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Chief Editor’s Note
This Special Issue gathers together six articles delivered at
the International Conference on “Globalization and Cultural
Identity/Translation,” held in Fo-guang University (Taiwan) on
19-20 December, 2008, and sponsored by Fo-guang’s Department
of Foreign Languages and the Asian Center of the University of
Manitoba (Canada). A total of some 30 papers were presented on
that occasion on various aspects of what might, for convenience
sake, be termed “cultural” and “linguistic” translation as
practiced in a range of pre-colonial, colonial and postcolonial
situations. In the quaint little town of Chiao-hsi in Northern
Taiwan, speakers from Canada, Hong Kong, Israel, Malaysia, the
People’s Republic of China, Slovakia and the United Kingdom
met with colleagues from various universities in Taiwan, to
ponder some of the most heated research issues in the fields of
translation and comparative culture. To showcase the diversity
of topics discussed and debated in the conference, I present here
a listing of some of the articles not included in the present volume:
1.

“Cultural Identity and Youth Culture: Globalizing Hip
Hop/Rap and Appropriating Icons of Traditional
Chinese Culture in Leehom Wong, David Tao, Jay Chou,
Houxian and Zhang Bohong” (Jennifer W. Jay)

2.

“Zhong Qiao and the Asian People’s Theater Movement
vi

in Taiwan” (Terence Russell)
3.

“Identity and Cultural Difference in the Narrative of
Ursula K. Le Guin’s Novel Always Coming Home” (You
Zhenwei)

4.

“’I Translate, Therefore I Am’: Names and Cultural
Translation in Jhumpa Lahiri’s The Namesake” (Gong
Shaoming)

5.

“Other Moments/Moments with Others: Acts of
Cultural Translation by Oberlin Rep in Taiwan, 19581959” (Jonathan Benda)

6.

“Being Real: Transgressive Modalities in American
Haiku by Richard Wright and John Ashbery” (Dean
Brink)

7.

“As Slippery as a Fish: The Quest for Plurality of Cultural
Identities in Richard Flanagan’s Gould’s Book of Fish”
(Huang Huijun)

8.

“’Sayonara, World!’: Huang Chun-ming’s ‘Sayonara
Zaijian!’ as Allegory of National Humiliation” (Ronald
S. Judy)

9.

“Translating Imagistic Language: An Analysis of the
Images of Cultural Identity in Xie Xueyu’s Dream of
Cherry Blossoms” (Zheng Mingzhu)

10. “A Case of Cultural Translation: A Critical Comparison
between Qiyan Jueju Translations of Edward
Fitzgerald’s Rubaiyat of Omar Khayyam” (Lin Weizheng)
vii

Most of these articles, which deal more squarely with issues
of cultural translation, will make their way into an anthology
presently under preparation by Terence Russell. But readers of
Translation Quarterly are now treated to six pieces that engage
more directly with problems of linguistic translation, or translation
in the “narrower” sense: they examine cases of literary texts
transferred from one linguistic medium to another. Of these, the
five English articles are: Leo Tak-hung Chan’s “Reading the
Global: The Reader-Consumer and the Murakami Translation
Phenomenon” (keynote address at the opening ceremony), which
has as its subject the overwhelmingly popular reception of the
translations of Murakami on both sides of the Taiwan Strait; Hsu
Chia-hua’s “Taiwanese Response to a French Writer: The Case of
Albert Camus,” a study of the three major phases of Taiwanese
readers’ response to Camus in Chinese; Baochai Chiang, J. B.
Rollins and Jing Wang’s “Cultural Self-Translation and Chinese
Globalization: Eileen Chang’s Yuan nü and The Rouge of the North,”
an analysis of Chang’s well-calibrated re-creation of her own novel
in another language; Lihi Yarov-Laor’s “Metonymies in Chinese
Translations of the Bible: The Schereschewsky and Union
Versions,” an exploration of the strategies—literal and free—that
were deployed in two Biblical versions to translate the metonymies
in the original; and Radovan Škultéty’s “Twentieth-Century
English Renderings of the Xiyou ji (Journey to the West),” which
traces the history of the remarkable “journey” taken by Wu
viii

Cheng’en’s masterpiece as it reconfigured itself at the hands of
some of the best-known translators of our time. The only Chinese
contribution, by Kao Chia-hsuan, examines Nobel laureate
Seamus Heaney’s “transgressive” translation methods as
revealed in his major works like Sweeney Astray.
The Editor would like to take this opportunity to thank, in
particular, Professor Chen Peng-hsiang, Convenor of the
Conference and Chair of the Department of Foreign Literatures at
Fo-guang University, for his invaluable assistance at the various
stages in the preparation of this Special Issue.
Leo Chan
December 2009
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Form- and Sense-Oriented Approaches to Translation Revisited

The rudimentary mediating competence in its largely sense-oriented
forms manifests itself in co-ordinate bilingual children’s natural translation.
In the foreign language classroom, in which translation is taken out of
its communicative dimension and functionalized for the training and
testing of foreign language skills, this rudimentary ability to mediate
undergoes a decisive deformation. It is largely reduced to the level of
the signs. This is documented in the translations of the foreign language
learners and generally remains with non-professional translators. It is
the task of the schools of translation to reverse this deformation. The
professionals whom they train approach translations in a primarily
sense-oriented way and thus adopt procedures used by co-ordinate
bilingual children.
With regard to their approach to translation, co-ordinate bilingual
children and professional translators have thus more in common with
each other than with foreign language learners. It is, therefore, an urgent
task, especially for the schools, to search for possibilities of developing
the rudimentary mediating competence towards an elaborated translation
competence. By maintaining an apparently inadequate concept and view
of translation, this development has far too often been seriously
hindered.

5. Implications for
Translation Teaching
The questions which obviously suggest themselves here are what
steps can be taken to favour the development from a subject’s
rudimentary ability to mediate towards translation competence, and what
process-oriented investigations can contribute to translation teaching.
Although these two questions cannot yet be answered finally, I would
21

Reading the Global:
The Reader-Consumer and the
Murakami Translation Phenomenon
Leo Tak-hung Chan

Abstract
Two crucial questions that remain unanswered in translation
scholarship are: What leads people to buy translated fiction en
masse, and how is it read? The spectacular success of the translated
novels of Haruki Murakami makes him especially relevant as the
test-case for understanding the issues of how such fiction is received
by the reading public, and how the “mass readership” is affected
by the translated novels they read in an era of globalization. Through
a close study of several of Murakami’s novels that have been
overwhelmingly received (more particularly in the sense that they
“have sold well”) in not just the Greater China region but also the
English-speaking world, the author clarifies the nature of translated
fiction from a sociological, receptionist and extra-literary
perspective. In the present article, three ways of viewing the
“Murakami Phenomenon” in the East Asian area are considered—
namely, the local, the regional and the global—in an attempt to
explicate the remarkable success of such novels as Norwegian
Wood and Kakfa on the Shore in Chinese translation.
1
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Given the popularity of visual media like film and television (in
which the language barrier can be conveniently overcome through
dubbing and subtitling), one may be forgiven for wondering why
translated fiction continues to be published in ever-increasing quantities
the world over (see Dixon 1998: 1343-48). This remarkable fact is
perhaps less often acknowledged than it should be, for after all translated
fiction is very much part of popular culture, though sometimes relegated
to the margins. A curious lacuna in translation scholarship is a failure
even to pose the question why translated fiction is so massively read.
Publishers churn out substantial quantities of translated novels each
year, bookstores devote rows and rows of bookshelves to them, and
not infrequently translated fiction makes the bestseller charts. In view
of such appeal, have we ever explored the issue of their mass appeal,
and asked why readers purchase translated fiction? Much research has
been done on the reception of low-brow fiction like those by Ian Fleming
and Enid Blyton (Druce 1992), but nothing comparable has been
attempted with regard to translated novels. Is there any essential
difference between the popularity of original fiction and that of translated
ones? The spectacular success of the novels of Haruki Murakami
(1949- ) in Chinese translation in the last decade of the twentieth
century makes him especially relevant as a test-case for understanding
how such fiction is received by the reading public.
Research on the popular reception of translated fiction has been
seriously hampered by the dearth of information available from
publishers on book sales figures on one hand, and the fuzziness in our
conception of the general—as opposed to elitist—reader on the other.
Concerning the former, publishers are aware of the importance of
being able to gauge accurately readers’ tastes, so that they can make
their publication decisions on the basis of how well a translated novel is
expected to sell. Of course, publishers do not just seek to cater to the
2

Reading the Global

general reader; many work closely with academics and educators. Yet
on the whole publishers are less than forthcoming with sales and print
figures, without which one can only stand on shaky ground trying to
evaluate how well, or how badly, a certain translation is received.
Compared to the frequency with which political polls are conducted
to ascertain the climate of public opinion, statistical surveys of readers’
tastes and preferences are scanty. [1] Most relevant to our discussion is the
1996 “Waterstone’s and Channel Four’s Survey on the Greatest Works
of Fiction of the Twentieth Century” (Bloom 2002: 248-49). It is
significant, therefore, that of the 84 books listed in this survey, as many
as thirteen are translations, showing that such fiction has not done badly
altogether. [2] This is especially obvious when read against an earlier list
compiled by Q. D. Leavis in 1932. Without providing information on
how she arrived at her conclusions, Leavis lists at the end of her
groundbreaking work Fiction and the Reading Public over 100 bestsellers
from the eighteenth to the twentieth century. Only three translated works
made that list, namely Jew Süss (1927) by Lion Feuchtwanger, Tears of
Sensibility (1773) by Baculard d’Arnaud, and The Arabian Nights (1708).
While the accuracy of her findings is questionable, they show at least
the increased popularity of translated fiction over the centuries. In any
case, building on the pioneering work by Leavis, the study of the
readership of popular fiction has made spectacular progress in recent
years (Littau 2006; Bloom 2002; McCracken 1996; Fiske 1989). It is
the turn of translation researchers to capitalize on the insights developed
by these scholars to analyze the phenomenon of popular translated fiction.
Before discussion can proceed, given the many varied formulations
of “the reader” in the critical literature, there is a need to distinguish
between various categories of readership. To begin with, as bestsellers,
the success of the Murakami translations is a sociological, rather than
purely literary, phenomenon. The reading habits of particular
3
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communities, as well as readers’ choices, need to be foregrounded, as
textual features that might be believed to structure the reception of an
individual translated novel are relegated to the periphery. Then, the
idea of a “mass” readership is highlighted for a number of reasons.
Reference to the masses is in keeping with the spirit of our age, one
evidenced by mass consumption, mass production, mass communication,
and so on. It is against such a huge populace that Murakami’s success
with readers must be read. Furthermore, implicit in the idea of the
mass is an irrationality displayed in much consumer behavior, to the
extent that some are (mis)led by others when blindly following reading
trends. Many Chinese readers, for instance, have said that they bought
copies of Murakami translations because “everybody else is talking
about Murakami.” This is a far cry from those cultural critics who seek to
valorize readers’ ability to create and construct meaning out of a novel.
Here a brief look can be taken at the “mass reader.” Lest we
should enter a theoretical quagmire that sidetracks the present discussion,
no attempt is made to define with exactitude this reader. It bears pointing
out, though, that this is not the equivalent of the “common reader,”
made famous through Samuel Johnson and Virginia Woolf, which
references readers (not critics) whom the two authors praised for their
intelligence and ability to exercise commonsensical judgments. By
comparison, mass readers are lowbrow, and they tend to favor popular
reading material (like pulp fiction) (see Atler 1998: 25). Greg Carlton
has also employed the term to refer to the monolithic group of Soviet
readers who conformed to the party line and read literature from a
unified ideological perspective (Carlton 1995). They turned out to be
gullible instruments of the state, lacking in independent judgment. It is
Atler’s rather than Carlton’s “mass reader” that we are presently
concerned with. Furthermore, in the case we will be considering, there
is no knowing how great a number from the various countries in East
4
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Asia is actually involved, though it must have been unprecedented when
the Phenomenon caught on in the 1990s. Hence the suitability of the
idea of a mass reader becomes pertinent. Unlike the Soviet mass reader,
ours does not appear totally passive or easily duped: the readers approach
texts showing a degree of discernment, although there is general
concurrence on how satisfying a Murakami novel is. To charges that
such a conceptualization is vague and its usefulness limited, I would
counter with the argument Carleton has put forward, namely that
“methods of identifying readerships or consumers are ways of thinking
about and cataloguing a generally indeterminate body and are not
necessarily inherent to the body itself” (Carleton 1995: 17).
Materials for the present discussion include the most popular
Murakami translations, especially those of Norwegian Wood and Kafka on
the Shore. [3] The ripple-like effects that the translated works sent through
readership communities both East and West during the 1990s—in what
has come to be termed the “Murakami Phenomenon”—will be surveyed
in the next section. An attempt will then be made to characterize the
Murakami readerships in China, Taiwan and Hong Kong, and in Englishspeaking countries like the United States, to which almost all of
Murakami’s novels were introduced in roughly the same period. Several
explanatory frameworks for the success of the translations—globalism,
regionalism and Sino-Japanese relations—will be critiqued, in a way that
highlights common pitfalls in attempts to account for the popularity. All
along we will seek to underline the new mode of reading ushered in by
the new century; on the strength of evidence provided by the Murakami
novels in translation, the nature of the readers’ interaction with the
translated text has evidently been transformed. The basic binary
oppositions in translation (the familiar vs. the exotic, the local vs. the
foreign) have to be revamped, too, in the era of increasing globalization.
Throughout, it is hoped that a comparative methodology involving more
5
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than one readership community can shed new light on the problems of
reception.
Several thorny problems attach themselves to the present
investigation. First, readers are well-known to be geographically restricted
in their responses to literary works. In light of this, it seems hard to talk
of common denominators that can account for the widespread interest
in the Murakami translations, not just in all of East Asia but also on
both sides of the Pacific. Do the many readers of Murakami in
translation—not Japanese readers of the original—agree on the most
attractive aspects of his fiction? Second, although our concern is with
the reader as consumer of fiction, one must not lose sight of the fact
that in the readership communities there are translators, literary critics
and publishers, all of them influencing reader reception of translations.
How do these groups lend support to the Phenomenon? Third, the
Murakami Phenomenon must be placed against the context of the
emergence of a more mature and sophisticated readership in the late
twentieth century, due in no small part to enhanced standards of
appreciation of original literature. The readership of the Murakami
translations is also many times larger than that reviewed by Q. D. Leavis
eighty years ago. In fact, because nowadays a novel is often translated
into not just one, but several, foreign languages within years (or just
months) of its appearance, readerships grow speedily and phenomenally.
Coming a decade before J. K. Rowling, Murakami enjoyed a popularity
that is nothing short of astounding in the history of reading.

The Mass Reader and the
Murakami Translations
In contrast to the American reception of Murakami, the Chinese
6
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reception can be considered complicated in as much as it is multi-faceted,
not least because readers in three different regions over two decades
are involved. Generally speaking, there was rather hesitant acceptance
in Taiwan at first, but readers’ enthusiasm, once sparked off, soon
snowballed and became unparalleled. Hong Kong readers warmed up
to the translations after the Taiwanese reader did, and they enjoyed a
wide selection of readily available translations from Taiwan, in addition
to some by a Hong Kong translator. In the Mainland, on the contrary,
after a short period of lukewarm reception, the fondness for the Japanese
novelist skyrocketed. In all three regions, “Murakami” simply became a
household name. The novelist’s success was primarily connected with
Norwegian Wood, which had been overwhelmingly received in Japan in
the mid-1980s, beating all the other Murakami novels as the megabestseller.
Touted as the “authoritative Taiwanese translator of Murakami,”
Lai Mingzhu translated Pinball, 1973 for China Times Publishing Co. as
early as 1986. Murakami was, however, only catapulted to stardom in
Taiwan in 1989 with the publication of a translation of Norwegian Wood
by the Guxiang Press; it was a joint translation undertaken by Liu
Huizhen, Huang Qimei, Fu Boning, Huang Cuier and Huang Junhao.
This occurred, notably, only within two years of the craze that centered
around Norwegian Wood in Japan. Nevertheless, Lai was the one translator
to whom the staggering popularity of Murakami’s novels in Taiwan can
be ascribed: by retranslating the works of others, Lai single-handedly
translated the complete oeuvre of Murakami’s novels into Chinese (see
Table 1). Five of her translations were on the Top 100 Bestsellers’ Lists
of Eslite Bookstore, famous as Taiwan’s largest bookstore chain.
According to Eslite’s marketing manager Lin Yu-hui, in 2004 the
translation of Kafka on the Shore even outsold such assumed market
successes as Harry Potter and the Half-Blood Prince and Digital Fortress in
7

Translation Quarterly Nos. 53 & 54

translation (see Singh 2005).
Year

Title of Original Novel

Translator(s)

Publisher

1986

Pinball, 1973

Lai Mingzhu

China Times

1988

Hear the Wind Sing

Lai Mingzhu

China Times

1989

Norwegian Wood

Liu Huizhen, et.al.

Guxiang*

1991

Dance, Dance, Dance

Zhang Huanmin,

Guxiang*

1992

Norwegian Wood

Lin Shaohua

Kezhu*

1993

South of the Border, West of the

Kezhong, Fujun

Guxiang*

Lai Mingzhu

China Times

et.al.

Sun
1994

Hard-Boiled Wonderland and the
End of the World

1995

A Wild Sheep Chase

Lai Mingzhu

China Times

1995

The Wind-up Bird Chronicle (I)

Lai Mingzhu

China Times

1995

The Wind-up Bird Chronicle (II)

Lai Mingzhu

China Times

1996

Dance, Dance, Dance**

Lai Mingzhu

China Times

1997

The Wind-up Bird Chronicle (III)

Lai Mingzhu

China Times

1997

Norwegian Wood**

Lai Mingzhu

China Times

1999

Sputnik Sweetheart

Lai Mingzhu

China Times

2001

South of the Border, West of the

Lai Mingzhu

China Times

Lai Mingzhu

China Times

Sun**
2003

Kafka on the Shore

TABLE 1: MURAKAMI TRANSLATIONS IN TAIWAN
* Bootleg versions published without authorization from the author.
** Retranslations by Lai Mingzhu.
(All dates given are those of known earliest editions.)

In a not insignificant manner, Lai Mingzhu also contributed to
the Murakami mania in Hong Kong in the 1990s. Her translations were
reprinted there by Boyi Press, a subsidiary of the South China Morning
Post Book Publishing Co. which specializes in popular books; a total of
8
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20 titles appeared in the series. Several of the translations in this series
were done by Ye Hui—this includes those of Norwegian Wood (1991), A
Wild Sheep Chase (1992) and Dance, Dance, Dance (1992). The translation
of Norwegian Wood was a runaway bestseller when it arrived at the
bookstores: altogether twenty-two printings appeared within a decade.
Ye is in fact as prolific a translator as Lai, and over 100 translated
Japanese novels bear her name, the majority of them detective fiction
by Akagawa Jiro (1948- ), acknowledged Japanese master of the genre.
For months, Ye’s translation of Norwegian Wood occupied a place on
various bestseller charts in Hong Kong in 1991. Especially successful
was Hard-Boiled Wonderland and the End of the World, its translation placed
on the Asiaweek lists for five months, from June to October 1994.
In Mainland China, according to Lin Shaohua (Ya 2006), although
the translation of Norwegian Wood was first published in 1989, it became
a blockbuster only after 1998, when reputedly the cover was redesigned
and much better quality paper was used. In two years it sold over
200,000 copies, and by 2006 the total number of sales was 1,400,000,
making it one of the best-selling Chinese translation of all time. [4] After
substantial delay, therefore, the Murakami Phenomenon gathered full
momentum in the Mainland in the late 1990s. This is close to a decade
after it had taken by storm the book markets of Taiwan and Hong
Kong. Lin, who is not only the translator of eight of Murakami’s books
(see Table 2) but also a professor at Ocean University in Shandong,
boasts translations of works by other modern Japanese writers, including
Yukio Mishima’s (1925-70) The Temple of the Golden Pavilion and The
Sound of Waves. The extent of the Murakami Phenomenon in China is
seen in the fact that Lin’s translation of Norwegian Wood was reprinted in
Shanghai 16 times in two years, while in 2003-2004 the Shanghai
Translation Publishing House brought out 260,000 copies of Kafka on
the Shore in translation. As far as overall estimates go, an impressive total
9
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of 1,500,000 copies of Murakami’s works in translation was said to
have been sold in China by 2002 (see Lo 2004). [5]
Year

Title of Original Novel

Publisher

1989

Norwegian Wood

Lijiang

1992

Hard-Boiled Wonderland and the End of the
World

Lijiang

1996

Dance, Dance, Dance

Lijiang

1997

A Wild Sheep Chase

Lijiang

1997

The Wind-up Bird Chronicle

Shanghai Translation

2001

Pinball, 1973

Shanghai Translation

2001

Sputnik Sweetheart

Shanghai Translation

2003

Kafka on the Shore

Shanghai Translation

TABLE 2: MURAKAMI TRANSLATIONS IN MAINLAND CHINA
(All were translated by Lin Shaohua.
All dates given are those of known earliest editions.)

The reception given the translations of Murakami’s novels was
slightly different on the other side of the Pacific. [6] While Murakami
has done extremely well by Asian standards, his acceptance by the
American audience was more gradual, but by the turn of the century it
has seemed assured. For some critics the “Phenomenon” has spread to
the United States. It also looks set to strengthen its hold on Englishspeaking readers, as seen in the abundance of reprints in recent years.
Matthew Strecher has estimated that the Murakami translations generally
sold 5,000 to 15,000 copies. Norwegian Wood, the star Murakami novel
that was such a commercial success in the Chinese and Japanese markets,
did not make a strong showing in the fiction market in the States. As for
the other works, their translation into English was not as immediate as
it was in China. It is true that, altogether ten Murakami novels have
been rendered into English, while Norwegian Wood has had the honor of
10
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being translated twice. However, six of the translations were initially
published through the Tokyo-based publisher Kodansha and did not
become accessible at all to the American readership (see Table 3). [7]
Year

Title of Translation

Translator

Publisher

1985

Pinball, 1973

Alfred Birnbaum

Kodansha

1987

Hear the Wind Sing

Alfred Birnbaum

Kodansha

1989

A Wild Sheep Chase

Alfred Birnbaum

Kodansha

1989

Norwegian Wood

Alfred Birnbaum

Kodansha

1991

Hard-Boiled Wonderland and the

Alfred Birnbaum

Kodansha

End of the World
1994

Dance, Dance, Dance

Alfred Birnbaum

Kodansha

1997

The Wind-up Bird Chronicle

Jay Rubin

A. A. Knopf

1998

South of the Border, West of the
Sun

Philip Gabriel

A. A. Knopf

2000

Norwegian Wood

Jay Rubin

Harvill Press

2001

Sputnik Sweetheart

Philip Gabriel

A. A. Knopf

2005

Kafka on the Shore

Philip Gabriel

Vintage

TABLE 3: MURAKAMI TRANSLATIONS IN THE UNITED STATES
(Only first editions are listed. Norwegian Wood has two translated versions.)

