MULAN:
Singing/Staging Identity: Roleplay, Gender, and Poetry in the Middle Period.

MULAN:
· CHOSEN BECAUSE OF ITS CULTURAL RESONANCE: i.e. from the original ballad to Disney, to Maxine Hong Kingston.  Source: Wilt Idema has translated five different versions of the text, including this ballad, but also a sixteenth-century opera by Xu Wei (Chinese opera: the female role is played by a young male actor, who in this case pretends to be female acting out male).

· FOR ME: it clearly is a song about identity, the creation of identities, the instability of identities, through arguably the most important identities of all, male/female, and how one can enact such an identity.  Interpellation: it shows how such identities are literally “called” into being.  By calling upon someone, by naming someone “girl,” you give them an identity.  Same is true of the listener/reader, who is called into being when addressed by the poetic speaker; an identity is established which is always relational; i.e. deixis.

Bai JUYI:
· one of the poets from the most famous age of Chinese poetry, the Tang dynasty; one of the great poets (together with Li Bai, Du Fu); song about performing one’s identity by re-enacting/voicing the persona of someone else, most notably a woman.  

MULAN:
General on Yuefu: Ballad

In 120 BCE, a special bureau was established by the Han, the Yue fu, or Music office:  The office lasted until 6 BCE, but the yuefu continued to the anonymous folksongs associated with it.  

Often performed in sets: i.e. open with nature image (bird), then the human situation, and a conventional well-wishing coda.

Professional singers: i.e. formulae and shared lines.  Sometimes we have different versions of the same song, ORAL AND POPULAR:

MORE ELITE: Collections of Yuefu, found in the Treatise on Music and the Recent Songs from a Terrace of Jade (Yutai xinyong), but note that editing starts happening

· by the end of the second century A.D. men start writing these poems, allows these men to speak in a voice not their own: i.e. abandoned woman, frontier soldier, etc.

SOUTHERN Yuefu:
· third through fifth, actual songs, some by women, some by men;  lots of romantic puns (i.e. lian is both lotus or passion; “si” is “silk” “thread” or “think fondly of” etc.

· choruses of women were actually brought before court to perform.

Northern Yuefu:

· stylized masculinity: lots of death and violence, but note that this comes to us through southern collections (of what they thought the north was)

Ballad of Mulan (4th to 6th century)

Very similar to another set poem, 

A date tree grows before my gate,

Year after year it never gets old

If mother does not have me married

How will she get a grandson to hold

Jiji (onomatopoeia, the sound of weaving) woe is me

The girl weaves at the window

We cannot hear the shuttle’s sound

We only hear the girls’ sighs

Now tell me girl, what’s on your mind

And tell me girl what’s in your heart

Mother promised to have me married

And this year again there is no good news.

The poem both shares and rejects this image of FEMALE ROMANCE: it orally quotes from the older poem, but whereas the original text is all about match-making and romantic longing, in the case of of Hua Mulan, she worries about very different things.  In this particular case:
- she rejects romantic longing, to take on a different, appropriate role: i.e. she is filial.  (importance of filial piety in justifying outrageous acts of genderbending).
- Various ways in which Mulan creates/recreates her identity: engaging in acts that are gendered: i.e. weaving and warfare. OBJECTS AND CLOTHING: then purchasing objects associated with masculinity and war, a theme further elaborated through clothing/make-up which she puts on/a spatial sense of starting at the house (but with a door open mind you), then moving to the market/further and further away, until she comes back home and goes inside.
QUESTIONS AND ANSWERS, LISTENING: This song, in short, interacts/responds to other sources within the tradition, just as HJua Mulan responds to the questions asked of her, but also provides original, gender-bending answers.

Interpellation:
And the use of Deixis:
· the character for female very similar to “you”:
IF YOU GO TO THE POEM, you can even do this in Chinese as an exercise, find the times the word “girl” is used.

The first time we address the girl is through “Mulan” title, identity, for the reader/listener clear; fourth line, one time (we only hear the girl sigh); line after “I ask you who are you girl thinking of (si is also silk, thread, etc.); same question in the next line.

Then Mulan speaks in her own voice addressing herself as “女.” She rejects the romantic idea, but not that she is a woman/girl/daughter.

She speaks of her father not having a son, then “MULAN” does not have an older brother.

I do not hear father and mother calling me (girl), I only hear, i.e. she is out of the reach of being called a maiden.

Then comes the part where everybody hears “the daughter returning” (mom/dad), sister, sister, these become reintegrating moments of appellation; this is the family hearing that “their daughter/sister/sister” is coming back and preparing for her.

Now the wonderful use of “I” in the final lines, I enter my room, I etc.  “I” can be male/female.
In short:
- a nice poem that both stands in the tradition, but plays with the tradition, ascribes a very traditional role to its main actor, but also allows her to act out all kinds of boundary crossing (even while keeping the borders of the state safe).
