 11€ ICTOPUKO-KYJIBTYpPHE JOCIHIJDKEHHS, IO BHBYAE KOMIUHY KynbTypy Kwutaro
1890-1930-x pokiB (mepiomy TTUOOKHX COIIaTbHUX TOTPSCIHB), Y TEKCTI YaCTO BKUBAETHCS
€MOTHBHO Ta COIlIaJIbHO MapKOBaHa JIEKCHKa JUIsl BiIOOpaKEHHS AMHAMIYHOTO 3B'S3KYy MIXK
KOMIYHUM 1 TpariunuM. lle MoCHiKeHHS CTaHOBUTH OCOOJHMBY IIIHHICTH IS JIIHTBICTIB Ta
MEPeKIIaIo3HABINIB, HAcamIepell THX, XTO IIKABUTHCSA TEPEKIAOM HayKOBO-TIOMYJISPHOI
JiTepaTypu Ta €MOTHBHOI JiekcuKHU. llepekian iCTOPHKO-KYJIBTYpHUX PO3BIZIOK YKpPaiHCHKOIO
MOBOIO BIIKPHBAE HOB1 MOYKJITMBOCTI JUISI MDKKYJIBTYPHOTO OOMIHY 3HAHHSIMH.

KirouoBi cioBa: sexcuko-cemanmuune noine, eMOMUBHA JEKCUKA, NEPEKIA0AYbKi MeXHIKU,
KOMIUHA Ky1bmypa, KyIbmypHa a0anmayis.