In fact some expressed the view that Murakami could have done
better had Norwegian Wood made its debut earlier in the United States.
Gary Fisketjon, editor at Alfred A. Knopf, explained that the
translation—and publication—of Norwegian Wood was delayed for many
years because of the existence of Alfred Birnbaum’s translation
(“Translating Murakami Roundtable,” 2000-2001). Others spoke of
differing receptions accorded to two categories of fictional works put
out by Murakami: the postmodern fantasies and the realist novels. Janice
Nimura, book reviewer for The New York Times, notes that the former
category sells better, while those taking place in more definably Japanese
11

Translation Quarterly Nos. 53 & 54

backgrounds, like Norwegian Wood, do not (Nimura 2000). Fisketjon and
Nimura evidently found it hard to agree with one another. In any case,
there is no doubt that Murakami’s popularity is on the rise; even at the
moment he is one of only two contemporary Japanese writers who
have made a breakthrough in America—the other being Banana
Yoshimoto (1964- ), although the latter is hardly comparable to the
former. [8] Incidentally, with the recent reissue of many of the translations
in paperback and the new, flashy cover designs, Murakami’s popularity
in the English-speaking world will be given a great boost.

The Internet and the
Reader as Consumer
We may well ask three questions at this point: Who makes up the
Murakami translation readership in China? How homogeneous or
heterogeneous is it? How come the general reader, not the privileged
reader-critic, is speaking for it? We know about Murakami’s intense cooperation with his English translators, especially Jay Rubin, and of his
efforts to carry on a dialogue with his Japanese readers—soon after the
publication of Kafka on the Shore in 2002, Murakami set up a website to
answer questions from his populist fan-niks. A crucial development
that must be mentioned in this connection is the increased interaction
between readers, writers and translators; it is greatly facilitated by the
Internet, which fundamentally revolutionizes the act of communication,
with the users freely allowed to correspond with whoever they want—
and this includes when and whether or not to “stay connected.” While
most media forms offer one-way communication, the Internet is intensely
interactive. It has actually reached critical mass levels—that is, used by
over 80% of the population—in Hong Kong and Taiwan, exercising a
12
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significant influence on the movement of ideas. One often noted fact is
that Murakami, unlike previously translated novelists, has been hyped
up in China primarily because of Website exchanges of opinions between
readers by word of mouth. Perusing the various Murakami websites
allows us a glimpse into the readers’ needs and expectations, even their
strategies for influencing translators as well as each other. Such readers
constitute, in effect, a new translation readership.
In Mainland China, Taiwan and Hong Kong, the Internet helped
promote the Chinese translations even as they appeared at regular
intervals during the 1990s. Judging from the volume of correspondence
on the website “Murakami and the Beatles,” readers were keen on
expressing their opinions and evaluating the variant translation they were
reading. A website contest was held in December 2006 on “Who’s the
Better Translator—Lin Shaohua or Lai Mingzhu?” with the former
getting 87.2% and the latter 12.5% of the votes cast. As far as contrastive
reading is concerned, a reader (“Lynn”) harshly criticized the Lai
translation. She even went so far as to excoriate other translations put
out by Cave Press, citing their Chinese translation of The Unbearable
Lightness of Being as carelessly edited and teeming with typos and errors
everywhere. Besides evaluating the translations they had read, readers
never hesitated to note anything of the slightest relevance. For example,
one reader drew attention to the fact that an E-version of Norwegian
Wood attributed to Lai was a forgery. [9]
As evidenced by a Web-essay by “Born Witch” (Tiansheng monu,
undated), the ordinary readers of translations have no qualms about
dispensing judgments on the quality of translations, proudly taking over
the role of critics. In censuring Lin’s translations, Born Witch points
out Lin’s failure to translate aspects of Japanese material culture (e.g.,
“strawberry shortcake,” “Creap,” “Romance Car”) and American
references (e.g., a line from the film Casablanca, a simple greeting like
13
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“You’re welcome”). While stating that she is not prejudiced toward either
translation, “Born Witch” evidently hails from Taiwan. The conclusion
she draws is revealing: “Mainlanders are gruff and tough when they
speak, not so much given to the deployment of end-of-sentence particles,
so Lin Shaohua’s translation is not as ‘effeminate’ as Lai Mingzhu’s …
However, though the Japanese do not adopt the feminized speech
mannerisms [of the Taiwanese], they are not quite as bold and
unrestrained [as the Mainlanders].” The invective is directed against the
Mainland writing style, established through the gendering of two regional
Chinese styles. Whether one agrees with Born Witch, she displays some
sensitivity toward the different prose styles in Mainland China, Taiwan
and Japan. This is a telling fact, underlining the level of reading
competence, as well as linguistic competence, attained by a generation
educated at institutions like the universities, if not the high schools.
In fact, at the prompting of the Web readers, the two Chinese
translators of Murakami finally confronted each other in cyberspace.
In a note posted on 24 March, 2004 (“Murakami and the Beatles”), Lai
Mingzhu noted how the Japanese and Chinese languages differ
stylistically—the former is “gentle and elegant” (youya rouhe) and the
latter is “laconic and forceful” (jianjie youjing)—and this is a fact that
translators should not be oblivious to. She then justified her translations
by saying that she had translated Murakami with an eye for his more
Westernized style (“Western guise for a Japanese soul”): Murakami’s
style contrasts with Jun’ichiro Tanizaki’s (1886-1965) “ornateness and
fluidity” and Soseki Natsume’s (1867-1916) “simplicity and directness.”
For her the two older novelists wrote more like the Chinese. Lai explained
readers’ preference for Lin’s translations as shown in the above-mentioned
poll by suggesting that the Mainland readers made up a greater
percentage of the voters and they had reason to feel more comfortable
with Lin’s versions. Furthermore, at an interview on a program called
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“Celebrities Talk about Books” on the Milky Way Web Channel (Taiwan),
aired on 12 November 1998, Lai remarked on the divergence of the
Japanese and Chinese attitudes toward matters of sex (the Chinese are
more prudish); the lax attitude of the Japanese was genuinely shocking
for her (“Murakami Haruki’s Woods”).
Besides creating his own blog and inviting his readers to chat with
him about his translations, Lin Shaohua also made some Web appearances.
He once went for an interview with the German international
broadcaster Deutsche Welle in December 2006 (see Ya 2006). On the
issue of the erotic content of Murakami’s novels, he noted that, when
his translation of Norwegian Wood came out in 1989, he was very concerned
about getting into trouble with the authorities because of the novel’s
“licentious content,” which was made a marketing point by the publisher,
who chose for the book cover the naked back of a woman. Concerning
the differences between Lai’s translation style and his own, Lin said he
had sought to embellish Murakami’s prose with a more refined style.
He had freely added literary Chinese expressions in order to enhance
the aesthetic effect, and the effect is necessary because, for him,
“Japanese literature is plain and unseasoned, like Japanese cuisine.” In
this way, both Murakami translators justified their own translation
strategies and choices by recourse to stylistics, and perhaps it is not
surprising to see that they have tried out different approaches to solving
the problems posed by the language of the original text.
At the same time as they attempted to prove the superiority of
their own work, the translators inadvertently generated a strong interest
among readers in the Murakami translations. Judging from the Internet
exchanges that one can still have access to, then, both the translators
and the readers have become highly visible. A new generation of readers
has assumed the role of critics as a new generation of translators has
taken over the work of marketing personnel. The readers, in particular,
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exhibit typical consumer-like behavior: they evaluate what they have
“purchased,” compare different “brands” in terms of quality, and
validate their choices through the electronic media. Crossing over to
the other side of the Pacific, one sees as much visibility in readers and
translators. Readers there freely speak out about their preferences. One
American reader, for instance, talks of her greater preference for
Birnbaum than for Jay Rubin on a website. According to Wendy Lesser:
And there he is, my Birnbaum—or rather, my voice-in-the-ear version
of Murakami, my Birnbaum-inflected Japanese narrator … [In
Birnbaum’s] translation, the logic of cause-and-effect English sentence
structure has been jettisoned in favor of some other mode, and it is
that mode—the intrusion of the surprising and the foreign and the
unknowable into the mundane regime—which marks the world of a
Haruki Murakami novel … Not surprisingly, I found that Birnbaum’s
version was better (Lesser 2002). [10]

One wonders if the Murakami Phenomenon could have occurred without
the possibilities for intense interaction between translators and readers
opened up by the Web.

Explanatory Scheme I:
Globalism
Having explored aspects of how the Murakami Phenomenon came
about in China, we can focus on the question why. Murakami’s massive
popularity is unique in its own way. Two other cases in recent literary
history to which it might be compared are the Harry Potter Phenomenon
and the “Bond Phenomenon.” It would be interesting to look at the
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latter, a term coined by Tony Bennett and Jane Woollacott to refer to
the immense popularity of novels written by Ian Fleming from 1953 to
1964 on the adventures of the world-famous fictional British spy James
Bond. In critiquing Umberto Eco, who sees the “average reader” as
reading less into a text than the “sophisticated reader” (Eco 1979: 170),
Bennett and Woollacott suggest that the Bond novels have won over
average British readers because their cultural frame of reference
successfully taps into the popular imagination (1987: Chap. 1). But the
Murakami translations, though having equal success with the reader, do
not work under the same terms. To begin with, they cross cultural
boundaries via translations into China and Korea. The Phenomenon is
basically not a cult centered on a popular hero; it also does not capitalize
on the successes of adapted movie versions. The craze is entirely
associated with the legend-like novelist and the translations into a wide
range of foreign languages. Finally it is, from first to last, a reading
phenomenon: presentations in other media have not been exploited to
cater to a larger audience.
Though often treated more as a literary rather than a translation
phenomenon, the Murakami Fever has nevertheless been explicated
against three frameworks that do not leave entirely out of count the
mediatory role of the translation. According to the globalist explanation,
the fact that Murakami’s works are eagerly embraced by readers outside
of Japan can be attributed to their “international” character. The majority
of commentators are agreed that Murakami writes “globally” to begin
with; he imbues his novels with a universal appeal; it is as if he writes to
be translated. Shimada Masahiko (1961- ), the Japanese novelist famous
for his fictionalized accounts of the scandals in the Japanese imperial
family, has noted that Murakami deliberately erases local, Japan-specific
elements from his works after he has finished writing them. Murakami’s
novels present a world which the foreign reader can enter into with
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ease; effortlessly, they cross national boundaries. What Murakami does
is something characteristically associated with a translator who, adroitly
navigating between two cultures, discovers the points where divergences
are overcome. This much Murakami must have found out through his
early experiences in translating American fiction like The Catcher in the
Rye. Along such lines he goes to great lengths introducing into his novels
global cultural products like popular music (the Beatles and Elvis Presley),
Western literature (The Great Gatsby and The Magic Mountain), filmmakers
(like Federico Fellini and John Ford) and Western name brands (Ralph
Lauren and Johnnie Walker). This significantly accentuates the
cosmopolitan “feel” of his fiction.
This mode of reasoning is presented in various forms by
Murakami’s critics and reviewers. For some, Murakami is an
“international,” rather than a Japanese, writer. Herbert Mitgang, of The
New York Times, heaps praise on Murakami when he reviews the English
translation of A Wild Sheep Chase: he characterizes it as an example of
a “trans-Pacific novel” (Mitgang 1989). Murakami’s characters indeed
wear Levis, go to jazz bars, and lead middle-class lives like those of
their counterparts in the States. The corporate organization that the
unnamed hero in A Wild Sheep Chase works for is familiar enough to
American readers, as are the references to Nietzsche and Moby Dick.
All this may not have been deliberate, given Murakami’s familiarity
with American culture. He has reportedly said that he hardly ever reads
Japanese authors, and his favorite writers are American: Raymond
Carver, F. Scott Fitzgerald and Truman Capote. A web of intertextual
relationships ties Murakami’s works to American literature, marking
him off from the two Japanese novelists favored by the West, Nobel
Laureates Yasunari Kawabata (1889-1972) and Kenzaburo Oe. Matthew
Strecher and Will Slocombe both assert that the international style is the
undisputable basis for Murakami’s success (see Strecher 2002a: 4-6;
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Slocombe 2004: para. 11). Americanization is indistinguishable, in this
view, from internationalism.
Of course, any suggestion that Murakami does no more than
simply “globalize” his fiction is missing the point. In his works, things
Western are matched against things Japanese, as for example, film
directors, musicians and authors. The student movements in Tokyo in
the 1960s serve as the backdrop against which the nostalgic tale of
Norwegian Wood is told. At the climax of Kafka on the Shore, too, Kafka
meets two Japanese imperial soldiers who have hidden in the forest to
avoid participation in the atrocious fighting of the Second World War.
And then there are the reflections on the more ominous aspects of
recent Japanese history triggered by the killing of Chinese prisoners in
The Wind-up Bird Chronicle. With reference to the last two of these
examples, they are certainly not plot elements whose relevance for the
Chinese reader can be easily ignored, as it may be for the Japanese
readers of the original, or the reader of the English translations.
Distasteful as it is, a reminder is sounded for Chinese readers regarding
the unpleasant historical fact that Japan was China’s wartime enemy not
so long ago. As for Western readers, no matter how rigorously
domestication strategies are applied in the translations—no matter how
completely Murakami’s characters are Westernized (Suter 2008: 3639)—the novels come across as inevitably embroiled in contemporary
Japanese, as well as recent East Asian, events. The global is also the
local; at certain points they meet. Any attempt to specify the appeal of
contemporary translated fiction, in fact, must acknowledge the
intertwining of the two, albeit in different proportions for different
texts and authors. Murakami’s international (or global) style can be seen
as more apparent than real. [11]
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Explanatory Scheme II:
Regionalism
The second framework of explanation for the popularity of
Murakami translations China hinges on Sino-Japanese cultural affinities.
It is part of a much larger discourse on pan-Asianism that has been
trumpeted and trampled on at various times in the past few decades. In
sinological circles, the idea of an interconnected East Asian culture has
been found attractive by a group of Asianists, the most influential among
whom is probably Wm. Theodore de Bary. For him, the post- Second
World War economic prosperity of the region is attributable to a shared
Confucian work ethic. Pan-Asianism, based ultimately on cultural
commonalities among countries in the region, is of course a contentious
idea that has been viewed with suspicion because, though solidly grounded
on geo-political relations, it can feed into colonialist and nationalist
aspirations while appearing to be anti-colonialist and internationalist. [12]
It can spawn colonialist or nationalist sentiments, whether in China or
Japan. Shozo Fujii, the noted Japanese scholar of Hong Kong and
Taiwanese literature, sees the mass appeal of Murakami in the East
Asian region as traceable to the shared culture in China, Japan, Korea,
Taiwan and Hong Kong (Fujii, et. al. 2006: 69-99; see also Fujii 2007).
The fact that these countries have all, for centuries, been affected by
similar intellectual and religious traditions (esp. Confucianism and
Buddhism) has led them to cohere as a “sphere” perhaps not unlike the
European bloc. [13] In this light, the global Murakami is also a regional
Murakami.
The underpinnings of this analytical framework can be explored
further. Innumerable studies of the fictional bestseller have pointed
out the importance of reading contexts. This is something that applies
to translated fiction as well—even more so, one should say. Although
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the social circumstances under which reading takes place are always a
crucial factor in studies of reception, they are especially pronounced
where bestselling translations are concerned. Why do an overwhelming
number of readers find the translations of Murakami’s novels
contextually relevant? Relevance is a much less thorny issue for original
works because, after all, readers inhabit the same social world as the
author. For translations to succeed, however, they must be able to “speak
to” their readers in a context ostensibly different from that in which
they were first conceived. In plain language, the Murakami translations
succeed only when readers can relate what they know from their own
lives to what they read about in the novels—that is, from “the self of
everyday life” to “the reading self” (McCracken 1998: 5). By extension,
if a Murakami novel has charmed both Chinese and American readers,
it stands to reason that it has done so for different reasons, given that
globalization has not as yet eradicated all the disparities between cultures.
To understand Murakami’s popularity in the East Asian region, by
contrast, one must look into the ways in which his novels indirectly
instantiate the specific aspects of late twentieth-century life as lived by
readers in Mainland China, Taiwan, Hong Kong and South Korea.
This point has been addressed directly by the Chinese critic Zhong
Xu. In an essay published in 2001, he stresses that the “Murakami
Fever” ought to be explained in the context of the rise of capitalism in
East Asia and the emergence of a new class of “New Human Beings”
(xin renlei) (Zhong 2001: 52-54). A sense of rapport must have been felt
by Chinese readers toward the way of life depicted in the Murakami
novels because they lead lives similar to those of Murakami’s characters
in the major cities of the region like Taibei, Hong Kong and Shanghai.
They constitute a readership that upholds the values held specifically by
the likes of Toru Watanabe, the hero of Norwegian Wood. Considered in
this light, the Murakami translations help construct a mirroring
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relationship between a group of readers and a body of fictional characters.
If Norwegian Wood, the best-sold of all Murakami translations, [14] is in
any way exemplary, the readers of the translations are likely to have
received a fair amount of education and, living in the age of late capitalist
consumerism, should have easily empathized with the disillusionment,
ennui and helplessness of Murakami’s characters. On further speculation,
the “Fever” might have raged in South Korea, Taiwan and Hong Kong
a little earlier than in the Mainland because these three societies had
gone further on the path of Westernization. They bore greater affinities
to Japanese society at the time the novels were written, and were more
cosmopolitan.

Explanatory Scheme III:
Sino-Japanese Relations
The third explanatory framework may be viewed as a narrowing
of the second. Instead of centering on “Asianness,” it shifts the focus
to the changing relationship between China and Japan, and considers it
a factor determining readers’ consumption of translated fiction. The
relationship in question is as much cultural as political. Political exigencies
have an immediate impact that is reflected in sudden bursts of
enthusiasm, or unanticipated loss of interest, in the “other” country,
but cultural factors exert an influence both gradually and imperceptibly,
and it is less amenable to detection because of its general invisibility.
History figures significantly here: the popular Mainland Chinese attitude
toward Japanese culture has swung from acceptance to rejection, and
then back, and periods of attraction alternate with those of repulsion.
It has been argued, quite rightly, that an interest in things Japanese has
spurred an enthusiasm about Murakami’s novels, first in Taiwan, then
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in the Mainland, though political factors have also held it in check. The
1990s witnesses an entire Chinese generation growing up on a diet of
Japanese manga, animated features and video games, all forms of media
that indirectly aided the cultural invasion. Not only was Japanese lifestyle
made familiar to the young people who consumed cultural products
from their neighbor to the East, but even some knowledge of Japanese
history was inculcated through the various forms of imported media
entertainment. Chinese youths read romantic tales detailing the courtship
and tragedies of Japanese youngsters in love, played electronic games
featuring medieval Japanese warlords battling for power, and perused
comic books about the adventures of such well-known personages as
Doraemon.
But politics and culture remain inseparable. In Taiwan and Hong
Kong, where for historical reasons the receptivity to Japanese culture
has largely remained positive, the success of Murakami translations is
more predictable, and politics does not loom large as a crucial
consideration. In Mainland China, by contrast, it is unusual that the
Murakami Phenomenon raged during a period which saw a great deal
of anti-Japanese sentiment, owing to a series of ruptures between the
Chinese and Japanese governments. Diplomatic relations, having
improved at one time, deteriorated quickly as tensions built up. In
particular, the visits of Prime Minister Junichiro Koizumi to the Yasukuni
Shrine from 2001 to 2006 led to much verbal jostling between the two
governments. The Chinese populace’s response was to stage
demonstrations outside Japanese department stores on the Mainland.
All this happened as the culture penetrated into every aspect of daily
life, as Lo Kwai-cheung has noted: “we could be quite wrong if we
believe only that Chinese people are generally hostile to Japan and its
culture. Over the last few decades, Japanese electronic appliances, cars,
television programs, cartoons, comics, pop music, fashion and cuisine
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have already infiltrated the everyday lives of Chinese people” (Lo 2004:
271). [15] While one must be cautious in drawing conclusions, it is not too
far-fetched to suggest that Sino-Japanese relations have determined the
reception of the Murakami translations. After all, the translation field is
no more than an area of cultural interaction occurring between the two
neighbors-and-enemies. Indeed, when closely scrutinized, translation
reception reflects the amicability and animosity of the two culturally
intertwined countries.
More recent cases of translated Japanese fiction further exemplify
the amicability factor. Friendly relations between China and Japan have
come about, not too long ago, due to a series of diplomatic breakthroughs.
It may not be altogether coincidental that Chinese publishers have
reported a rise in the sales of translated fiction from Japan, along with
Japanese-language textbooks and lifestyle publications on Japan in the
past few years (see Ma 2008). In a similar category as Murakami’s
novels are the bestselling translations of Banana Yoshimoto’s Kitchen
and Nanae Aoyama’s Being Alone (Hitori Biyori). But the current fad in
Japanese fiction reading, revolving around the multi-volume novel
Tokugawa Ieyasu by Yamaoka Sohachi, should caution us against simplistic
explanations of readers’ preferences. The sweeping historical narrative
of the ascendancy of the sixteenth-century general, his founding of the
Tokugawa regime, and almost three centuries of rule by his descendants—
this is not fiction of the type that a reader unfamiliar with Japanese
history will be able to follow with ease, even in translation. For that
reason, it would probably not make it to the top of American booksellers’
lists were it translated into English in the United States, as it already did
in similar lists on the Mainland, like those of online Chinese booksellers
Joyo.com and Dangdang.com. The closeness between the two countries
is such that it defines, in a unique manner, the nature of reception of
translated fiction. As a matter of fact, geopolitics does affect translation,
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constraining Western readers’ reception of historical novels about earlier
periods in East Asia.
Of course, the enormous success scored by the Murakami
translations in both the Chinese and American publishing worlds is not
a feat that Tokygawa Ieyasu is likely to emulate. But both instances show
the extent to which interest in Japan in recent years among Mainland
readers—evidently the cause of Tokygawa Ieyas’s popularity—has been
roused by a number of political events marking a change in Sino-Japan
relations, abating the negative sentiments of an earlier period. Shinzo
Abe and Yasuo Fukuda’s visits to Mainland China, the resolution of the
incident of the poisoned dumplings manufactured in China and then
exported to Japan, the tentative agreement reached on joint development
of the East China Sea oilfields—all these, taking place in 2007-2008,
did much to mend the strained relationship between the two countries.
It is in such a climate that Hu Jintao, President of the PRC, has spoken
of the need for closer contact, rather than confrontation, with the
Japanese. Quite appropriately, on the cover of the Tokugawa Ieyasu appears
the quotation: “If you want to understand the Japanese and supersede
the Japanese, you must first understand Tokugawa” (Ma 2008). In
speaking of the inevitability of translation successes, one ought also to
take into consideration the element of historical happenstance as well.
Some, if not most, of Murakami’s translations must have appeared in
the right place at the right time.

Motivations and Gratifications
While all the above explanatory schemes contain some grain of
truth, one cannot help but wonder if historical and socio-cultural
interpretations can do full justice to the individual Chinese Murakami
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fan-reader. What are the more personal reasons for his (or her) purchase
decision, and how does he (or she) read the translations? There are
difficulties in ascertaining motives without the support of such
quantitative data as have been excavated by scholars of communication
studies and publishing studies, two flourishing fields of research actively
engaged with reception issues in relation to the media (in the case of the
former) and to print culture (in the case of the latter). [16] The two
groups of scholars have made use of largely speculative literature (see
Katz, Gurevitch and Haas 1973: 166) to build hypotheses, which they
then tested empirically by collecting data from the audience or endusers. But working in the reverse direction, Translation Studies can
seek to utilize some of the findings from these sub-disciplines to enrich
its understanding of readers’ needs and their subsequent gratification
through reading. The absence of statistical study on the nature and
character of translation readers, especially the mass reader of translated
fiction like those by Murakami, should not be a deterrent to research in
the area.
We have seen how, in most accounts of Murakami’s appeal in
China, grand schemes of explanation have been proposed, and historical
or sociological insights offered. Convincing as they can be, they
nevertheless evince a serious neglect of the whys and wherefores
concerning the reading of translated fiction (or fiction in general). In
what follows, statements by the readers retrieved from Murakami-related
websites, coupled with close textual analyses of Norwegian Wood in Chinese
and English translation, corroborate what the social scientists have
discovered through empirical means and explain why the Phenomenon
has swept through East Asia and is now making inroads into the Englishspeaking world. In comparison with the Harry Potter translations, the
Murakami novels, engaged with adult themes in a culture noted for its
introverted character, and written in a language reputed for its
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impregnability, are remarkable precisely because success for them is
less easily attainable—they are apparently much less “universal” to begin
with.
The motivations for reading fiction are varied. In their classic
article comparing the uses of five kinds of media by Israeli consumers
(1973), Katz, Gurevitch and Haas draw the conclusion that books serve
primarily the twin functions of supplying information (as newspapers
do) and providing entertainment (as cinema does). Readers do not make
a distinction between reading for “socio-political” reasons—to find out
more about their own country and the world—and for “personal” reasons
like: strengthening their knowledge of themselves, overcoming loneliness,
escaping from the harsh realities of everyday life, finding release from
tension, etc. While there is a total of 35 motives for reading, like the
quest for status and respectability or the wish to identify conversation
topics, or even the desire to kill time, the key motives relate nevertheless
to the acquisition of socio-political information and the personal
experience of pleasure or excitement. What Katz, et. al. have discovered
in connection with books in general can equally be said of fiction reading,
although self-oriented motives can be expected to play a stronger role
behind the perusal of fictional works. Being quintessentially a private
act, fiction reading occurs only when the reader “feels like it”; the reading
of novels by students in an academic setting, for instance, is not relevant
to the present discussion. Personal satisfaction is a prime factor behind
the decision to spend time on what usually takes quite some time to
finish reading, and thus the potential gratification to be had becomes
the impetus behind the purchase of a novel. So even global issues have
to be personally experienced. There are, understandably, individual
differences in age, gender, past experiences and educational background,
etc., among readers. This means that a bestselling novel has largely
overcome such differences, such that a wide spectrum of readers can
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derive pleasure from it. For a translation bestseller, the differences among
individual readers are even greater; in succeeding, it must transcend
ethnic and cultural boundaries as well, among other things. [17]
From English readers’ accounts of their own experiences, one
notes a strong emotional response to the Murakami translations. Many
become immersed in the stories, losing themselves in the world created
by the author. The following quotations, mostly from the electronic
media, refer repeatedly to how the translations “speak to” readers
personally (italics are added): [18]
(a) How did [Alfred Birnbaum] manage to do that weird, youthful, but
never annoying with-it voice in which Murakami’s narratorprotagonists spoke to themselves? (Lesser 2002)
(b) Murakami captures “the common ache of the contemporary head
and heart.” (according to Jay McInerney) (qtd. Kattoulas 2002)
(c) [Sputnik Sweetheart is] about love and the loss of love, vocation
and the loss of vocation, sexual desire and the loss of that as well.
It is a beautiful novel, as light as a feather, and yet enduringly sad!
(Turner 2001)
(d) What makes [Murakami] a great writer is not his ability to create
characters that we could imagine meeting … it is the way in which
we are drawn into their world and become emotionally involved in their
stories. (Crockatt, undated)
(e) I couldn’t even begin to explain why I find it quite so moving and,
in a sense, that’s Murakami’s magic. He speaks to a place so deep
inside us that we can scarcely even reply. (Myerson 2002)

Only the first of these readers gives the translator some credit for the
captivating effects of the English translation, the other four simply
failing to see how their experiences are shaped by the target language.
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Similar personal responses are reported by Chinese readers among
the 265 messages posted, during a two-year period from 2006 to 2008,
on the “Readnovel.com” website. The subject of practically all the
following comments is Norwegian Wood in Chinese translation:
(a) The novel shows Toru Watanabe maturing gradually. The
emotions he experiences as he is transformed from a naïve
youngster into a grown-up are described truthfully and realistically.
This allows me to return to my own youth. (“Zhangkebo”;
December 31)
(b) I have never read Murakami’s works before. Norwegian Wood is
most stunning in its natural, incisive and rich portrayal of human
feelings. (“Conifer”; October 18)
(c) The most touching and memorable part is Naoko’s funeral, as
conducted by Toru and Reiko. As Toru puts it, no one enjoys
loneliness. (“Yanwei liuzhuan”; June 17)
(d) For someone in his thirties, I seem to have returned to my youth—
to a youthful mentality, to be more exact. There’s an impulsive
drive and a sense of loss. (“Xuejun.shen”; November 2).

Others stress the element of identification between university students
in China and the novel’s protagonists, many of them students at Tokyo
University in the late 1960s. Along the same line of thinking, one reader
notes how universal the experiences of Murakami’s characters are.
Interestingly, quite a few readers voice their dissatisfaction with Norwegian
Wood. It is “no good at all” (“Ggddbb”; March 17), “nothing spectacular,
not as good as others put it” (“Kevin1991”; February 27), “neither here
nor there” (“Tianxinlu”; June 26) and “wholly incomprehensible”
(“Yutongqq”; January 5). Yet many of these detractors unwittingly include
a hint as to the popularity of the novel: either friends or classmates
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have read it (“Yutongqq”), or “everybody” is recommending it
(“Kevin1991”). [19] How come there is such a tremendous degree of
reader empathy, given the all-too-frequent failings of translations? [20]
What has perhaps been little noted is that Murakami himself
contributed to the success of the translations. The following quotation
from the English translation of Norwegian Wood is illustrative:
And so I went from eighteen to nineteen. Each day the sun would rise
and set, the flag would be raised and lowered. Each Sunday I would
have a date with my dead friend’s girl. I had no idea what I was doing
or what I was going to do. For my courses I would read Claudel and
Racine and Eisenstein, but they meant almost nothing to me. I made
no friends in classes, and hardly knew anyone in the dorm. The others
in the dorm thought I wanted to be a writer, because I was always
alone with a book, but I had no such ambition. There was nothing I
wanted to be. (Rubin 2000: 29; italics added)

The first-person narration, which is the dominant mode used recurrently
by Murakami in his novels, together with the absence of proper nouns
or local references, makes it easy for readers to “lose themselves” in a
self-constructed illusion. The references to Claudel, Racine and Eisenstein
may even facilitate the Western readers’ immersion in the text, but
doubtlessly the conflicts and tensions of modern living are so powerfully
captured in the original novel that, however it is translated, the reader’s
“satisfaction” is almost assured.
In reception studies much attention has been paid to readers’
response to original fiction, more than to their translated versions, even
though the two can be considered alongside each other. We noted earlier
that the personal response figures prominently in both. One key
difference, however, can be seen in the degree of tolerance, on both
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the ideological and linguistic levels, that can be exercised by readers.
Knowing that one is reading a translation seems to make a substantial
difference. One’s Japanophobia, for instance, may not stand in the way
of one’s enjoyment of a translated Murakami novel, while one will
certainly be willing to put up with a modicum of awkwardness in linguistic
expression. In this connection, we can cite one example from Philip
Gabriel’s translation of Kafka on the Shore, Murakami’s recent bestseller
in which time and again the English translator mixes American
colloquialisms with Japanese ones. After Kafka, the novel’s young hero,
regains consciousness in the forest clearing, only to find blood on his
shirt, he decides to go see his girlfriend Sakura. A passage at this point
reads: “I [Kafka] go out the torii gate at the entrance to the shrine and
head for the main road to flag a cab … I ask the driver if he knows the
Lawson’s on that corner, and he says he does. When I ask if it’s far, he
says no, about a ten-dollar ride” (Gabriel 2005: 77). Readers might not
have cared much the incongruity. Perhaps the same can be said of the
many other failings that critics have discovered in individual instances
of translated fiction. Herein lies a huge gap between the translation
critic’s and the general reader’s reception of translation works.
Among the motivating factors behind the reading of a translated
novel, there are many that ideologies cannot fully account for. Being
completely absorbed in another realm, being placed outside the harsh
realities of everyday life, sharing the joys and sadness of imaginary
characters, etc.—these are the strongest reasons why fiction is read.
Original novels succeed better in satisfying such needs; for translated
ones, rapport with target readers is not even something that an author
can anticipate with unconditional confidence. As Q. D. Leavis has put
it, good fiction “eases a desolating sense of isolation and compensates
for the poverty of emotional lives” (1979: 58). Invariably, the translations
into Chinese and Korean of Norwegian Wood are successful not so much
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because their readers have a similar Pan-Asian background, but because
they cater to an expanded middle class in East Asia, one willing to spend
money on leisure reading and eager for the vicarious pleasures it gives.
Some have wondered why the descriptions of sexual acts, orgies and
lesbianism in this novel did not become a reason for the Mainland
authorities to censor the translations. The fact is that, in a market
economy, the satisfaction of the psychological need for titillation is not
a sin; the descriptions thus become standard fare in popular fiction,
whether original or translated. [21] The Age of the Consumer has finally
arrived in the Mainland in the 1990s, and in the publishing market the
desires of the readers determine the rules of the game. As a collectivity,
this reader determines what is worth translating. What we must conclude
as we survey the Murakami Phenomenon is that Murakami has
eventually turned into a brand name, much like the ones he refers to
time and again in his novels.

High Translatability in
an Era of Globalization
The Murakami Phenomenon is an instance of culture “traveling,”
in the sense that James Clifford, among others, has expounded (Clifford
1992: 96-116). In less than two decades, the fiction of Murakami crosses
cultural barriers, reaching destinations in China, Taiwan, Hong Kong
and Korea, enthralling a readership whose parameters must now be
redefined not just in regional terms, but also in global terms. But the
Phenomenon is also an intriguing case of how, when cultures travel,
translation cannot but be radically transformed. Murakami’s novels
evince how an American lifestyle has traveled to Japan (Suter 2008),
just as it has to countries elsewhere in the world. Japanese culture,
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especially the material side of it, has also become deeply ingrained in
Chinese life, although in Taiwan and Hong Kong the infiltration process
has begun much earlier and with greater intensity than on the Mainland.
The upshot of all this is that, as the world “shrinks” and the cultural
common ground expands, cultures contain each other. Translation
accompanies global changes on the one hand and enhances globalization
on the other.
It is in such a context that a new breed of “global” writers has
emerged—writers from different nations who target translation readers.
On the heels of “international” authors (like the Chinese Nobel Laureate
Gao Xingjian) who found fame overseas, a younger generation of authors
in China, for instance, began to write with the goal of getting translated
and thus reaching an overseas readership. In this case, Murakami not
only writes globally, but becomes global through the dissemination of
his works via translation. By contrast, novelists of an earlier generation
like Jun’ichiro Tanizaki and Yasunari Kawabata are a lot more “culturebound” and do not lend themselves as easily to translation into nonJapanese cultures. Their popularity overseas has been limited, in the
final analysis, to an elite group. Most significantly, even readers of
Murakami novels in the original are conscious of his characteristically
“gloabal” style. Critics have repeatedly noted how Murakami’s novels
already read like translations from English for Japanese readers (Rubin
2002: 288). There is an abundance of Anglicisms as well as English
syntactical structures. Murakami goes out of his way to use katakana
transliterations for foreign words instead of existing equivalents in the
Japanese language (Suter 2008: 62-74), and he introduces stilted literal
translations of English expressions like “not bad,” “don’t take it
personally,” “going nowhere,” and “as cool as cucumber” (Zhu 2005:
48). To Kenzaburo Oe, who chooses to take the opposite stylistic path,
Murakami’s writing is “not really Japanese.” For source text and target
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text readers, therefore, the reading experience is similar, because
Murakami writes in the “translation mode.”
It is necessary, however, to see that the high translatability of
Murakami is not just a result of conscious stylistic choices; it is also a
product of its age, one that sees the increasing interpenetration of cultures,
leading to new reading practices. The seminal role played by translation
in the trafficking of cultures cannot be over-exaggerated. Cultural
exchange on all levels involves translation in its many forms (including
localization, adaptation, etc.) and cultural resources from individual
countries are locked in constant dialectical interplay. Under such
circumstances, one needs to understand that there are no Others, because
the foreign is already part of us, as well as accept the fact that “the
world is made up of many Others” (Tomlinson 1999: 195). [22] The
local (national and ethnic affiliations, etc.), the regional and the global
blend and mix. Due to the rapid reconfigurations, new territorial
boundaries are set up as old ones break down. The distance between
the original text and its translated Other will continue to be narrowed.
Even though we may yet have to see all cultural differences absorbed
into the larger, imagined framework in which “the world is one,” the
increasing penetration of the Other into the Self will mean that
translators will find it easier to translate, and readers will find translations
more accessible.
Translation studies scholars have not lost sight of these
developments. Recently, Michael Cronin has adumbrated at some length
on what he calls a “critical universalism” (Cronin 2000: 89-92), through
which differences can be dissolved by a universalist tendency. Ever
since the advent of the Translation Studies school, concepts of
equivalence, correspondence and similarity have been dethroned as
much greater emphasis is placed on the study of differences, especially
cultural ones that are a source of frustration for translators. Cronin
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points the way forward, to the possibility that the pendulum can swing
back, not to the anachronistic view of translation as bridge-builder
between the Self and the Other, but to a radicalized concept of how
the Self finds itself in the Other—the two are, after all, not antithetical:
It is the imaginative empathy of the act of translation that restores
humanity to the other, not the espousal of absolutist cultural
separatism … universalism [lies] not in the eradication of the other
but in sharing a common condition of being a human other. (Cronin
2000: 91)

Whether we look with approbation or disapproval at the advent of
globalization, it is not likely that the tendencies it has given rise to can be
easily reversed or halted. National identities are increasingly being put
under stress and “world cultures” are coming into existence. Cultural
differences will stay, yet new global cultural commonalities will be
promoted. While the old humanist dream in which all nations peacefully
co-exist may not be tenable, cultures will be bound together more closely
than before, and the distance between them irrevocably reduced. In
this process, many media forms (like film) will be key players, and so
will translation.

Conclusion
If the experiences of the Murakami readers in China and America,
as culled primarily from websites, are to be accorded their due weight,
then the inevitable conclusion is that the contemporary “global” awareness
has effectively entered the personal sphere. In their eagerness to pursue
the manifold ways in which analogous modes of living are somehow
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shared by peoples of diverse cultures, many critics may have ignored
the fact that the global is reified in the local, and for this the term
“glocalization” has been coined. By a similar logic, the regional as well
as the national are also real and tangible elements in the reader’s own
experience of the world. Consequently, the three frameworks for
explicating Murakami’s popularity with Chinese readers of the
translations can, in actuality, be integrated with each other and with the
individual reactions of readers, who in one way or another note their
satisfaction, their empathy with the text, or their becoming “lost in the
book.” The forms of reception remain variegated, as evidenced by our
contrastive Chinese and American examples, and the configurations of
the regional and national are likely to be different for the two countries,
just as those of globalization are. One may further ask: How does the
American readership allow its own perceptions of East Asia, and then
of United States-Japan foreign relations, to underpin its reading of the
novelist? Why don’t the Americans conceive of Murakami more
overwhelmingly as a global author than do the East Asians?
Naturally, those are questions better left to a separate study. Suffice
it here to say that while globalization can help answer some of the
questions pertaining to the Murakami Phenomenon in the Greater China
region, it is nevertheless only one of many transforming forces in the
late twentieth and early twenty-first century that have an impact on the
reading of translations (as they are of literature in general) in that part
of the world. Should it be objected that too much emphasis has been
laid on the personal or private aspects of the encounter with translated
fiction, then one does well to remember that individual and communal
aspects of reception do mesh, and a text is most easily turned into a
bestseller when they reinforce each other. A gratuitous combination of
factors has given Murakami such popularity as never before enjoyed
by another translated novelist on the Chinese-Taiwan-Hong Kong scene.
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His translations have been phenomenal not just in terms of sales volume
and geographical spread, but also with respect to temporal span—
Murakami was Taiwan’s third most popular foreign author in 2004
(according to Eslite’s Annual Report), some two decades after his first
novel landed there in translation. However, as long he continues to
“speak to” his readers, he will stay.

Notes
[1]

The bestseller lists in Asiaweek (Hong Kong), Eslite Reader (Taiwan),
Publishers Weekly, New York Times Book Review (USA) and Sunday Times
(UK) do occasionally provide some useful information that can be
consulted. Actual sales figures, on the contrary, are never released to the
public.

[2]

They are: One Hundred Years of Solitude, Love in the Time of Cholera
(translated from Spanish), If This is a Man, The Name of the Rose (Italian),
Remembrance of Things Past, The Outsider, The Unbearable Lightness of Being
(French), Perfume, The Trial, The Tin Drum (German), The Master and
Margarita, Doctor Zhivago and One Day in the Life of Ivan Denisovich (Russian).
None of the translated non-European works make the list, however.

[3]

To avoid the confusion of referring to Murakami’s works in three
languages, no transliterations of the Japanese titles are given in the present
chapter. Instead, the novels are referred to by the titles of the bestknown English translations. Readers interested in consulting the original
texts should look up Murakami (1990-91; 2002a; 2002b). All Chinese
translations are transliterated.

[4]

Xin Guangwei came up with slightly different figures. According to him,
the Shanghai Translation Publishing House’s Nuowei de senlin sold 70,000
copies; the sale of all the translated versions totals one million copies
(Xin 2005: 244). There were also many bootleg versions published before
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China’s signing of the Berne Convention for the Protection of Literary
and Artistic Works in 1992.
[5]

Another source mentions 2,800,000 copies (“Cunshang chunshu zai
Zhongguo,” 2005).

[6]

While our focus here will not be on the Korean translations, it is worth
noting that South Korea has translated more of Murakami’s works than
its Asian neighbors, with a total of fifty volumes already published.
Almost every single work of Murakami has been rendered into the Korean
language. For the Russian reception, see Seats (2006: 2); for the controversy
around the German translation, see Rubin (2000: 273-74). Rubin gives a
complete list of all the Murakami translations up to 2000, though he
does not include those from Mainland China (Rubin 2000: 292-95).

[7]

In the United States, the reading public, as much as the critics, appears to
have shown a preference for The Wind-up Bird Chronicle and A Wild Sheep
Chase rather than Norwegian Wood. Hard-Boiled Wonderland and The Windup Bird Chronicle are the most critically acclaimed works of Murakami.

[8]

Again for the sake of contrast, the most popular Japanese author in
China, after Haruki Murakami, is Junichi Watanabe (1933- ), whose stories
of middle-age adultery enjoy immense popularity among the Chinese
readership (Xin 2005: 244). He is hardly ever read in English translation.

[9]

Actually it is patched together from two different translations. See <http://
www. easy-boarding.com/norwood/writing/nw/nw01.htm>.

[10]

Of the three American translators, Birnbaum is the only one without
strong academic credentials. Gabriel is Head of the Department of East
Asian Studies at the University of Arizona, Tucson, and Rubin is
Professor of Japanese literature at Harvard University.

[11]

For a Chinese perspective on the issues of globalization and localization
in relation to Murakami, see Anon (2005).

[12]

This is a point insightfully discussed in Wang (2005).

[13]

Another Japanese scholar who is of this view is Takeshi Hamashita (see
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Arrighi, Hamashita and Selden 2003).
[14]

Even in the Mainland, it has out-sold translations of The Bridges of
Madison County, the Harry Potter novels and Tuesdays with Morrie, the
translated works that topped the bestseller charts during the period in
question (see Kong 2005: 138-41).

[15]

I would like to add that, here again as elsewhere, the attitudes of the
Mainlanders, Hongkongers and Taiwanese people differ significantly and
should not be seen as homogenous.

[16]

Communication studies has been with us much longer than publishing
studies; in scope it is also broader, since it deals with reception in the
various media, though greater attention is paid to film and television,
not the book. The spectacular boost given to publishing studies in recent
years is quite remarkable, given all the talk about “the death of the book.”
The diversity of articles appearing in the journal Publishing Studies Quarterly
testifies to the amazing developments, as does the inauguration of new
series of monographs like “Print Networks” and “Publishing Pathways.”
The distinctive contribution to be made by publishing studies as it
attempts to reposition itself as a critical, rather than vocational or
descriptive, discipline is discussed in Murray (2007: 3-25).

[17]

From this perspective it is interesting to look at the theorization on
bestselling original fiction. In The Myth of Superwoman, a study of the
contrastive reception of bestselling novels (in France and the United
States), Resa Dudovitz lists five elements fundamental to a bestseller: (a)
it does not involve the reader in the production of meaning; (b) the
novelist must “create a world the reader recognizes”; (c) stereotypical and
trite images figure prominently; (d) the language should have a
transparent simplicity; (e) familiar institutions (like the hotel or the
hospital) are used as backgrounds (Dudovitz 1990: 46-48). Significantly,
possibly other than (a) and (d), none of the elements apply to bestselling
translated novels. They do not always feature the recognizable, the
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stereotypical and the familiar.
[18]

There are of course more specific issues which are too complicated to be
tackled here. For instance, given that most readers only have access to
only one translated Murakami—Lin in Mainland China and Lai in
Taiwan—and that neither set of translations has been viewed as
completely satisfactory—one may ask whether the success of Murakami
in Greater China could be wholly attributed to the translations. Lin
Shaohua said at one point that Chinese readers are swept off their feet by
the “crisp and clear” prose style of Murakami. His statement betrays a
lack of awareness that readers are only reading Chinese, not Japanese—a
mistake common to many translation readers. Are different readers reading
different Murakamis?

[19]

A few readers also pointed out the cultural differences between the Chinese
and the Japanese. For one, it was the “abnormal psychology of the
Japanese” that attracted his attention as he read (“19901108”; October
12).

[20]

From time to time, one comes across readers in the “Readnovel.com”
website complaining about the vast number of typos and wondering if
certain passages have been omitted in translation, causing the thread of
the narrative to be lost.

[21]

This is one of the reasons why reading fiction has been said to be a
“dangerous recreation” (see Pearson 1999).

[22]

Among the more representative studies of global culture are Featherstone
(1990), Hall (1991), Appadurai (1996), Brennan (1997), Scholte (2000)
and McBride and Wise (2000).

Translations Discussed
Gabriel, Philip, trans. (2005). Kafka on the Shore. New York: Vintage
International.
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Lai, Mingzhu, trans. (Undated). Nowei de senlin [Norwegian Wood]. At: <http://
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_____, trans. (2003). Haibian de Kafuka [Kafka on the Shore]. Taibei: Zhongguo
shibao.
Lin, Shaohua, trans. (1992). Nuowei de senlin [Norwegian Wood]. Taibei: Kezhu.
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yiwen.
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breast or fail to cherish the son of her womb?”; my translation] (Isaiah
49: 15). In this biblical verse, the “womb” metonymically refers to the
mother. The original collocation “the son of her womb” has an
intensifying effort, meaning “her very own son”. Not reproducing the
metonymy of “womb”, the Chinese texts give an interpretive gloss,
with a minor divergence between the two versions. Schereschewsky’s
version reads:
furen qi neng wangji ziji ruyang de yinghai, bu lianxu ziji suosheng de zi ma
(“Can a woman forget her own sucking baby and not have pity for the
son that she herself gave birth to?”) (Note that in Schereschewsky’s
ziji used
version, the intensification is created by the pronoun
twice). The Union version has:
furen qi neng wangji ta chinai de yinghai, bu lianxu ta suosheng
de erzi? (“Can a woman forget her sucking baby and not have pity for
the son that she gave birth to?”).
In many languages, one part of the body that often operates
metonymically to represent the whole person—or a certain human
capacity or state of mind—is “hand”. Chinese provides numerous
yingshou
illustrations of this (see Yu 2003). To cite a few examples:
zuoyou
(lit., hard hand), means “a skilled hand, an able person”;
[8]
shou (lit., left right hand) is “right-hand man, chief aide”;
duomian shou (lit., many side hand) is “a many-sided person, an allshou yang yang (“the
rounder”; there is also the colloquial phrase
hands are itching”), which could be seen as metonymic in the sense that
a physical condition represents a state of mind, indicating that someone
is eager to do something. Yet when we examine biblical expressions in
which a metonymic or metaphoric operation involving the “hand(s)”
are rendered into Chinese, in many cases we do not find a direct
transference but an interpretation instead.
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A Taiwanese Response
to a French Writer:
The Case of Albert Camus
Chia-hua Hsu

Abstract
This paper examines the reception of the French writer
Albert Camus by his Taiwanese readers. According to
bibliographical research already carried out, some of his works
attract more attention than others, and different historical
periods have given birth to diverse critical responses. This paper
aims thus to investigate, firstly, the publication and translation
status of Camus’s works in Taiwan, and, secondly, in comparison
with the author’s original perspectives, how Taiwanese readers
appreciate, interpret and react in different periods of time and
under varying circumstances. It studies how particular readings
are engendered, ones which are inseparable from particular
historical contexts. This study consists of three major parts, each
corresponding to one of the three major stages of Camus’s
literary career; one section focuses on the reception of his drama
in Taiwan.
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According to the Research Bibliography of Western Literature in Taiwan
, 2004: 459-479;
1946-2000 compiled by Chang Ching-Erh (
2371), French Literature is the third most studied western literature in
Taiwan. According to the same source, bibliographic entries on Albert
Camus (1913-1960) are the second most numerous in the field of
French literature studies, just after Xingjian Gao. In Taiwan, when we
talk about Camus, we think first of his famous novel, L’Etranger, as
well as his being an “absurd” author, or an author of the absurd. The
novel La Peste could also be mentioned. In a lesser case, there is Le
Mythe de Sisyphe, which enjoys great renown but suffers in reality
significant neglect. In what ways are these works conceived in Taiwan,
and what happens to the other works of this much studied French
author? How did Taiwanese critics react to Camus’s works in different
historical periods? How does one interpret the particular interest in
some subjects and not in others? How does cultural translation work in
relation to the reading and understanding of an European author whose
educational, social, political and historical background is very different
from that of his Taiwanese readers? How do Taiwanese readers
appropriate Camus as one of the most studied authors in Taiwan in the
context of French literature?
Camus’s works can be conceived as divided into three major
periods or stages, according to the author himself: the stage of the
Absurd, the stage of Revolt and the stage of Love and Moderation.
From the beginning of his literary career, Camus projects already the
view of his work that he considers would be necessary and indispensable
as a way to fully explore his ideas. The aim of the present article is thus
to examine Taiwanese readers’ reception—or more precisely, the critics’
reception—of Camus’s work, from the late 1950s to the present time.
All three periods in Camus’s work will be examined principally from the
point of view of literary study—and by “literary study” we mean the
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bibliographies of texts written on, studies conducted around, or editions
published of this author, although articles published in more popular
sources such as newspapers or magazines (mainly literary ones) will be
examined as well. This article proposes a closer examination of the
reception at three Camusian stages, as well as of several major “myths”
built around his work.

I. The Absurd
To most Taiwanese readers, the name of Camus is almost
equivalent to the “absurd”. Indeed, Camus’s use of the word gives
birth to the famous Theater of the Absurd, although in fact he himself
didn’t take part in the movement, nor was he a supporter. Camus
develops his idea of the Absurd notably in his essay Le Mythe de Sisyphe,
where he affirms that the Absurd originates neither from the outside
world nor from mankind, but is engendered by the confrontation of
these two. That is to say, neither the world nor mankind is absurd;
absurdity lies in “la confrontation de cet irrationnel et de ce désir éperdu
de clarté dont l’appel résonne au plus profond de l’homme” (Camus
2006a: 233) (the confrontation of the irrationality [of the world] and
this desperate desire for clarity whose call resonates in the deepest [places]
in man; my translation). In other words, “[l]’absurde naît de cette
confrontation entre l’appel humain et le silence déraisonnable du monde”
(Camus 2006a: 238) (Absurd springs from the confrontation between
the human appeal and the senseless silence of the world; my translation).
Therefore, according to Camus, the world in itself is not absurd, contrary
to certain received ideas on this matter.
On the Absurd, Camus created four works: one essay, the aforementioned Le Mythe de Sisyphe (1942, translated in English as The Myth
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of Sisyphus and in Chinese as
,
), one novel,
L’Etranger (1942, translated in English as The Stranger or The Outsider
,
,
,
) and two plays—
and in Chinese as
Caligula (first manuscript in 1938, first performed in 1945; same title in
) and Le Malentendu (1944,
English and translated in Chinese as
,
).
translated in English as The Misunderstanding, in Chinese as
All four have been published in Taiwan. The first translation of Le
Mythe de Sisyphe appeared in 1960 in the literary magazine Wen Xue
. The first translation of the novel L’Etranger was published in
in 1958. As for the two plays,
installments in Lian He Fu Kan
the first translation of Caligula appeared only in 1969, about ten years
later than the other two works of the stage of the Absurd. The translation
of Le Malentendu appeared even later, in 1973, in the literary magazine
(
, 1973). Surprisingly, the best known
Wen I Yue Kan
novel in Taiwan, L’Etranger, doesn’t figure among the first works of
Camus introduced to Taiwanese readers. Two short stories, L’Hôte
) and Les
(translated in English as The Guest and in Chinese as
Muets (translated in English as The Silent Men and in Chinese as
), were published in Lian He Fu Kan
respectively in
January and in February 1958, several months after Camus’s being
awarded the Nobel Prize in Literature in October 1957, when he
published L’Exil et le royaume (translated in English as Exile and Kingdom
), where the two short stories were
and in Chinese as
included. L’Etranger is Camus’s third work to be published in Taiwan, in
March 1958 by the same newspaper. Even though the French-Algerian
writer had become an important figure in the French intellectual scene
as early as the 1940s, it is the Nobel laureate title that made possible his
introduction to Taiwanese readers, ensuring his extended popularity in
the study of Western literature in Taiwan. It is worth mentioning that
these early translations appeared in Taiwan when Camus was still alive.
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A. The Reception of the Absurd in Taiwan
Among studies on this period of Camus’s work, the novel L’Etranger
and the essay Le Mythe de Sisyphe arouse the most interest.
L’Etranger
, 2004: 459-464), there
According to Chang Ching-Erh (
are twenty-nine versions in Chinese of the novel L’Etranger, published
by various local publishers in Taiwan. It is more than possible that certain
versions merely reprint translations which have been published
previously, but the number of versions on the market remains
astonishing. This figure demonstrates readers’ interest in this particular
novel and explains why Camus’s name is never evoked without references
being made to it. It is so today, and it was so already back in 1973. This
is confirmed in a critical article: “
”(
, 1973: 202-208) (as soon as Camus’s name is
mentioned, many people only know of his The Stranger; my translation).
But this phenomenon is not unique in Taiwan. Even in France, people
think firstly of L’Etranger when Camus’s name is mentioned, so much
so that some get annoyed simply hearing the title, while not everyone
has really read or understood the novel.
In Taiwan, academic studies of this novel approach it mainly
through examining its main character, Meursault, or by classifying it
under the Sartrian school of existentialism and then investigating the
connection. There exists also one National Science Council project which
adopts a stylistic approach by using L’Etranger as an example to explore
the idea of “écriture blanche” that Roland Barthes talked about in his
, 2003-04). Some studies, however, take
Le Degré zéro de l’écriture (
other orientations than that of the literary. In the domain of philosophy,
for instance, a master’s thesis was written on the notion of inconsistency
from a Heideggerian point of view. But in general, emphasis is put on
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the hero’s, or the anti-hero’s, absurd way of life, and often criticisms
are made of this “pessimistic” and “amoral” lifestyle. That Meursault
feels no regret (it seems) at his mother’s death and then kills an Arab
without apparently feeling any regret is often interpreted as a sign of his
cold-bloodiness and indifference as an unfeeling young existentialist.
He receives more negative criticisms than positive ones, but some
readers, both in Taiwan and in France, identify themselves or their
acquaintances with this “stranger” in a highly institutionalized social
environment.
Le Mythe de Sisyphe
If L’Etranger is Camus’s best known work among those of his
stage of the Absurd, the essay Le Mythe de Sisyphe can be said to be the
best consulted as a principal reference. When it is a question of the
notion of the Absurd, Camus’s Sisyphus—the incarnation of the
Absurd—is always invoked. There are studies not only of Camus’s
work or thought, but also of other literary figures, philosophic issues or
even interpretations of artistic works. At the master’s degree level, many
thesis treat figures other than Camus who are related to Le Mythe de
Sisyphe like Eugène Ionesco, J. M. G. Le Clézio, Eugene O’Neil, Luigi
Pirandello, Doris Lessing or Athol Fugard. There are around sixteen
master’s theses concerning Camus that have been written since 2000,
eleven of them specifically dealing with the notion of the Absurd. In
these, the figure of Camusian Sisyphus never fails to be employed as a
means to explore the absurdity of existence as seen in the works of the
other authors. The popularity of the Absurd does not seem to decrease
as time goes by and still occupies an important place in Taiwan literary
studies, fifty years after it was first translated into Chinese.
One wonders what the reasons are for this special interest and
why it still incites concern when the importance of studies on
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existentialism seems to have decreased gradually, even though it has
entered into the general consciousness starting from the second half of
the twentieth century. It seems that Taiwanese critics continue to put
much stress on the “existential” aspect of literary works—not just on
human existence, but on existentialism as well—and are seriously
interested in authors whose works reflect the absurdity of existence.
The choice of authors and topics as subjects of academic study, as
mentioned earlier, supports this speculation. Camus’s work, especially
Le Mythe de Sisyphe, presents an obvious direction for research, having
become canonical in this field.

B. From the Absurd to Existentialism
To understand this phenomenon, Satrian existentialism cannot be
left unmentioned. The notion of the Absurd, almost invariably, seems
to have been identified with this famous twentieth-century philosophy.
The absurd is considered a key notion within existentialist philosophy
whose eminent representative is Jean-Paul Sartre, while Albert Camus
is its advocate.
However, Camus said clearly in an interview in 1945: “Non, je ne
suis pas existentialiste” (Camus 2006b: 656) (No, I am not an existentialist;
my translation). He went on to clarify the misunderstanding:
Sartre et moi nous nous étonnons toujours de voir nos deux noms
associés. Nous pensons même publier un jour une petite annonce où
les soussignés affirmeront n’avoir rien en commun et se refuseront à
répondre des dettes qu’ils pourraient contracter respectivement. Car,
enfin, c’est une plaisanterie. […] Sartre est existentialiste, et le seul livre
d’idées que j’ai publié: le Mythe de Sisyphe, était dirigé contre les
philosophes dits existentialistes. (Ibid.)
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(Sartre and me—we are surprised to see our two names being
associated. We even think about publishing one day a short statement
in which the two undersigned will affirm their having nothing in
common and will refuse in the future to be held responsible for the
debts that they might respectively incur. For, in brief, this is a joke.
[…] Sartre is an existentialist, and the only book of ideas that I have
published, the Myth of Sisyphus, was directed against the so-called
existentialist philosophers; my translation)

For Camus, while the Absurd represents the condition of human
existence, it doesn’t stop there. The Absurd is only the starting point, a
premise, which will and should be followed by the stages of Revolt,
Love and Moderation. Only when one recognizes this condition can
one rise to fight against it. It is this revolt that gives existence a meaning.
This reasoning is based on the fact that human existence does have a
meaning if one strives for it. Studies dealing with the notion of the
Absurd only take into consideration the first stage of the Camusian
system.
Sartre is skeptical about a common value for humanity:
je ne puis pas compter sur des hommes que je ne connais pas en me
fondant sur la bonté humaine, ou sur l’intérêt de l’homme pour le
bien de la société, étant donné que l’homme est libre, et qu’il n’y a
aucune nature humaine sur laquelle je puisse faire fond. (Sartre 1970:
52)
(I cannot count upon men whom I do not know; I cannot base my
confidence upon human goodness or upon man’s interest in the
good of society, seeing that man is free and that there is no human
nature which I can take as foundational; my translation)
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Camus, on the contrary, believes in human goodness and has faith in
the solidarity among men. In addition, if both Camus and his
contemporary existentialists do not believe in a Christian God or in His
grace, the author of L’Envers et l’endroit (Betwixt and Between, a collection
of lyrical texts that Camus published in 1937) does not consider himself
as an atheist either: he believes in the grace of the world, of nature, and
of beauty and its mythical signs. That is one of the reasons why he has
always conceived his essays around Greek mythological figures such as
Sisyphus, Prometheus or Nemesis. His search for transcendence never
ceased throughout his entire literary career.
Nevertheless, while the debate on whether Camus is an existentialist
or not continues in the West, it doesn’t seem to bother Camusian critics
in Taiwan. His name is most of the time linked with existentialism—
alongside Sartre. Liu Chün-Yü has already tried to clarify this
,
“misunderstanding” in 1973 in the above-mentioned article (
1973: 202-208). There he elucidates the fundamental differences between
Camus’s and Sartre’s existentialist points of view—differences that critics
in our day seem to ignore or have fixed ideas about.

II. Revolt
A. The Silenced Revolt
Camus sees his literary creation in terms of three linear stages
which, provided that they are seen as a whole, illustrate fully his thought.
The Absurd is the first stage, followed by that of Revolt, which leads in
turn to the third stage, that of Love and Moderation. As mentioned
earlier, the Absurd, as a basic premise of the Camusian viewpoint, seems
to attract most of the critics’ attention in Taiwan. The two other stages
do not seem to have received the proper consideration that they deserve,
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being the logical and inevitable consequence of the first one, and their
application is of no less concern than the Absurd when it comes to the
modern human condition as well as the socio-political reality.
Other than the philosophical approaches to the notion of Revolt,
the controversy between Camus and Sartre cannot be left unexamined.
In the early 1950s, the publication of Camus’s second essay L’Homme
révolté sparked a fierce literary debate (although it is actually not so
much literary as political or historical) between Camus and the
existentialists, notably those connected with the magazine Les Temps
modernes, whose leading man is none other than Jean-Paul Sartre himself.
In L’Homme révolté, Camus offers an analysis of the Revolt in European
history and society from a historical point of view, accentuating the
differences between revolts and revolutions, promoting the values of
the former while discrediting the destructive and despotic nature of the
latter. This standpoint offended Sartre and his group, both associated
with Les Temps modernes, whose political position was leftist; they
sympathized with the Soviet communism of that time. Camus pointed
out that a nihilist spirit as well as absolutism had brought, and were still
bringing, mankind to a state of servitude—and thus to their own
downfall. To him, the supreme value of History, held so dear by the
Sartrian existentialists, is one form of nihilism and absolutism. Following
the publication of this essay, several open letters were published in Les
Temps modernes and the fragile friendship between these two leading
thinkers of post-war France broke down, as did any possible semblance
between their political and philosophical points of view. It is interesting
to note that Sartre’s open letter to Camus was translated into Chinese in
, 1969: 41-62), even before the complete Chinese
1969 (You Chou
translation of the essay that had ignited the debate.
The Chinese translation of L’Homme révolté (translated in English
(
,
as The Rebel) was published in 1972 under the title
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1972), twenty-one years after the original French version and the debate
that it aroused. The publication of this Chinese translation triggered the
publication of several articles in which critics related this work to the
political situation in Taiwan and the urgent question of that historical
period: the free world versus its opposite, communism. For example,
, 1973: 74-87) addresses one of the most essential
Wu Kun-Ru (
subjects that Camus elaborated in his essay: can the goal justify the
means? Wu goes on to conclude that what separates the goal from the
means is precisely what differentiates the free world from the world of
communism. This reflects the fact that, during this very period, the
nationalist (KMT) government emphasized its role as a guardian of
democracy and freedom, while the island of Taiwan played a crucial
role in the fight against communism in Mainland China. Although the
objective of Camus’s book is not the criticism of communism but the
historical-philosophical background that led to the rise of communism—
it examines European society and history from political, literary,
philosophical, theological and social perspectives and confronts especially
the essential problems of nihilism and historical materialism—those
aspects of the book concerning communism gained favor with some
critics when the translation appeared in Taiwan in the 1970s, where
communism was what haunted the society of that time.
Also, comparisons have been made between the Revolt in the
western world and the Chinese cultural context. Such is the case in an
, 1973: 72-78), who first explains the
article by Fu Pei-Rong (
notion of Revolt in Camus’s thought, and then raises issues based on an
“eastern” point of view (in contrast to Camus’s western one), though
these issues were simply thrown out rather than answered. Yet in the
reception of Camus’s work in Taiwan, comparisons like this are not
always made. Most of the critics make do with interpretations or
presentations of the French author’s works without examining in detail
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the historical differences between Europe and Taiwan (as well as all that
surrounds its history, culture, society and politics). The lack of
understanding of, or interest in, European society could be one of the
reasons why this seminal essay has never become as important as Camus’s
novels, such as L’Etranger or La Peste.
Since the 1970s, the number of studies on this essay has decreased,
although they were never numerous during these years when the notions
of Revolt, Revolution, History and communism informed the
discussions of the background (or even the “foreground”) of society.
Some fundamental aspects that Camus treated in this essay do not seem
to have aroused critics’ attention in Taiwan. For example, the downfall
of the Christian God and of religions—which is the undercurrent that
has made the western world what it is today—does not bother Taiwanese
critics, probably because there is no correspondence to what happens
to Buddhism, Taoism, or other folk beliefs. Taiwanese society has never
faced—or at least not as strongly as in the western world—the problem
of deicide or of the disappearance of God, the Creator of the world
and of mankind. In Europe, this has led to a fundamental change in the
popular mentality, in the way society works; it has even brought along
revolutions and the rise of democracy. However, in modern Chinese
history, revolutions, whether republican or communist, have never been
caused in the same manner.
In France, recent years have seen a return of interest to Camus’s
work, especially those on the subject of Revolt. This is strongly linked
to the rise of terrorism and imperialism, in whatever form. People
have begun to reconsider the question of Revolt and of a just stance
with regard to today’s conflicts, conflicts that Camus already analyzed
and prophesied in his essay on nihilism and absolutism. Examples of
the new trend include a collection of academic papers commemorating
the fiftieth anniversary of the publication of L’Homme révolté (Gay58
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Crosier 2001); there were conferences like the one on “Camus and
Lies”, held in Paris in 2002 (Le BPI 2004), as well as another on “Camus
and Revolt” held at the University of Ulster at Coleraine, Northern
Ireland, in the same year. Camus’s play, Les Justes (translated in English
), which was not well
as The Just Assassins and in Chinese as
received when first performed in Paris in 1949, was put on stage by
several different theater directors in France at the beginning of the
twenty-first century. This play tackles questions of a just revolt within a
group of Russian Socialist revolutionaries who planned to bring down
the Tsarist reign through terrorist acts in 1905. The historical background
of this play seems very distant from that of today’s France, but the
issues dealt with in this work are related to the questioning of terrorism
and justice, with which modern western society is engaged today.
Nevertheless, the reflection on terrorism and just revolt did not attract
further attention in Taiwan—except for several articles on the subject
already mentioned above. Again, the reason for this lack of interest lies
possibly in the fact that Taiwanese people do not seem to have been
preoccupied with the rise of international terrorism—they have also
not experienced it directly—and they are not concerned with the dilemma
between violence and justice, because of a lack of information and/or
a discrepancy between their cultural/political situation and that of the
western world, although Taiwan is under constant threat from the other
side of the Strait.

B. The Plague That Brings People Together
Basically, Camus intended to elaborate each stage of his thinking
through an essay, a play and a novel. La Peste (translated in English as
,
,
) is the novel of Revolt.
The Plague and in Chinese as
The background of the story is set in the Algerian city of Oran, which
in the novel has been ravaged by a plague. Positioning himeslf as a
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chronologist, the narrator relates how people react and how some medical
workers fight the plague in solidarity. The plague depicted can be
considered as a metaphor on several levels: it is a symbol of despotism
and totalitarianism, of absolutism, or of the human condition in general.
Scenes dealing with unpredictable and collective deaths, curfews,
imprisonments or wagons transporting people to the crematorium—
these recall scenes that took place under the Nazis and during the Second
World War.
,
This book appeared in Taiwan for the first time in 1966 (
1966: 42-63). There have been several translations over the years and it
is one of Camus’s two most famous novels in Taiwan, the other being
L’Etranger. Its political and social meaning could have reminded
Taiwanese people of the situation in communist Mainland China, or of
the martial-law situation in Taiwan, when a common enemy whose threat
is omnipresent is to be fought. The fight against the force that threatens
people’s life in every possible way, the feeling of imprisonment, the
curfews or the images of how the malicious power is overcome—these
depict the political atmosphere of that time, especially during the 1960s
and 1970s, a period during which five editions of this novel in translation
were published, and several of them were actually reprinted a number
of times. From the 1980s on, this translated novel continued to be
reedited and reprinted. The Research Bibliography of Western Literature in
Taiwan 1946-2000 gives eleven entries for the Chinese versions of this
novel, some of them reprinted several times over the years. One example
put out by Chih-Wen
is the version in the Xin Chao Wen Ku
: it was published for the first time in 1969,
Publications
and then reprinted in 1971, 1972, 1976, 1978, 1992 and 1979 [sic.] (
, 2004: 460).
With the immense changes in the political and social background
through the decades, the society of Taiwan in the twenty-first century is
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no longer the same as those of the 1960s, 1970s or even 1980s. But
Camus’s novel made a come-back in 2003, with the outbreak of the
epidemic known as SARS. This event deeply affected the entire
population, and under the circumstances critics’ attention was immediately
drawn to this novel. Several decades earlier, readers had found in La
Peste expressions of despotism and totalitarianism. Now, the book is no
longer about despotism but the very visage of a plague, literally
presented. Moreover, the resemblance between the situation that Taiwan
(as well as neighboring countries) was facing and the events as described
in the novel is striking. There is, again, the feeling of confinement—this
time a real one for people affected by the epidemic or susceptible to
being affected, involving the separation by force of family members,
the governmental, institutional, and personal reactions toward the events,
etc. Even the evolution of SARS seems to have found its equivalent in
the novel written half a century ago under a totally different historical,
geographical and political context. Indeed, during the preparatory phase
of the novel, Camus documented in detail some famous plagues in
history in order to depict the phenomenon in a realist manner, although
his intention was to write an allegorical work and present something
“unreal” using concrete facts. It remains to be answered what he meant
by “real” and “unreal”, since nothing is “real” in the novel although
everything seems credible: the city of Oran is real, but the plague never
occurred there in the 1940s. The plague is thus unreal, and yet the
phenomenon and people’s reactions as described in the novel, even
while fictional, correspond exactly to reality. The combination of realism
with allegory makes possible a multi-level reading of the novel. In the
post-war period, i.e. after the Second World War, critics have favored a
more political reading, where the allegorical side of the story is
emphasized. But in the context of SARS, interpreters accentuate the
“realist” side—the plague is viewed as nothing more than a plague and
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the novel is seen as faithfully representing reality.
During this period, small-scale non-academic articles appeared in
abundance in Taiwanese newspapers and magazines. Camus’s novel was
mentioned, introduced to the public, or presented as a source of
reflection during this time of SARS. Literature is thus seen as a means
of escape from, or a remedy for, suffering in the real world—although
from a medical point of view, if the plague is seen as no more than a
plague, literature could only be a placebo. Literature exhorts as well, but
that is due to the fact that the novel does not end tragically. During that
time, texts like La Peste could often be found among other pieces of
information on the ongoing plague actually threatening people’s everyday
life: photographs, criticism or report of the public health system and
measures taken by the government, and advertisements on masks along
with advice on what to do in case of contamination. The textual
atmosphere was rather surreal. On the one hand, there were passages
of the novel; on the other hand, the news seemed to provide a precise
illustration of the novel although, in the meantime, as illustrations of
the literary text, they were representations of real life. In any case,
critics found it out-of-the-ordinary that La Peste should show experiences
of the very epidemic that they were living through. The novel took on
new life in the context of a real plague. Hence, when La Peste is read as
a representation of a plague, the historical background that originally
underlies the novel stops bothering readers of a distant culture: the
universality of human reactions can be observed and that is one of the
magical aspects of literature.

III. Between Exile and Fatherland
The third stage of Camus’s work, Love and Moderation, is
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embodied in a series of works that do not follow exactly what the
French author intended to do—his intention was that each stage would
be illustrated by the three genres of the essay, novel and drama—since
Camus never lived long enough to fulfill its concretization. Some
Taiwanese critics used the term the stage of Freedom, as found in
Camus’s notes, but it should not be considered as a generally acceptable
term since it is not much employed in Camus studies. This period began
with the achievement of L’Homme révolté in 1951, along with the debate
with Sartre and the existentialist group of Les Temps modernes. What
happened influenced Camus so deeply that works that did not fit into
the preconceived stage of Love were written, and adaptations of literary
works into plays were carried out, such as The Possessed. Major works
that are attributed to this stage—or, more appropriately, original works
(excepting adaptations) written after the second stage of Revolt—include
the novel La Chute (1956, translated in English as The Fall and in Chinese
,
), the short stories collection L’Exil et le royaume (1957,
as
translated in English as Exile and Kingdom and in Chinese as
) and the posthumous novel Le Premier homme (1994, translated in
).
English as The First Man and in Chinese as
The short stories collected in L’Exil et le royaume were the first
works of Camus translated into Chinese and introduced to Taiwanese
readers. These include L’Hôte (translated in English as The Guest and in
,
), which was translated and published almost at
Chinese as
the same time by two translators (Ju Nai-Chang and He Xin) and in two
, 1958;
, 1958); La Femme adultère
different sources (
);
(translated in English as The Adulterous Woman and in Chinese as
Le Renégat or un esprit confus (translated in English as The Renegade or a
,
); and Les Muets
Confused Spirit and in Chinese as
).
(translated in English as The Silent Men and in Chinese as
The Chinese translations of these short novels appeared between 195863
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1960, but the full translation of all the short stories of the collection
saw the light of day only ten years later in 1970. La Chute was translated
into Chinese several years later than the above-mentioned short stories,
its first Chinese edition appearing in 1966. As for Le Premier homme, it
was discovered in the briefcase that Camus carried with him at the time
of his sudden death, and was not edited and published until 1994. This
piece of news was reported in cultural columns in Taiwanese newspapers
and Min Sheng Daily
in the
such as United Daily News
same year, and the Chinese translation of this unfinished novel appeared
in Taiwan three years later, in 1997. There were campaigns celebrating
the publication of its Chinese version. Another publication of Camus
during this last period of his life is Chroniques algériennes, Actuelles III
1939-1958 (no English and Chinese translations are available as yet),
which reflects events in Algeria and France during this period and
attempts to improve the understanding of the emerging conflicts between
two countries bound together by colonialist ties. In order to alleviate the
conflicts that had become more and more fierce and violent, Camus
published in 1956 “Trêve pour les civils” (“Truce for the civilians”),
which did not have the impact he expected. Quite surprisingly, this text,
deeply anchored in a totally different historical context, was translated
, 1971: 4-14).
into Chinese by Chao Shi in 1971 (

A. The Fall
It is odd that La Chute did not arouse Taiwanese critics’ interest,
whereas existentialist issues attracted much attention, and Camus is
mentioned most of the time as an existentialist, along with Sartre. La
Chute can be considered as Camus’s response—if not a direct one,
since it is metamorphosed in fictional form—to the debate that ended
his courteous relationship with Sartre and, in a more general way, his
link to Sartrian existentialism. In Taiwan, the translated novel was
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published six years earlier than the essay L’Homme révolté, but it is this
latter that indirectly gave birth to this novel, which did not figure in
Camus’s initial writing plan at this phase of his career. This shows the
interest of Taiwanese publishers in fiction—not that of the readers.
But it suggests also the difficulty that Taiwanese readers encounter in
reading fiction and essays, especially when the reading of this particular
essay requires deep and comprehensive knowledge of historical and
intellectual movements in Europe. For a local French reader who
identifies with the background and lives in the context as depicted in the
novel, it would be easier to grasp the underlying meanings and metaphors,
La Chute being full of local overtones and allusions. However, for a
Taiwanese reader who is unacquainted with the French intellectual,
political and social landscape, reading this novel could be rather difficult.
Such a cultural difference could be one of the essential reasons why La
Chute has not garnered much of a reaction in Taiwan, despite the fact
that it figures as one of the most fascinating works of fiction that
Camus has written.

B. The Algerian Issue
Camus was born in Algiers in 1913, when Algeria was still part of
France. He settled down in France later in his life, but he always
considered himself a French-Algerian child. He always saw France as
his land of exile—although it is his “fatherland”—and Algeria as his land
of belonging, or his “motherland”. It is also due to this ambiguity and his
refusal to choose one exclusive position that he would later suffer deeply
from feelings of exile in both countries. The notion of being “Algerian”
was changed along with the local awareness of the “indigenous” Algerians
and with the shifting political environment. With the outburst of the
Algerian War (1954-1962), which led to the independence of Algeria
from France, Camus suffered from the inner conflict of not being
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recognized by both the Algerian and French sides because of his support
for the reconciliation of the two sides. He did not argue for the separation
of Algeria from France, and his proposition of a ceasefire and
establishment of a postcolonial and multi-cultural Algeria was rejected
by both camps. This position also brought him severe criticism from
the two parties, and this contributed to his feeling of exile and led him
to reflect on the ambiguous nature of exile and the fatherland. These
ideas he elaborated in his collection of short stories and in his unfinished
novel Le Premier homme.
The postcolonial situation in Algeria didn’t much attract the
attention of the Taiwan critics of Camus. There were not many
responses in the 1960s and 1970s during which Camus’s texts were
translated, printed and commented upon, nor was there much reaction
from the early 2000s up to the present, when interest in Camus resurfaced
and academic studies of Camus increased. Probable reasons are again
to be found in the cultural gap and in the lack of understanding of
historical contexts. Nevertheless, it is worth noting that Camus’s “Trêve
,
pour les civils” was translated into Chinese in 1971 by Chao Shi (
1971). According to the translator, the publication of this particular
text is meant to advocate the value of peace by showing Camus’s efforts
to diminish confrontation and violence and bring people together.
Moreover, such an aim “is especially worth remembering at the present
time and under present circumstances”
(ibid.: 6). Although the translator does not speak openly
of his position “at the present time”, nor of his expectation regarding
what this text would bring about, the allusion that he makes to the
international political situation of that time, and notably to the situation
between Mainland China and Taiwan, is obvious. But he limits himself
to this observation without venturing further into the heart of the matter.
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C. Silence of a Postcolonial Camus
During the third stage of Camus’s literary career, the most
important issue that preoccupied him was the inevitable war between
his “homeland” Algeria and his “fatherland” France. Born French in
Algeria, he saw himself as rejected, on the one hand, by those who
supported the French government’s colonial position, and on the other
hand, by those who argued for an independent Algeria. When he stayed
in France, he identified himself as an Algerian and was considered by
his intellectual peers as such, while back in Algeria, he was wrongly
considered as a French colonialist simply because of his father’s French
origin (the maternal branch of his family was Spanish). He was torn
between his two identities, one showing his cultural/paternal origin and
the other his physical/“native” origin, and the texts of this period show
Camus’s deep concern about a solidarity viewed at a higher level—a
human rather than a racial or political position. The questioning of exile
and fatherland/motherland was a source of suffering and inspiration
for Camus when he wrote L’Exil et le royaume and Le Premier homme.
Le Premier homme was first published in France in 1994 and its
Chinese translation appeared in Taiwan three years later, in 1997. This
unfinished novel reveals Camus’s childhood and adolescence in Algiers.
The narrative style is particularly sincere, as if the work were an
autobiography. Indeed, in the manuscript, Camus often lets his emotions
flow without trying to conceal either his love or his fear; he would
probably have retouched the text had he not been killed in a car crash.
In the unfinished and posthumous text, we see a fragile and sensitive
child who, having grown up, goes on a quest of his late father who
came to France to fight for this “fatherland” and never returned to
Algeria, having lost his life at the age of twenty-nine on the battlefield.
The protagonist, the son, discovers the tomb of his father and notices
that the latter, at the time of his death, was even younger than himself.
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This chef-d’œuvre comes from Camus’s intention to let “outsiders”
understand how things are for a person from a French-Algerian family
and how reality differs from a stereotype. His aim was to diminish
misunderstanding by letting people see for themselves reality as it is,
hoping to overcome prejudices by way of literature. The importance
of Le Premier homme lies not only in the anecdotal side it gives of Camus’s
life, but also—and most of all—in its representation of a postcolonial
perspective from an author born in a family of emigrants.
Le Premier homme drew, and is still drawing, lots of attention from
western postcolonial critics. One can expect Camusian critics in Taiwan
to put more emphasis on the postcolonial interpretation of this work,
Taiwanese society being mainly composed of emigrants or descendants
of emigrants. Experiences like Camus’s and the identity conflicts he
faced seem to reflect situations encountered by families of Chinese
emigrants in Taiwan (although the historical, political and geographical
contexts differ a great deal); this is especially so with identity conflicts
that have created important political issues. For example, for Camus, it
has been asked what it means to be “Algerian” and “French of Algeria”.
In Taiwan, although the context is very different and the relation between
the People’s Republic of China and Taiwan is not identical with that
between France and Algeria, a similar question—what it means to be
“Taiwanese” and “Chinese from Taiwan”—remains a major subject of
political debate (or an object of political manipulation). However,
responses related to this issue do not seem to have flourished, and this
text arouses attention mostly with regard to its autobiographical aspect.
Comparative criticism of the situations in Algeria and Taiwan should
prove interesting in this regard.
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IV. Camus’s Drama, or the
Absence Thereof
Camus is best known for his novels and essays, but he is also a
playwright. He not only writes plays, but also directs them himself, besides
performing on stage. He claims, in fact, that theater is his greatest passion.
Adaptations apart, his plays include Caligula, Le Malentendu, L’Etat de
siège (1948, translated in English as The State of Siege) and Les Justes.
Generally speaking, Camus’s plays were not considered to be as
good as his novels or as influential as his essays, and they attracted
limited attention from theater directors throughout the years. However,
recent years have seen increased attention shown to his plays in France:
plays such as Caligula, and most recently Les Justes (with at least two
productions in 2007 and 2008), have been produced in major theaters.
Adaptations of novels into plays, such as L’Etranger and La Chute, are
still performed today. Attention given to Les Justes and Caligula can be
interpreted as a consequence of recent interest in the rise of terrorism
and absolutism.
In Taiwan, however, even though several of Camus’s novels and
essays (especially Le Mythe de Sisyphe) never cease to be read and published,
and although translations of several of his plays exist and have been
reprinted (for example, Caligula), very limited information shows they
have been performed in Taiwan. Two sources are reliable, though. The
first of these concerns an adaptation of the novel L’Etranger, performed
, 1988:
).
by a visiting French theater company in 1988 (
The second concerns a Taiwanese production by the theater company
, which staged Le Malentendu
Pai You Theater Group
) in 1996 (see
, 1996;
, 1996;
,
(entitled
,
1996). This play was adapted by the director Hua Xiang-Ru
who has studied theater in France. One possible cause of this
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phenomenon is Taiwanese readers’ lack of interest in Camus’s plays;
also Camus’s plays have never been included in the classical repertoire,
not even in France. It is possible, however, that some plays have been
performed under other circumstances than those mentioned above
although these have not been documented, as is often the case in the
earlier theatrical scene in Taiwan.
A historical survey shows that interest in Camus’s work in Taiwan
was at its height during the 1960s and 1970s, especially at the beginning
of the 1970s, and readers read from political and philosophical
perspectives. Several of the critics of this period showed a deep concern
about the values of humanity and solidarity that Camus professes, and
were aware of elements indispensable to understanding Camus’s thought
and its evolution (such as the debate between Sartre and Camus).
However, these issues seem to have drawn less and less attention as the
historical and political situation changes in time. There has been increased
attention paid to Camus’s work since the 2000s, when we see more
than one master’s thesis a year written on various themes in Camus’s
works. Nevertheless, these studies do not always deal exclusively with
Camus’s works; they borrow some of Camus’s theories in order to
examine other subjects. The most popular theories of Camus revolve
around the notion of the Absurd, which has long become the Camusian
hallmark. The number of retranslations of Camus’s major works has
increased as well and translators have provided more appropriate and
accurate translations of these works. Examples of the appropriation of
Camus’s works to understand everyday life in Taiwan can be seen during
the SARS outbreak in 2003, when La Peste was mentioned, quoted and
re-read by those who saw in this novel an equivalent for their own
situation. The plague connects two completely different cultures and
historical backgrounds, and the multiple readings of this text show how
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the texts of Camus can continue to be appreciated in the context of
plural cultural identities as well as of a globalized world. From this
perspective, Camus’s notions of Revolt and his questioning of double
identity in a postcolonial world deserve more attention than it has received
until now and should be inspiring for informed readers in Taiwan.
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Chinese Globalization:
Eileen Chang’s Yuan nü and
The Rouge of the North
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and Jing Wang

Abstract
Focusing on Eileen Chang’s Chinese self-translation of The
Rouge of the North, an English language rewriting of her earlier
Chinese-language work, Jinsuo ji (The Golden Cangue), this essay
examines some of Chang’s working practices as a translingual
writer as well as her position among international multilingual
writers and her effect on the growing globalization of Chinese
literature. Having rewritten her famous Chinese masterpiece in
the hope of establishing herself in the United States as an English
language fiction writer, Chang laboured to render her story of
family intrigue in a period of vast cultural upheaval in China
compelling enough to non-Chinese readers to compete successfully
in the North American literary marketplace of the late 1960s.
Unfortunately, The Rouge of the North fell short, leaving
Chang in great disappointment. On the other hand, a translation
into Chinese could allow her the possibility of recapturing some
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of her former glory as a leading modern Chinese writer,
particularly in the worldwide Chinese diaspora. Thus she
undertook, like Samuel Beckett and Vladimir Nabokov, the
unusual task of translating a literary piece written in her second
language into her first. Close inspection of the result helps us
understand Chang’s attitude towards her Chinese and Western
readers, particularly in terms of what she felt they needed or
desired to be told concerning the culture underlying the story. In
general, the Chinese version includes more intricate descriptive
imagery both of exterior appearances and characters’ expressions
and feelings than the English original. The English version, on
the other hand, overtly appeals to Western curiosity about oriental
exoticism.

Writing in the early 1960s in his chapter on Eileen Chang in A
History of Modern Chinese Fiction, C. T. Hsia distinguishes Chang as “the
best and most important writer in Chinese today” (Hsia 1999: 389), an
assessment later echoed in her New York Times obituary in which she was
termed “a giant of modern Chinese literature” (Thomas 1995). Later
in the same chapter, Hsia declares Chang’s The Golden Cangue to be “the
greatest novelette in the history of Chinese literature” (Hsia 1999: 398).
Such statements constitute high praise indeed from such a distinguished
“newspaper of record” and scholar-critic, and yet, observed from outside
the province of Chinese literature, Chang received relatively little global
attention during her lifetime, especially in comparison to acknowledged
contemporary masters of world literature such as Samuel Beckett,
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Vladimir Nabokov, Doris Lessing, or Toni Morrison. One may object
that such a comparison is unfair since Chang wrote in Chinese and
therefore could not have been known to Western audiences as easily as
writers whose first literary language was English. Although there may be
some truth to this charge, there is also much fault in it since Nabokov’s
first literary language was Russian and Beckett wrote primarily in French.
In addition, Chang is known to have written three of her major works
originally in English, rather than Chinese, and these works were published
and marketed by well-known Western publishers, the first two by the
same Charles Scribner’s Sons of New York who had produced major
works by Ernest Hemingway and F. Scott Fitzgerald, and the third by
Cassell of London.
Hsia indirectly acknowledges Chang’s facility with English on several
occasions but says little about her activities as a translator and even less
about her as a dual-language writer. This is surely because, at least in
part, she had not yet written and published her English masterpiece, The
Rouge of the North (1967), when he wrote his seminal chapter about her.
David Der-wei Wang, on the other hand, has addressed this aspect of
Chang’s literary career, pointing out that she was not merely a bilingual
writer but a “translingual” writer as well, who “enjoyed a reputation of
being able to rewrite or translate her Chinese works into English or vice
versa” (Wang 1998b: viii), a reputation that situates her among some
very distinguished company, including Beckett and Nabokov, but again
does not seem to have elevated her to their heady status as major world
authors. Although Nabokov, unlike Beckett, never won the Nobel Prize
in Literature, he has for decades been considered, like Beckett, among
the first rank of international writers. The question of whether or not
Chang might have merited the prize, thus becoming the first Chinese
writer to be so honoured rather than Gao Xingjian, has been debated,
with Dominic Cheung suggesting, according to Robert McG. Thomas,
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that lack of political unity between the Nationalist and Communist
Chinese had likely denied her the prize (Thomas 1995). On the other
hand, we may ask if she was ever sufficiently known outside the Chinese
diaspora before her death in 1995 to be seriously considered by the
Swedish Academy. Be this as it may, she never achieved wide recognition
as a major world writer among Western readers despite her attempts to
do so during her forty years of residence in the United States. Even
today, after the relative international success of Ang Li’s film adaptation
of Lust, Caution, she is not as well-known in the West as Pearl Buck, the
first American woman to win the Nobel Prize in Literature, primarily
for her novel about China, The Good Earth, published in 1931 and
successfully adapted into film in 1937.
Hsia also points out that the first of Chang’s novels originally
written in English, The Rice-Sprout Song, “was greeted with favorable to
excellent reviews in [the United States] upon its publication in spring
1955” (Hsia 1999). On the other hand, it did not sell well in comparison
to other English-language fiction set in China because, in Hsia’s words,
it was too “severe” and insufficiently “sentimental” compared to novels
such as Buck’s Imperial Woman (ibid.: 389). Thus it has attracted little
critical attention and Chang remains relatively unknown among nonChinese Western readers, compared to Buck, Beckett, and Nabokov.
Her other two novels written originally in English and later self-translated,
or perhaps written alongside the Chinese versions—Naked Earth (1957)
and The Rouge of the North (1967)—have suffered even worse fates.
Naked Earth has been almost entirely discounted as anti-Communist
propaganda written under contract with the United States Information
Service not long after Chang’s move to the United States in 1955. The
Rouge of the North, written a decade later, “was received coldly by both
reviewers and general readers” (Wang 1998b: ix).
The Rouge of the North was undertaken by Chang in a last, almost
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desperate attempt to achieve literary success in English in the West. In
order to give herself the best possible chance, she decided to return to
The Golden Cangue)—first
her Chinese masterpiece, Jinsuo ji (
published in 1943 to great acclaim in Hong Kong and later translated
into English under the title The Golden Cangue—and to recast it in English
with relatively minor changes in characters and events but with more
description and explanation of Chinese places and customs. Although
we have no proof that Chang wrote the English and Chinese versions
simultaneously, it is certainly possible that she did, since we do know
that she conceived the project as one to be realized primarily in English,
and the Chinese version had been appearing in Hong Kong and Taiwan
as a serial for a year before the 1967 publication of the English version
in London (Wang 1998b: viii). Apparently, then, Chang did not necessarily
translate The Rouge of the North from English into Chinese in the ordinary
manner of rendering a work into another language after the original
composition had been completed. She probably wrote the two versions,
or at least parts of them, simultaneously, taking special pains to fulfill
the respective linguistic and cultural needs of her English and Chinese
readers, in the process demonstrating her keen awareness of the varied
cultural/linguistic backgrounds each would bring to their reading of
her work. If this assumption is true, then Paul St-Pierre’s comments on
Beckett’s practices as a bilingual writer may be applied to Chang’s as
well: “translation is a part of the creative process … a way both to
begin and to continue the writing process, a way … to explore the
relation of writing to language [and] the possibility of writing across
languages” (St-Pierre 1996: 233). In such a case, the term “translation”
would be inappropriate for Chang’s production of The Rouge of the North
in both English and Chinese because it suggests a later rendition of an
original composition in another language. As David Der-wei Wang points
out, Chang had in fact been writing and re-writing this story “over a
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span of twenty-four years, in two languages” (Wang 1998b: viii). Clearly,
she had thought it out in both English and Chinese before producing
the 1967 English version.
A careful perusal of both versions of the text reveals many
differences ranging from significant additions or deletions of descriptions,
character interactions, or cultural commentary, to relatively minor
emendations or perhaps simple afterthoughts. Slogging through them
all might constitute an interesting, if technical, tour-de-force of textual
scholarship but would also obscure the most important points we wish
to make here concerning Chang’s translingual writing practice as evinced
in The Rouge of the North. We will therefore confine ourselves to only a
few particularly apt examples of her apparent attempts to tailor each
version of the work to the cultural and linguistic desires of her intended
audiences.
As already suggested, the English version of The Rouge of the North
was conceived as an attempt to establish Chang as a major writer of
English-language fiction. As Hsia points out in his History, she had studied
Western literature since her youth, reading the major English-language
authors of her day. Clearly, she knew what Westerners expected and
liked in their fiction. She also knew that one of the most obvious paths
to literary success was the use of romantic exoticism, especially in works
on the still “mysterious East”. She could not have been unaware of
Pearl Buck’s great success with The Good Earth and the subsequent
Hollywood movie and many of the reasons for it: seemingly authoritative
descriptions of people and customs not only thousands of miles away
from America and Europe but almost incomprehensibly distant culturally.
Seen from the general reader’s point of view, The Good Earth, both
novel and movie, may be thought of as simultaneously titillating and
sobering gossip about the “other”. In her introduction to Andrew F.
Jones’s translation of Written on Water, Nicole Huang reveals that Chang
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expressed, in Honglou mengyan (
Nightmare in the Red Chamber)
, 2001d; Chang 1997), a particular awareness of and liking for
(
such a literary mode, hoping “that her writing [would] be endowed with
the spirit of ‘rumors’ or ‘gossip’ … flowing freely and swiftly in order to
reach the widest possible audience” (Huang 2005: xi). The English version
of The Rouge of the North often includes gossipy, orientalist passages
similar to those in Buck’s work.
One of the most notorious characteristics of Chinese culture
known throughout the West has been that of opium addiction. Although
this scourge of Chinese culture, a source of suffering for the young
Chang herself during her life with her father and step-mother, often
appears in Chang’s Chinese-language stories and novels, it usually appears
mostly as a matter of fact, if an inconvenient one, of daily life, a fact
well-understood by the Chinese themselves much like alcohol abuse
among Westerners. In the English version of The Rouge of the North,
however, Chang often elevates opium to an important culturally exotic
device by elaborating on its role as a drain on family finances more so
than in the Chinese version of the work. Her Chinese reader, after all,
would know all about the influence of opium in the historical period
the novel covers. A good case in point comes in Chapter 14 when the
narrator launches into a discussion of the soaring price of opium, a
discussion missing entirely in the Chinese text: “Prohibition by taxation
was the slogan. Then came downright prohibition and opium went still
higher. Smuggling was a government monopoly” (Chang 1998: 170).
Chang courts her Western readers’ fascination not merely with the opium
phenomenon but also with their prejudices concerning endemic
government corruption in the imploding China.
Other references to Chinese practices considered notorious in
the West include foot-binding, as in the scene in which Big Mistress is
discussing her shoes:
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Big Mistress crossed her legs and looked rather doubtfully at her new
shoes of black gauze open-work over pink satin with a foreign word
cut out. “I wonder what it means,” she said to Third Mistress. “I
asked your Third Master to write me a foreign word when I was
making these shoes. When Big Master saw them he said it says ‘horse
hoof. And that’s the fitting word for you.’”
Everybody laughed. (Chang 1998: 37)

At this point the Chinese version goes on to Third Mistress’s response
while the English inserts an explanation: “The stunted bound feet could
be hoof-like” (ibid.: 37). Later, when describing Aunt Wu bending down
to lift Yindi’s trouser legs, the Chinese text adds “showing the stunted
bound feet”:
(
, 2001a: 8). It seems odd that Chang did not include this
reference to foot-binding in the English version for its exotic appeal,
but perhaps she was afraid of Western readers losing patience with too
many references to stereotypical cultural oddities since foot-binding
already appears at the beginning of the novel. She wouldn’t have wanted
to be accused of exoticist “special pleading”.
Another appeal to orientalist exoticism comes in Chang’s
descriptions of Chinese practices certain to be considered odd and quaint
by Western readers. In Chapter 14, she adds a two-page description of
a traditional Chinese wedding, most of which is deleted from the Chinese
version. In this passage we find specific cultural detail akin to that which
Buck gave her readers about Chinese village life in The Good Earth,
focusing particularly on such oddities, in the Western view, of the groom
and his family not being able to actually see the soon-to-be bride until
he was actually sitting with her on their bridal bed after the marriage
ceremony. Much of Chang’s emphasis here is also placed on the
humiliating position of the bride herself, another element of traditional
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Chinese culture to be derided by the enlightened Western reader:
At the feast she was placed at the head of the table with him [the
groom], still immobile. Afterwards she was moved back again to the
bed. The two [hired] matrons of joy kept things going. Despite their
neat servant-like appearance they had to be good-looking as well as
quick-tongued in their profession to draw fire away from a pretty
bride and when the bride was unattractive the men could tease them
instead. (Chang 1998: 163)

One of the most exotic, “Chinese”, elements of the entire novel, in
truth, is the fact that Yindi had not known that she was marrying a
cripple who could not possibly satisfy her yearning for romantic love.
The emphasis in Chapter 14 on the secrecy surrounding the bride’s
physical attributes effectively re-emphasizes the exoticism of what many
Western readers would likely see as a cultural perversion as well as an
ironic reminder of Yindi’s personal tragedy. This irony is emphasized
by the fact that it is Yindi herself who insists on a “traditional wedding”
for her daughter rather than a more open “modern ‘civilized wedding’”
like those increasingly practiced in the China of the day.
Chang also includes fascinatingly exotic, if less shocking, minutiae
of Chinese cultural oddities apparently chosen specifically for her Western
readers, since they are not included in the Chinese version. In Chapter
2, for example, Chang includes a more detailed description of Aunt
Wu:
When she came into the room where the light was brighter, Bingfa’s
wife saw she was wearing all her gold rings and earrings and at the back
of her head a gold ear-spoon tucked into the little bun and a small red
plush bat with a gold paper cutout of the character fu stuck between
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its wings. Bien-fu, bat which puns with fu, blessings. (Chang 1998: 18)

The Chinese passage reads simply:

2001a: 20
When she came into the room where the light was brighter, Bingfa’s
wife saw she was wearing all her gold rings and earrings and at the back
of her head a gold ear-spoon tucked into the little bun and a small red
plush bat.

Other cultural exoticisms deleted in the Chinese version include specific
elements of body language such as gestures signaling a desire for
attention: “Aunt Wu demanded attention with a downward movement
of her palm-leaf fan and raised her voice so that it could be heard in
the next room; she did not trust them to repeat it correctly” (Chang
1998: 18) is not included in the Chinese text. More rarely, Chang includes
historical or political background not necessary in the Chinese version,
such as her explanation in Chapter 12 that Yindi’s son’s dislike for his
mother was “like the Emperor Kwang Hsu turning against the Dowager
Empress, all the more hateful for being a puppet” (ibid.: 144). In Chapter
15 English readers are told that “The political climate was also more
sympathetic, the north had never quite belonged to the Nationalists”
(ibid.: 174). Clearly, Chang was quite aware of specific cultural differences
between the East and West. Her essays “Peking Opera Through Foreign
Eyes” and “A Chronicle of Changing Clothes” present keen observations
on foreigners’ interests giving us insight into her thinking about what
should be included in her novel specifically for Westerners. She also
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makes it clear in Written on Water (Liu yan
;
, 1991; Chang
2005) that she is intensely occupied by observations of cultural minutiae
that may be considered by some to be too mundane for serious fiction.
For Chang, in fact, these minutiae are the bedrock of her art.
The Chinese version of the novel includes more sophisticated
imagery, descriptions of character interactions, subtleties of body
language, and physical objects than the English version. Some of these
differences can be attributed to Chang’s greater linguistic facility in
Chinese since, despite her extraordinary fluency, English remained her
second language. Like Beckett and Nabokov, she was not fully bilingual
in comparison to someone who has lived with two languages at home as
well as in school from birth as in the case of a child with an English
father and a Chinese mother. She did not accompany her mother to
England when the latter left Chang’s father to study there. Instead, she
remained in Tientsin and later Shanghai where she would have heard
and spoken much more Chinese than English until her mother’s return
when she was eight years old (Hsia 1999: 390). In fact, it is to this
period of her life that she refers when she first mentions learning English
in the autobiographical materials included in Written on Water (Chang
2005: 154). Her bilingualism was what Galina Denisova terms
“subordinate bilingualism” in her comments on Nabokov, whom she
apparently considers to have acquired “coordinate bilingualism”
(Denisova 2005). As far as we know, Chang began learning English
“before puberty”, but did not speak it “within the family” during her
mother’s absence. While Chinese was indisputably her first language,
English was a second tongue that she assimilated for the most part
“indirectly, through deliberate learning”.
Although, as she relates in her essay “Unpublished Manuscripts”,
she “didn’t write anything in Chinese for three whole years” after
beginning her college education in Hong Kong (Chang 2005: 127), her
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English must have remained subordinate to her Chinese, even after
more than ten years in America when she began writing The Rouge of the
North. Her relationship with the two languages seems, in fact, to have
taken an interestingly literary turn during those years in Hong Kong.
Again in “Unpublished Manuscripts”, she explains, “Now I am writing
in Chinese again, without any restraint or limitation whatsoever. It’s
certainly a good thing to stop writing Chinese for a while. Picking up a
pen to write after three or five years, I may feel as though I’ve made
some little progress—one never knows” (ibid.: 128). It would be
interesting to know whether Chang believed writing in Chinese helped
improve her English as she apparently felt writing English helped improve
her Chinese. However, we are especially interested in Chang’s use of a
second language to invigorate her first one. Assuming that Chinese did
remain her dominant language, we cannot be surprised that the Chinese
version of this dual-language novel is linguistically richer than the English
version, no matter when she actually wrote it.
Still, the question of whether or not Chang wrote the Chinese
“translation” concurrently with the English original, or whether both
versions were actually “originals” written together is pertinent because,
if Chang did write the Chinese version as a translation after the English
original was completed, and especially if that translation was done less
than immediately after the completion of the English version, the
numerous differences between the two would have to be contemplated
as more revisions of the original in another language than a mere
translation. In other words, as St-Pierre (1996: 235) argues in his
comments on Beckett’s Malone meurt and Malone Dies, the first version
might more exactly be considered “a draft” of the second, or the second
might be thought of as what Julia Kristeva terms a “transposition”
from one system of signs to another (Kristeva 1974: 59). In any case,
rather than the Chinese version being generally better than the English
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one, it is specifically better for Chinese readers in more ways than simply
the fact that it is written in Chinese, just as the English version is
specifically better for English readers. Each version was consciously
tailored by Chang to the specific linguistic and cultural needs and interests
of its target audience.
Sometimes differences between the two versions suggest
differences in Chang’s cultural self-confidence. The Chinese text often
includes details about physical objects missing from the English version,
as in the case of “A hawker [who] came with a flat pole on his shoulder
loaded with bamboo chairs stacked mountain-high” (Chang 1998: 11).
For her Chinese readers she added a description of the chairs, comparing
their legs to those of children:

2001a: 13
A hawker [who] came with a flat pole on his shoulder loaded with
bamboo chairs stacked more than ten feet high like a small mountain.
They all had short, fat, light-green arms and legs like children’s legs.

Such a description renders the passage more vivid for Chinese readers
while adding an element of humour and emotional appeal to their love
for children. It could also indicate that Chang lacked confidence in her
understanding of American attitudes towards such a comparison between
furniture and children since she had so little contact with young American
families. In a scene in which she seems to be making an overt appeal to
her Chinese readers’ sense of nostalgia in a mode that would not be
shared by her Western readers, her description of a particular house
receives much more detail in Chinese than in English. The English simply
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states, “The red brick house opposite was still older than this one and
just as hemmed in by the new little slum alley” (Chang 1998: 111) while
the Chinese waxes much more eloquent: “
” (The
red brick house opposite half in western style, half in Chinese style, was still
older than this one and just as hemmed in by the new little slum alley).
Such descriptions may fit more closely Chang’s love for wordplay
and “purple passages” in her native Chinese than any conscious
deliberations about what and what not to write in each version of the
work. In Chapter 1 of the English version, as Bingfa and his wife argue
over Yindi, the narrator explains:
He stepped into his cloth shoes, heels trodden down to make do as
slippers. Feet planted far apart he turned away and spat. As if she [his
wife] had got her answer she picked up the basin by its neck and
clumped downstairs on her bound feet to empty the water on the
street outside. She met Yindi coming up. Without a word Yindi
backed down to let her pass on the narrow stairs. (Chang 1998: 5)

The Chinese version leaves out the sentence about the cloth shoes,
likely included in the English for the curiosity value of “cloth” shoes,
but then describes the meeting between sister-in-law and Yindi in much
greater detail:

2001a: 8
She picked up the basin by its neck and went downstairs to empty the
water, meeting Yindi on the narrow stairs where they could not avoid
meeting, yet each pretended not to see the other.
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Obviously, Chang felt the need to focus more closely on the
relationship between Yindi and her sister in law for her Chinese readers
than for her English audience. The struggle for the mother’s favour
would be far more significant and familiar to Chinese readers than
Westerners, especially twentieth-century Americans, who knew little of
the complex relationships among Chinese women living together within
a large extended family such as Yindi’s. We might ask, however, why
Chang did not include at least some of this detail in the English version
as part of her apparent attempt to appeal to Westerners’ interest in the
exotic. Our answer is that Chang understood how difficult, and perhaps
boring, such subtleties and difficulties subsisting between Yindi and her
sister-in-law could be to Western readers. Including too many details
about the relationship between Yindi and her sister-in-law could interrupt
the narrative flow and thereby stifle interest. The exotic elements she
did emphasize for these readers suggest that she realized the extent to
which most general English-language readers would not be attracted to
such mundane elements of Chinese family relations while they would
be far more drawn to references to and descriptions of the more
notorious elements of Chinese culture such as foot-binding, arcane
marriage customs, and curious habits of dress. In a similar example,
when Aunt Wu arrives to arrange a marriage for Yindi, Yindi’s efforts
to resist the match are described in much greater detail in the Chinese
text.
When Yindi suddenly discovers something about her daughter-inlaw that she can consider fortunate, the Chinese text adds a careful
explanation that could be lost on Westerners: “
” (184) (She is stupid. But being stupid is good because a stupid
person will be lucky). In the same vein, Yindi’s positive comments on
Third Master on page 175 in the English version are much more
extensive in the Chinese text:
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2001a: 191
People said he [Third Master] was not at all lonely with company on
both sides—one on the left, the other on the right—both women of
his own choice. At least he was tough enough not to rely on his
relatives. He had abandoned the woman he married by his family’s
arrangement, and he lived as he wanted, but even after so many years
of not seeing her he still thought he could borrow money from her.

The Chinese version carefully delineates Yindi’s respect for what she
considers Third Master’s willingness to incur social censure for the sake
of being true to himself. Rather than bowing to social pressure as any
more ordinary man surely would, he instead refuses to accept the
limitations imposed by his parents’ choice of wife for him. Yindi clearly
understands how different she had been in accepting her own parents’
choice of husband for her, which had turned out to be such a disaster.
At the same time, this passage introduces her intention to enter into an
affair with Third Master despite the fact that such a relationship would
be considered ethically if not sexually incestuous. It also helps the Chinese
reader understand that Yindi is willing to do whatever it takes to protect
herself financially. When the subject of incest is raised, the English
version is general and brief: “Of course incest is something else again
but it seemed to her that dallying with a servant was not much better”
(Chang 1998: 115). The Chinese, however, is more specific, using the
):
phrase shu sao zhijian (
(
, 2001a:
124) (Of course things between brother-in-law and the wife of the
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brother [like Yindi and Third Master] are something else).
Unfortunately for Chang’s aspirations of becoming a successful
world writer of English-language fiction, The Rouge of the North did not
succeed on anywhere near the level of Buck’s Chinese works. No
Hollywood producer came calling with an offer to adapt her work to
film, and today the novel is available only from a university press
(Columbia) able to publish works considered significant by scholars but
often at a financial loss. Thus we return to the question of why Chang,
despite her considerable talents and achievements as a writer in both
English and Chinese, has not enjoyed an international reputation on a
par with Beckett’s or Nabokov’s. Why was she able to advance the
cause of Chinese literary globalization so little before her death? Other
than the fact that her English, though excellent at times, may be considered
less sophisticated than theirs, her fiction never materially departs from
its intense focus on Chinese society and culture whereas both Beckett
and Nabokov wrote many works in which their native lands and cultures
are not specifically central. As Nabokov himself once declared, “I am
an American writer who was born in Russia and educated in England,
where I studied French literature before spending 15 years in Germany”
(Denisova 2005). In other words, Nabokov did not see himself as
Russian to the exclusion of other nationalities he had experienced. Eileen
Chang, on the other hand, despite having lived in the West more than in
China by the time she died, never seems to have thought of herself as
anything other than Chinese. Her works clearly fortify this conception
of her, as nearly all embody the “obsession with China” attributed by
Hsia to the “‘modern’ phase of Chinese literature”, a “burden of moral
contemplation” of China’s “spiritual disease” (1999: 533). For good or
ill or both, Eileen Chang’s international reputation seems destined to
remain inextricably intertwined with specifically Chinese subject matter
as opposed to the more universal characters and situations we find in
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works by Beckett and Nabokov. We do not forget that these writers are
originally Irish or Russian until we read their works in which those
nationalities are essentially irrelevant: Waiting for Godot, translated, or
perhaps rewritten, by Beckett himself into English from the original
French, or Lolita, originally written in English and then translated, or
rewritten, by Nabokov himself, into Russian. When we read Eileen
Chang’s works originally written in English, however, it is impossible to
forget her overwhelming Chineseness. Thus her acceptance as a world
author comparable to Beckett and Nabokov is highly unlikely. She very
likely will, however, retain her position among readers of the Chinese
diaspora as one of the foremost Chinese writers of the twentieth century
and even more likely occupy that of the pre-eminent bilingual Chinese
author up to the present time.
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Metonymies in Chinese
Translations of the Bible:
The Schereschewsky
and Union Versions
Lihi Yariv-Laor

Abstract
Chinese, argues Huang Shuanfan, is a “metonymic language”,
as compared with English, which is more of a “metaphoric
language” in terms of the way lexical meanings are structured.
Whether or not the dichotomy between metonymy and metaphor
suggested by this remark has an authentic cognitive basis, Chinese
definitely abounds in metonymies. For instance, many Chinese
expressions that involve external bodily parts and describe emotions
are metonymic in nature.
When the Protestant missionaries and the Chinese literati were
striving to jointly translate the Judeo-Christian scriptures into
modern Chinese at the end (last quarter) of the nineteenth century
and the beginning of the twentieth, they encountered a large variety
of metonymic expressions extant in the Bible. The present paper
examines the ways chosen by them to render these expressions. It
seeks to address a number of questions: Is the fact that Chinese
abounds in metonymic expressions significant in the translation of
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the original texts? To what extent were the translations literal? Were
all metonymic expressions treated in a similar way, or, can
differentiations be traced between the Chinese versions in the
rendering of metonymies? Using examples from the two earliest
translations of the Bible into modern Chinese, Schereschewsky’s
version of 1875 and the Union version of 1919, the author tries to
outline an approach to the rendering of biblical metonymies into
Chinese, thus illuminating some characteristics of the language.

“… the entire city cried out” (1 Sam 4: 13)
“… and my hand will be with you” (2 Sam 3: 12)
There are hundreds of metonymic expressions like these in the
biblical text. How were such metonymies treated in the two earliest
Mandarin versions of the Bible? This question calls for attention, since
the biblical languages (Hebrew in the Old Testament and Greek in the
New Testament)—as well as Chinese texts of all sorts—abound in
metonymic expressions. As the versions examined for this study broke
new ground in that they used modern Chinese, [1] how they transmitted
the biblical message is of special interest.
The first version to be examined, published in 1875, was translated
directly from the Hebrew by S. I. J. Schereschewsky. [2] A member of
the Peking Translation Committee, Schereschewsky was the first to
translate the scriptures directly from the source languages into modern
Chinese, baihua, which was based on the northern vernacular. The second
translation to be studied is the Union Version. [3] Published in 1919, thus
coinciding with the May Fourth Cultural Movement, the Union Version
was most widely circulated and is still the translation most commonly
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used by Chinese Protestant Bible readers throughout the world.
Observing the solutions offered by the translators of these two
versions in rendering biblical metonymies into Chinese, I hope to arrive
at some insights into a major feature of Chinese Bible translation, as
well as certain characteristics of the modern Chinese language.

On Metonymy
The term “metonymy”, traditionally linked with metaphor, [4] enjoys
a lengthy history. As the understanding of both metaphor and metonymy
involves a “turn” from the “face value” of the text, metonymy and
metaphor alike are considered tropes (trope meaning “a turn”, “a change”
in Greek) (Gibbs 1993: 252-253). While a metaphor is marked by the
existence of an analogy (“He is a rabbit”), in metonymy it is association,
not comparison, that is the issue. As Enfield (2002: 92) puts it:
“metonymy involves reference to something not by explicit mention of
it, but by explicit mention of something associated with it”.
Although the terms “metaphor” and “metonymy” have long been
used, the concepts of metonymy and (to a greater extent) metaphor
have emerged in the last two decades of the twentieth century as entirely
new entities: the fresh perceptions of metaphor and metonymy, led
chiefly by Lakoff and Johnson (1980), have given these terms a new
status, a whole new energy in cognitive and linguistic studies. Motivating
this fresh approach is the recognition that since what are manifested as
metaphoric and metonymic expressions seem to be products of human
imagination, they are therefore related to cognitive processes. Such
imaginative devices as metaphor and metonymy actually challenge the
addressee to make a deliberate conceptual connection, thus reflecting
the human ability to project concepts. [5] “The essence of metonymy”,
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says Taylor (1989: 123) “resides in the possibility of establishing
connections between entities which co-occur within a given conceptual
structure”.
Two essential metonymic operations are manifested in expressions
of pars pro toto, a part representing the whole—as in 2 Sam 17: 11: (lit.)
“and your face will go into battle”, where one body part, the face, stands
for the whole individual—and those of toto pro pars, where the whole
represents a part—as in Esther 3: 15: “the city Shushan was perplexed”,
in which the city stands for its inhabitants. Traditionally, the pars pro toto
and toto pro pars expressions have been classified as a type of its own,
“synecdoche”. [6] However, since metonymy and synecdoche essentially
share common traits, in the present paper both will be referred to as
“metonymy”.
With regard to Chinese figurative language, a prevalent argument
goes so far as to suggest that the description of Chinese imagery should
stress metonymic rather than metaphoric processes, [7] even that one
should refrain from speaking of metaphors. Although these ideas (Liu
1962; Yip 1976; Owen 1985; Yu 1981 and 1987; Huang 1994) imply a
dichotomy between metonymy and metaphor, a recent tendency in
cognitive linguistics prefers to view metaphor and metonymy as operating
on one continuum (Goossens 1995: 159-161), and the term coined to
indicate their interaction is “metaphtonomy”. Indeed, some of the cases
to be studied here, when closely scrutinized, may at times seem to
gravitate more clearly towards either the metaphoric or metonymic pole,
failing to be neat and clear-cut.
Given the assumed prominence of metonymic expressions in
Chinese (whether they appear to gravitate more towards this or the
other pole of the continuum), I shall examine the methods used in the
earliest translations of the Bible into modern Chinese to render
metonymies present in the source language; in fact, together with other
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breast or fail to cherish the son of her womb?”; my translation] (Isaiah
49: 15). In this biblical verse, the “womb” metonymically refers to the
mother. The original collocation “the son of her womb” has an
intensifying effort, meaning “her very own son”. Not reproducing the
metonymy of “womb”, the Chinese texts give an interpretive gloss,
with a minor divergence between the two versions. Schereschewsky’s
version reads:
furen qi neng wangji ziji ruyang de yinghai, bu lianxu ziji suosheng de zi ma
(“Can a woman forget her own sucking baby and not have pity for the
son that she herself gave birth to?”) (Note that in Schereschewsky’s
ziji used
version, the intensification is created by the pronoun
twice). The Union version has:
furen qi neng wangji ta chinai de yinghai, bu lianxu ta suosheng
de erzi? (“Can a woman forget her sucking baby and not have pity for
the son that she gave birth to?”).
In many languages, one part of the body that often operates
metonymically to represent the whole person—or a certain human
capacity or state of mind—is “hand”. Chinese provides numerous
yingshou
illustrations of this (see Yu 2003). To cite a few examples:
zuoyou
(lit., hard hand), means “a skilled hand, an able person”;
[8]
shou (lit., left right hand) is “right-hand man, chief aide”;
duomian shou (lit., many side hand) is “a many-sided person, an allshou yang yang (“the
rounder”; there is also the colloquial phrase
hands are itching”), which could be seen as metonymic in the sense that
a physical condition represents a state of mind, indicating that someone
is eager to do something. Yet when we examine biblical expressions in
which a metonymic or metaphoric operation involving the “hand(s)”
are rendered into Chinese, in many cases we do not find a direct
transference but an interpretation instead.
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breast or fail to cherish the son of her womb?”; my translation] (Isaiah
49: 15). In this biblical verse, the “womb” metonymically refers to the
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metonymy of “womb”, the Chinese texts give an interpretive gloss,
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transference but an interpretation instead.
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hands are itching”), which could be seen as metonymic in the sense that
a physical condition represents a state of mind, indicating that someone
is eager to do something. Yet when we examine biblical expressions in
which a metonymic or metaphoric operation involving the “hand(s)”
are rendered into Chinese, in many cases we do not find a direct
transference but an interpretation instead.
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breast or fail to cherish the son of her womb?”; my translation] (Isaiah
49: 15). In this biblical verse, the “womb” metonymically refers to the
mother. The original collocation “the son of her womb” has an
intensifying effort, meaning “her very own son”. Not reproducing the
metonymy of “womb”, the Chinese texts give an interpretive gloss,
with a minor divergence between the two versions. Schereschewsky’s
version reads:
furen qi neng wangji ziji ruyang de yinghai, bu lianxu ziji suosheng de zi ma
(“Can a woman forget her own sucking baby and not have pity for the
son that she herself gave birth to?”) (Note that in Schereschewsky’s
ziji used
version, the intensification is created by the pronoun
twice). The Union version has:
furen qi neng wangji ta chinai de yinghai, bu lianxu ta suosheng
de erzi? (“Can a woman forget her sucking baby and not have pity for
the son that she gave birth to?”).
In many languages, one part of the body that often operates
metonymically to represent the whole person—or a certain human
capacity or state of mind—is “hand”. Chinese provides numerous
yingshou
illustrations of this (see Yu 2003). To cite a few examples:
zuoyou
(lit., hard hand), means “a skilled hand, an able person”;
[8]
shou (lit., left right hand) is “right-hand man, chief aide”;
duomian shou (lit., many side hand) is “a many-sided person, an allshou yang yang (“the
rounder”; there is also the colloquial phrase
hands are itching”), which could be seen as metonymic in the sense that
a physical condition represents a state of mind, indicating that someone
is eager to do something. Yet when we examine biblical expressions in
which a metonymic or metaphoric operation involving the “hand(s)”
are rendered into Chinese, in many cases we do not find a direct
transference but an interpretation instead.
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breast or fail to cherish the son of her womb?”; my translation] (Isaiah
49: 15). In this biblical verse, the “womb” metonymically refers to the
mother. The original collocation “the son of her womb” has an
intensifying effort, meaning “her very own son”. Not reproducing the
metonymy of “womb”, the Chinese texts give an interpretive gloss,
with a minor divergence between the two versions. Schereschewsky’s
version reads:
furen qi neng wangji ziji ruyang de yinghai, bu lianxu ziji suosheng de zi ma
(“Can a woman forget her own sucking baby and not have pity for the
son that she herself gave birth to?”) (Note that in Schereschewsky’s
ziji used
version, the intensification is created by the pronoun
twice). The Union version has:
furen qi neng wangji ta chinai de yinghai, bu lianxu ta suosheng
de erzi? (“Can a woman forget her sucking baby and not have pity for
the son that she gave birth to?”).
In many languages, one part of the body that often operates
metonymically to represent the whole person—or a certain human
capacity or state of mind—is “hand”. Chinese provides numerous
yingshou
illustrations of this (see Yu 2003). To cite a few examples:
zuoyou
(lit., hard hand), means “a skilled hand, an able person”;
[8]
shou (lit., left right hand) is “right-hand man, chief aide”;
duomian shou (lit., many side hand) is “a many-sided person, an allshou yang yang (“the
rounder”; there is also the colloquial phrase
hands are itching”), which could be seen as metonymic in the sense that
a physical condition represents a state of mind, indicating that someone
is eager to do something. Yet when we examine biblical expressions in
which a metonymic or metaphoric operation involving the “hand(s)”
are rendered into Chinese, in many cases we do not find a direct
transference but an interpretation instead.
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breast or fail to cherish the son of her womb?”; my translation] (Isaiah
49: 15). In this biblical verse, the “womb” metonymically refers to the
mother. The original collocation “the son of her womb” has an
intensifying effort, meaning “her very own son”. Not reproducing the
metonymy of “womb”, the Chinese texts give an interpretive gloss,
with a minor divergence between the two versions. Schereschewsky’s
version reads:
furen qi neng wangji ziji ruyang de yinghai, bu lianxu ziji suosheng de zi ma
(“Can a woman forget her own sucking baby and not have pity for the
son that she herself gave birth to?”) (Note that in Schereschewsky’s
ziji used
version, the intensification is created by the pronoun
twice). The Union version has:
furen qi neng wangji ta chinai de yinghai, bu lianxu ta suosheng
de erzi? (“Can a woman forget her sucking baby and not have pity for
the son that she gave birth to?”).
In many languages, one part of the body that often operates
metonymically to represent the whole person—or a certain human
capacity or state of mind—is “hand”. Chinese provides numerous
yingshou
illustrations of this (see Yu 2003). To cite a few examples:
zuoyou
(lit., hard hand), means “a skilled hand, an able person”;
[8]
shou (lit., left right hand) is “right-hand man, chief aide”;
duomian shou (lit., many side hand) is “a many-sided person, an allshou yang yang (“the
rounder”; there is also the colloquial phrase
hands are itching”), which could be seen as metonymic in the sense that
a physical condition represents a state of mind, indicating that someone
is eager to do something. Yet when we examine biblical expressions in
which a metonymic or metaphoric operation involving the “hand(s)”
are rendered into Chinese, in many cases we do not find a direct
transference but an interpretation instead.
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breast or fail to cherish the son of her womb?”; my translation] (Isaiah
49: 15). In this biblical verse, the “womb” metonymically refers to the
mother. The original collocation “the son of her womb” has an
intensifying effort, meaning “her very own son”. Not reproducing the
metonymy of “womb”, the Chinese texts give an interpretive gloss,
with a minor divergence between the two versions. Schereschewsky’s
version reads:
furen qi neng wangji ziji ruyang de yinghai, bu lianxu ziji suosheng de zi ma
(“Can a woman forget her own sucking baby and not have pity for the
son that she herself gave birth to?”) (Note that in Schereschewsky’s
ziji used
version, the intensification is created by the pronoun
twice). The Union version has:
furen qi neng wangji ta chinai de yinghai, bu lianxu ta suosheng
de erzi? (“Can a woman forget her sucking baby and not have pity for
the son that she gave birth to?”).
In many languages, one part of the body that often operates
metonymically to represent the whole person—or a certain human
capacity or state of mind—is “hand”. Chinese provides numerous
yingshou
illustrations of this (see Yu 2003). To cite a few examples:
zuoyou
(lit., hard hand), means “a skilled hand, an able person”;
[8]
shou (lit., left right hand) is “right-hand man, chief aide”;
duomian shou (lit., many side hand) is “a many-sided person, an allshou yang yang (“the
rounder”; there is also the colloquial phrase
hands are itching”), which could be seen as metonymic in the sense that
a physical condition represents a state of mind, indicating that someone
is eager to do something. Yet when we examine biblical expressions in
which a metonymic or metaphoric operation involving the “hand(s)”
are rendered into Chinese, in many cases we do not find a direct
transference but an interpretation instead.
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breast or fail to cherish the son of her womb?”; my translation] (Isaiah
49: 15). In this biblical verse, the “womb” metonymically refers to the
mother. The original collocation “the son of her womb” has an
intensifying effort, meaning “her very own son”. Not reproducing the
metonymy of “womb”, the Chinese texts give an interpretive gloss,
with a minor divergence between the two versions. Schereschewsky’s
version reads:
furen qi neng wangji ziji ruyang de yinghai, bu lianxu ziji suosheng de zi ma
(“Can a woman forget her own sucking baby and not have pity for the
son that she herself gave birth to?”) (Note that in Schereschewsky’s
ziji used
version, the intensification is created by the pronoun
twice). The Union version has:
furen qi neng wangji ta chinai de yinghai, bu lianxu ta suosheng
de erzi? (“Can a woman forget her sucking baby and not have pity for
the son that she gave birth to?”).
In many languages, one part of the body that often operates
metonymically to represent the whole person—or a certain human
capacity or state of mind—is “hand”. Chinese provides numerous
yingshou
illustrations of this (see Yu 2003). To cite a few examples:
zuoyou
(lit., hard hand), means “a skilled hand, an able person”;
[8]
shou (lit., left right hand) is “right-hand man, chief aide”;
duomian shou (lit., many side hand) is “a many-sided person, an allshou yang yang (“the
rounder”; there is also the colloquial phrase
hands are itching”), which could be seen as metonymic in the sense that
a physical condition represents a state of mind, indicating that someone
is eager to do something. Yet when we examine biblical expressions in
which a metonymic or metaphoric operation involving the “hand(s)”
are rendered into Chinese, in many cases we do not find a direct
transference but an interpretation instead.
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breast or fail to cherish the son of her womb?”; my translation] (Isaiah
49: 15). In this biblical verse, the “womb” metonymically refers to the
mother. The original collocation “the son of her womb” has an
intensifying effort, meaning “her very own son”. Not reproducing the
metonymy of “womb”, the Chinese texts give an interpretive gloss,
with a minor divergence between the two versions. Schereschewsky’s
version reads:
furen qi neng wangji ziji ruyang de yinghai, bu lianxu ziji suosheng de zi ma
(“Can a woman forget her own sucking baby and not have pity for the
son that she herself gave birth to?”) (Note that in Schereschewsky’s
ziji used
version, the intensification is created by the pronoun
twice). The Union version has:
furen qi neng wangji ta chinai de yinghai, bu lianxu ta suosheng
de erzi? (“Can a woman forget her sucking baby and not have pity for
the son that she gave birth to?”).
In many languages, one part of the body that often operates
metonymically to represent the whole person—or a certain human
capacity or state of mind—is “hand”. Chinese provides numerous
yingshou
illustrations of this (see Yu 2003). To cite a few examples:
zuoyou
(lit., hard hand), means “a skilled hand, an able person”;
[8]
shou (lit., left right hand) is “right-hand man, chief aide”;
duomian shou (lit., many side hand) is “a many-sided person, an allshou yang yang (“the
rounder”; there is also the colloquial phrase
hands are itching”), which could be seen as metonymic in the sense that
a physical condition represents a state of mind, indicating that someone
is eager to do something. Yet when we examine biblical expressions in
which a metonymic or metaphoric operation involving the “hand(s)”
are rendered into Chinese, in many cases we do not find a direct
transference but an interpretation instead.
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breast or fail to cherish the son of her womb?”; my translation] (Isaiah
49: 15). In this biblical verse, the “womb” metonymically refers to the
mother. The original collocation “the son of her womb” has an
intensifying effort, meaning “her very own son”. Not reproducing the
metonymy of “womb”, the Chinese texts give an interpretive gloss,
with a minor divergence between the two versions. Schereschewsky’s
version reads:
furen qi neng wangji ziji ruyang de yinghai, bu lianxu ziji suosheng de zi ma
(“Can a woman forget her own sucking baby and not have pity for the
son that she herself gave birth to?”) (Note that in Schereschewsky’s
ziji used
version, the intensification is created by the pronoun
twice). The Union version has:
furen qi neng wangji ta chinai de yinghai, bu lianxu ta suosheng
de erzi? (“Can a woman forget her sucking baby and not have pity for
the son that she gave birth to?”).
In many languages, one part of the body that often operates
metonymically to represent the whole person—or a certain human
capacity or state of mind—is “hand”. Chinese provides numerous
yingshou
illustrations of this (see Yu 2003). To cite a few examples:
zuoyou
(lit., hard hand), means “a skilled hand, an able person”;
[8]
shou (lit., left right hand) is “right-hand man, chief aide”;
duomian shou (lit., many side hand) is “a many-sided person, an allshou yang yang (“the
rounder”; there is also the colloquial phrase
hands are itching”), which could be seen as metonymic in the sense that
a physical condition represents a state of mind, indicating that someone
is eager to do something. Yet when we examine biblical expressions in
which a metonymic or metaphoric operation involving the “hand(s)”
are rendered into Chinese, in many cases we do not find a direct
transference but an interpretation instead.
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de jintou yijing lai dao wo mianqian (“whoever has vigor has behaved in a
corrupt manner on Earth, and God said to Noah, whoever has vigor
has come to an end in front of me”).

Conclusion
The strategies that the early Chinese Bible translators used in coping
with biblical metonymies are briefly illustrated in this study. Not only
are the various metonymic expressions often glossed, but sometimes
the two pioneering Mandarin versions differ from each other in handling
the metonymic operations. When the latter situation occurs, the Union
version (which by and large draws heavily on Schereschewsky) tends to
offer a literal rendering, whereas in Schereschewsky’s version a strong
preference for idiomatic expression is evident.
The idiomatic (and idiosyncratic) Chinese way of expressing a
metonymic process by means of a numeral + noun compound is
extensively employed by Schereschewsky. The use of this kind of
compound, where the numeral uses the parts constituting a certain
category to signify the whole, may be seen as part of an overall
acculturation approach in Schereschewsky’s translation of the Scriptures.
This method may be seen to have decreased the degree of alienation
that Chinese readers felt when exposed to the texts of a “foreign” religion.
When Schereschewsky uses a compound such as liuchu baishou (which
signifies animals of all sorts) or wugu (which designates all the crops), we
actually see an image that does not refer to something else: it refers
simply to itself. Also, we can grasp what Derk Bodde means when he
characterizes Chinese thinking as “categorical”. It is the use of numerical
categories that plays a crucial part in Chinese cognitive processes. [10]
On the whole, whenever metonymic processes are involved, the
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translators show they are attuned to their audience. Neither
Schereschewsky’s version or the Union version, in offering its own
solutions, wanted in any way to confuse readers or encumber them with
conceptual processes that might cause obstructions in understanding
the meaning of the text. Actually, another very significant and
characteristic feature of the Chinese language is manifested in the
translations—the search for concreteness, the avoidance of the
unspecified and the unclear, and the preference for the specified. This
may be considered as one more manifestation of the overall Chinese
cognitive tendency as revealed in the language.

Notes
[1]

Previous translations of the entire Bible—Old and New Testaments—
published since 1822 were all in the classical style, wenyan.

[2]

For a comprehensive study of Schereschewsky, his life and work see Eber
(1999).

[3]

The history of the Union Version is dealt with by Zetzsche (1999).

[4]

Aristotle’s The Poetics and Quintilian’s Institutes of Oratory (Books 8 and
9) are the works on which most modern classifications of figures of
thought or tropes are based.

[5]

See Johnson’s “Toward a Theory of Imagination” (1987, Ch. 6).

[6]

Some consider synecdoche a “subset” (Martin 1993: 763) or “special
case” (Lakoff and Johnson 1980: 36) of metonymy, while others
distinguish metonymy and synecdoche as separate tropes (Schofer and
Rice 1977: 137-142; Bredin 1984: 54; Seto 1999: 91-120).

[7]

James J. Y. Liu in The Art of Chinese Poetry (1962: 101-103) was actually
the pioneer in proposing that we refrain from speaking of Chinese
metaphor; Stephen Owen (1985: 60) argues that “the text is a synecdoche
for the world … It leads not to the ‘other’ meaning of metaphorical
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reading and the fictional text, but to the whole of which we see only a
part in the text”. Speaking of synecdochic reading (which is what I would
call here metonymic reading) in Chinese poetics, Owen implies that in a
poem an image does not mean something else, but more of itself.
According to Pauline Yu (1987: 17, 41), Chinese imagery operates along
lines of categorical affinity and correspondence ( ), which are “nonmutually exclusive, a priori, and natural”. To her: “Almost all Chinese
images function not as metaphors, in which the relationship is presumed
to be contrived in some way, but as illustrations or embodiments—
whether of their semantic category or of an intellectual or affective meaning
implicit in them” (Yu 1981: 220). Huang Shuanfan (1994: 223) compares
“a metaphoric language, represented here by English” and “a metonymic
language, an exponent of which is Chinese”. Brian King (1989), who
studies emotional concepts, also concludes that metonymies (a part
standing for the whole, such as a smile standing for happiness) play a
more significant role in Chinese conceptual structures than do metaphors.
[8]

Note that in English and in Hebrew only the “right” hand is used in this
sense.

[9]

According to Mathews’ Chinese-English Dictionary, the “five grains” may
include “hemp or flax, millet of two kinds, wheat and barley, and pulse.
This is an ancient classification”. He adds, “other lists include rice” (p.
1072).

[10]

Although the list of items behind the inclusive number may vary, the
numeral that classifies and categorizes does not.
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Twentieth-Century English
Renderings of the Xiyou ji:
The Afterlife of a
Classical Chinese Novel
Radovan Škultéty

Abstract
The classical Chinese novel Xiyou ji had to undertake an
arduous journey before it reached the English-speaking readership.
This “journey to the West” will be studied with reference to one of
the most famous and best-loved novels in East Asia. The appearance
of Arthur Waley’s abridged translation in 1943 marked an event of
great importance in world literature, in that it brought this masterly
work to the attention of a larger Western audience. However, it took
another 40 years before the complete English version by Anthony
Yu appeared, followed shortly by another rendition by W. C. F.
Jenner. This paper compares the three translations based on selected
passages and discusses them from the points of view of theorists like
Schleiermacher, Benjamin, Bassnett, Lefevere and Eoyang. Finally,
it studies the process of recreation of this literary work in the English
language in the past few decades. It becomes obvious that the Monkeyhero character has been transmitted to the new literary community,
becoming a sovereign property of American literature.
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1. Introduction
The novel Xiyou ji
(Journey to the West) [1] is no doubt
one of the most famous and beloved classical novels in China and East
Asia. It is based on a cycle of stories about the Chinese monk Xuanzang
(also known by his honorific name Tripitaka), a historical person (596664 C.E.) who made an arduous journey to India to fetch Buddhist
scriptures non-extant in his homeland at the time. An extraordinary feat
in itself, his travel became a source of many legends that started spreading
shortly after his return to China in 645. In the hands of crafted
storytellers, they soon evolved into a series of fantastic tales within the
framework of the famous monk’s historical journey, incorporating a
host of monsters and demons and other difficulties Tripitaka has to
overcome before he can complete his journey. In order to accomplish
the task, he is backed by a no-less-fantastic retinue of four, among
which Monkey (or Sun Wukong) is undoubtedly the most capable,
colorful and witty, and as such has won the hearts of readers.
This story cycle existed as a body of oral and written literature by
a collective author; it had been constantly enlarged and reworked for
almost a millennium, accommodating influences from both the native
Chinese and Indian religious and folk lore, before it got petrified in the
version that circulates today. No later than in 1592 C.E. [2] were the
existing stories collected, thoroughly edited, embellished with poetry and
ultimately refined by an anonymous author. [3] As a result, the novel
emerged as an extensive body of text [4] that combines religious allegory
with romance, fantasy, humor, and satire. It abounds with allusions and
its deeper layers of meaning have never been easy to decipher completely.
Its tremendous success with all literate or semi-literate strata of society
can be ascribed to the fact that, although it belonged to the non-canonical
category of literature, [5] a handful of commentaries did
xiaoshuo
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appear in the following centuries to elaborate its original intent. [6]

2. Translating the Novel:
Waley, Yu and Jenner
An introduction to the Xiyou ji’s textual history must be given
before one discusses its cultural translation into English. The plot, motifs,
as well as the casting of the novel per se drew heavily from the cultural
exchange between India and China following the introduction of
Buddhism to the “Middle Kingdom”. The stories from the story cycle
spread abroad rather early—no later than by the end of the thirteenth
century, but probably even much earlier [7]—but all this happened solely
within the Chinese cultural sphere of influence at a time when Chinese
was still the language of high literature. It took five more centuries
before the first translations of this magnum opus reached the readers
in the West.
The stories from the Xiyou ji first appeared in a Western language
in 1857 when the French Orientalist Théodore Pavie (1811-1896)
published his “Étude sur le Sy-yéou-tchin-tsuen, roman bouddhique
chinois”. [8] The first English translation dates back to 1895; it is a selection
from chapters 10 and 11 of the novel by the American missionary to
China, Samuel I. Woodbridge. [9] A number of similar extracts by other
authors followed. [10] In 1913 there appeared a partial translation of the
novel with summaries by Timothy Richard, the famous missionary to
China. Although his Mission to Heaven, [11] along with the 1930 Helen M.
Hayes’ Buddhist Pilgrim’s Progress, [12] got dismissed by both Waley and Yu
as accessible but very inaccurate paraphrases from the novel, [13] they
have nevertheless been read and cited—especially the former—as the
only available English sources during their own times. [14]
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All of these renderings were superseded in 1942 when Arthur
Waley (1889-1966), the foremost British translator of Chinese and
Japanese literature, published in England [15] his famous Monkey, the
first of the major twentieth-century English translations to be reviewed
in this paper. Waley undertook the task with his trademark style and
diction; the outcome was a highly readable book that has fascinated
generations of English-speaking readers and saw numerous later editions
and reprints. [16] Here is how an avid reader remembers this landmark
of twentieth-century English translation:
I turned twelve that year and got a copy for my birthday. I read and
reread it; I drew illustrations for it; and for weeks or months I tagged
along, in imagination, with its impudent and valiant hero, the Monkey
King, as he established his reign over the Cave of the Water Curtain,
learned martial and magic arts, extorted a wonder-working cudgel
from the Dragon of the Eastern Sea, raided Hell and Heaven, stole
Laozi’s elixir, was punished by Buddha and redeemed himself as the
faithful (although not very well-behaved) disciple of an absurdly
incompetent saint, Tripitaka, with whom he trudged westward to the
Vulture Peak in search of holy sutras and shastras—fighting demons
all the way, of course. For a boy of twelve it was a delectable
introduction to Chinese literature. (Lattimore, n.p.)

Waley’s version of the Xiyou ji in 30 chapters represents roughly
one sixth of the original text. He translated chapters 1-7 (corresponding
to I-VII in Monkey), which recount the early career of Sun Wukong, and
chapters 8-12 (VIII-XII), which contain the story of the monk Tripitaka
and the origin of his mission, almost entirely. He added chapters 13-15
(XIII-XV), 18-19 (XVI-XVII) and 22 (XVIII), essential to the plot as
they give an account how Tripitaka acquired the members of his team
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along the road. However, out of the thirty-four episodes on the
adventures of the pilgrims, he selected only four to be included in his
abridgment—venturing through the Crow-Cock Kingdom in chapters
37-39 (XIX-XXI), defeating the three Taoist magicians in chapters 4446 (XXII-XXIV), defeating the Carp-Monster King in chapters 47-49
(XXV-XXVII), and arriving at the Holy Mountain, obtaining the
scriptures, overcoming the last difficulty and returning to China, in
chapters 98-100 (XXVIII-XXX). [17] On his translation method, Waley
made the following statement:
The original book is indeed of immense length, and is usually read in
abridged forms … I have for the most part adopted the opposite
principle, omitting many episodes, but translating those that are
retained almost in full, leaving out, however, most of the incidental passages
in verse, which go very bad into English. [18] (Waley, “Preface”) (emphasis
mine)

As Wong and Chan have remarked, compared to his adaptations of
classical Chinese poetry, “… [i]n translating prose and lengthy poems,
Waley takes greater—and more conscious—liberty still … Whatever is
hard for the translator to express or reader to comprehend, Waley often
passes over in discreet silence” (Wong and Chan 2001: 427).
The full title of Waley’s rendering was Monkey, Folk Novel of China.
It is a misleading title, an oxymoron combining the oral, popular (“folk”)
nature of the Xiyou ji story cycle with its written, literary (“novelistic”)
character. Conversant with commentaries on the novel, Waley was clearly
aware of the diverse aspects of meaning embedded in the book. In
spite of that, he still decided to free his Monkey of all the allegorical
interpretations by Buddhist, Taoist, and Confucian commentators and
present it as “simply a book of good humor, profound nonsense, good120
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natured satire and delightful entertainment” (Hu 1978: 5). This view of
the novel by the famous Chinese scholar Hu Shi (1891-1962), a friend
of Waley’s who authored the introduction to the translation, is faithfully
echoed in Monkey.
With Waley’s milestone rendering, the English-speaking readership
enjoyed the most authentic and readable abridgement of the Xiyou ji
for more than 40 years before they could access the text in its entirety
and savor its spiritual depths and rich variations of style. For though
Anthony Yu (b. 1938) was not the first to produce a complete translation
of the novel in a Western language (1977-1983) [19] nor the only person
who has undertaken the monumental task, his Journey to the West has
been undoubtedly the most faithful to the source text, preserving as
much of the Chinese original as possible. [20] He backed up his effort
with theoretical research on the novel, [21] building on his solid background
in religion, medieval studies and comparative literature, as well as his
mastery of a language that is, after all, not his native tongue.
According to his own statement, Yu had two motives behind this
project:
to rectify the acclaimed but distorted picture provided by Arthur Waley’s
justly popular abridgement, and to redress an imbalance of criticism
championed by Dr. Hu Shi … who supplied the British translator
with an influential preface. (Yu 2006: xiii)

He continues:
My own encounter with this marvelous work since childhood, under
the kind but skillful tutelage of my late Grandfather, who used Journey
as a textbook for teaching me Chinese … had long convinced me that
this narrative was nothing if not one of the world’s most finely
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wrought allegories. (Yu 2006: xiii-xiv)

Here Yu hints at one important fact: Waley, though well versed in Chinese
and Japanese classical languages and literatures, was nevertheless a
foreigner who did not grow up with the novel. He would therefore have
been more prone to take the liberty with the text, making the best of his
privileges as translator and transmitter. As even Hu Shi had noted, such
tremendously popular and entertaining episodes as the story of the
Mandrake Fruit (chapters 24-26), the battles with the Red Boy (chapters
40-42), or the Monkey playing the medico at the Vermilion-Purple
Kingdom (chapters 68-71)—that is, incidentally, the miniature version
of the ancient Indian epic Ramayana—certainly should not have been
omitted in Monkey (Hu 1978: 4). And though Waley may not have
predicted just how popular and influential his abridgment would become,
there are reasons to believe he was aware of such an eventuality. [22]
As a person of Chinese descent, on the other hand, Yu must have
felt obliged to translate the novel as faithfully as possible for the Western
reader. He belongs to a younger generation of scholars who have come
to appreciate much more fully than those of Hu Shi’s time the intellectual,
allegorical and epic side of old Chinese fiction. He was well aware of
the fact that in the process of translating from the semantic-phonetic
Chinese script, the text would necessary lose its intra- and intertextual
layers of meaning. That is why he provided his four volumes with a
well-wrought system of explanatory notes, to elucidate innumerable
terms of Taoist alchemy, Buddhist metaphysics, Chinese geography,
etc., that make up the framework of the novel’s allegorical structure.
As Yu noted in his “Introduction”, unlike the other famous classical
Chinese novels, the poetry in the Xiyou ji both excels in formal stylistic
varietions and assumes a large share of the narrative responsibility (Yu
1977: 24). [23] Running the length of the first chapter alone, which tells
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of Monkey’s birth and his life up to the time when he was given the
name Sun Wukong, there are no less than 17 poems exemplifying nearly
all the forms and styles of classical Chinese poetry. Apart from describing
the scenery, battles, seasons and living beings both human and nonhuman, [24] the narrative poetry fulfills the function of presenting
dialogues as well as providing commentary on the action and the
characters. Plaks aptly remarks that in the case of the Xiyou ji, the
poetic layer of the text represents nothing short of a major contribution
to Chinese poetics, particularly in its development of several forms of
“heroic” verse, a peripheral mode at best in classical Chinese poetry,
into a major medium of expression in the novel (Plaks 1977: 1117).
However, in spite of all the qualities that make Yu’s translation
better than Waley’s, one important factor somehow tilts the balance—
the pleasure of reading. It is beyond doubt that Waley was a rare, gifted
translator with an extraordinary mastery of, and feel for, the English
language. His translation is simply amusing all along. Another comparable
complete English translation, that of W. J. F. Jenner (b. 1940), stands
somewhere between these two. A more popular edition than that of
Yu’s, [25] it is eager to keep the flow and get a lively narrative across to a
lay audience, while Yu’s version is basically concerned with getting things
correct with detailed footnotes for fellow-academic readers (Almberg
2001: 928). With Jenner’s we have a translation that should not be
looked down upon, for he is surely very successful in conveying his
point. [26]
Following Lambert’s methodology for describing translations
(Lambert 1985: 46-47), I have selected a number of passages
representing different types of discourse for a source-target text
comparison on the micro-level. Obviously, it is a comparison of a partial
(abridged) translation to two complete translations. The basic difference
in approach by the translators becomes obvious right from after the
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opening verse in chapter 1:

(Wu 2006: 1.1)
In the arithmetic of the universe, 129,600 years make one cycle. Each
cycle can be divided into twelve phases: I, II, III, IV, V, VI, VII, VIII,
IX, X, XI and XII, the twelve branches. Each phase lasts 10,800 years.
Now within a single day, the positive begins at the time I; at II
the cock crows; at III it is not quite light; at IV the sun rises; V is after
breakfast; and at VI one does business. VII is when the sun reaches
noon; at VIII it is slipping towards the west; IX is late afternoon; the
sun sets at X; XI is dusk; and at XII people settle down for the night.
(Jenner 1982: 1.1)

The first striking difference is the replacement of the original Chinese
names of the twelve branches by Roman numerals. Jenner obviously
decided to make compromises between the source text and the
translation, omitting the details that he may have seen as difficult to
understand for a general reader with no prior knowledge of Chinese
culture. According to Berman, though, this is an example of “qualitative
impoverishment” of the original (Berman 1995: 283). As one of the
reviewers remarked: “This is [as] elegant as [it] is readable and
comprehensible to an English audience. Although [J]enner forgoes the
nitty-gritt[y] of exact transliteration, he did not excise anything of note,
and got the gist of the passage right. One could imagine this is how the
author would have composed [it] in English” (Luke 2006: n.p.). [27] This
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is an interesting observation, for it supports an impression of Jenner’s
text that it “is not in fact a translation, but the ‘original’” (Venuti 1995:
1). And in Yu’s translation:
We heard that, in the order of Heaven and Earth, a single period
consisted of 129,600 years. Dividing his period into twelve epochs
were the twelve stems of Zi, Chou, Yin, Mao, Chen, Si, Wu, Wei,
Shen, Yu, Xu, and Hai, with each epoch having 10,800 years. Considered
as the horary circle, the sequence would be thus: the first sign of dawn
appears in the hour of Zi, while at Chou the cock crows; daybreak
occurs at Yin, and the sun rises at Mao; Chen comes after breakfast,
and by Si everything is planned; at Wu the sun arrives at its meridian,
and it declines westward by Wei; the evening meal comes during the
hour of Shen, and the sun sinks completely at Yu; twilight sets in at
Xu, and people rest by the hour of Hai. (Yu 2006: 1)

Yu leaves no doubt that he takes great pains to stay as close to the
original as possible. Exposure to so many non-English terms right from
the beginning might, however, may be somewhat disturbing to a reader
with no background in Chinese. “While maybe not as idiomatic as
[J]enner, Yu is even more academic and scholarly in that he attempts to
translate every character of the language. Faithfulness to the letter of
the text takes foremost priority, sometimes over read[a]bility” (Luke
2006: n.p.). (Unfortunately, Waley omitted this sequence from the
original.)
A close reading of the translated verse reveals even more
differences between the three translations. (Of course, only in rare
instances is such a comparison possible, since Waley excised most of
the original verse in his Monkey.) The following poem from chapter 7 is
Monkey’s self-introduction at the beginning of his exchange with Buddha
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after all the uproar he has caused in Heaven:

(Wu 2006: 1.76)

This is a typical descriptive poem foreshadowing the course of
events in the novel. Not a lot of imagination is required of the translator
to “fill in” the unspoken; however, choosing the appropriate voice for
the character to speak in determines the diction of a translation.
Obviously, the biggest difference lies in the last two poems where the
ambiguity of the classical Chinese allows for different interpretations.
Born of sky and earth, Immortal magically fused,
From the Mountain of Flowers and Fruit an old monkey I am.
In the cave of the Water-curtain I ply my home-trade;
I found a friend and master, who taught me the Great Secret.
I made myself perfect in many arts of Immortality,
I learned transformations without bound or end.
I tired of the narrow scope afforded by the world of man,
Nothing could content me but to live in the Green Jade Heaven.
Why should Heaven’s halls have always one master?
In earthly dynasties king succeeds king.
The strong to the stronger must yield precedence and place,
Hero is he alone who vies with powers supreme. (Waley 1943: 74)

Unlike the original that uses the first person singular personal pronoun
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only once, Waley chose here to use it six times, often placing it at the
beginning of a line, making Sun Wukong sound quite self-centered and
conceited. His verse has a distinct rhythm with caesuras, even though it
does not preserve the rhyme. Jenner’s version goes as follows:
“I am”, the Great Sage said,
“A miracle-working Immortal born of Heaven and Earth,
An old ape from the Mountain of Flowers and Fruit.
My home is in the Water Curtain Cave,
I sought friends and teachers, and became aware of the Great Mystery.
“I have practiced many a method for obtaining eternal life,
Infinite are the transformations I have learned.
That is why I found the mortal world too cramped,
And decided to live in the Jade Heaven.
“None can reign forever in the Hall of Miraculous Mist;
Kings throughout the history have had to pass on their power.
The strong should be honored—he should give way to me:
This is the only reason I wage my heroic fight.” (Jenner 1982: 1.120)

Compared to the original, Jenner’s translation has omitted the rhymes
and split the poem into stanzas of unequal length. It has no distinct
rhythm; clumsy lines like “I sought friends and teachers, and became
aware of the Great Mystery” hardly make very good lines of poetry. In
several instances, however, Jenner keeps closer to the original than Waley,
preserving the unified terminology. At other places, though, one can
challenge his reading (I sought friends and teachers; [t]hat is why I found
the mortal world …; [t]his is the only reason I wage my heroic fight) and, in
general, his verse sounds quite uninspiring. The following is Yu’s rendition:
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The Great Sage said, “I was
Born of Earth and Heaven, immortal magically fused,
An old monkey hailing from the Flower-Fruit Mount.
I made my home in the Water-Curtain Cave;
I sought friend and teacher to gain the Mystery Great.
Perfected in the many arts of ageless life,
I learned to change in ways boundless and vast.
Too narrow the space I found on that mortal earth;
I set my mind to live in the Green Jade Sky.
In Divine Mists Hall none should long reside,
For king may follow king in the reign of man.
If might is honor, let them yield to me.
Only he is hero who dares to fight and win!” (Yu 1977: 1.172)

Without doubt this represents an effort to translate into a Western
language a very dense Chinese poem. This particular poem in Yu’s
translation is as compact as it gets (similar to Waley’s), showing skillful
use of English to render the depth of meaning of the original. In spite
of its being very faithful to the source text, Yu’s verse still reads very
fresh and brisk. Compared to Waley’s, it puts even more stress on the
brazen, unabashed style of Sun Wukong’s speech before his conversion
to Buddhism (cf. the last two lines of each translation) and, arguably,
offers the best readability-to-fidelity ratio among the three samples.
In the passage that follows, Monkey reasons with Buddha about
his right to replace the Jade Emperor as the highest ruler of the Celestial
Palace. This is the ultimate example of how cheeky “the Great Sage
Equal to Heaven” would become. [28] In the following, we can observe
the shift from witty, high-spirited to more down-to-earth, scholarly English
diction:
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(Wu 2006: 1.76)
“He may have begun young,” said Monkey, “but there is no reason
why he should keep the throne forever. There is a proverb that says,
‘This year, the Jade Emperor’s turn; next year, mine.’ Tell him to clear
out and make room for me. That is all I ask. If he won’t, I shall go on
like this, and they will never have any peace.” (Waley 1943: 74)
“Although he has trained himself for a long time, ever since he was a
child, he still has [n]o right to occupy this place forever,” the Great
Sage said. “As the saying goes, ‘Emperors are made by turns; next year
it may be me.’ If he can be persuaded to move out and make Heaven
over to me, that’ll be fine. But if he doesn’t abdicate in my favour, I’ll
most certainly make things hot for him, and he’ll never know peace
and quiet again.” (Jenner 1982: 1.121)

Compared to Waley’s witty, succinct retelling, Jenner’s translation
sounds quite “inflated”. This is an example of another type of
deformation, namely “expansion” (Berman 2004). Jenner also shows
more limited powers in recreating the full range of tones, satiric emotions
and comic mischievousness of the original. (One should remember
that this is the valiant leader of the rebellion against Heaven, not in the
least subdued in his spirit, talking to the highest celestial authority!) Waley
here “… is incomparable; though he may sound a little arch, one has no
doubt he is at one with Sun Wukong’s spirit. On the other hand, [J]enner
can sound at times a little too matter-of-factly. There are moments
where you will chuckle in delight reading Waley, but might not do so
with [J]enner” (Luke 2006: n.p.). Finally, there is Anthony Yu’s Journey.
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As usual, faithfulness to the letter of the original gets priority, which
makes his Monkey sound quite academic. Yu is a serious scholar who
tells jokes with a stern face. Proverbs are usually very concise in any
language, especially in Chinese. However, in this translation, they become
quite wordy:
“Even if the Jade Emperor has practiced religion from childhood,”
said the Great Sage, “he should not be allowed to remain here forever.
The proverb says, ‘Many are the turns of kingship, and next year the
turn will be mine!’ Tell him to move out at once and hand over the
Celestial Palace to me. That’ll be the end of the matter. If not, I shall
continue to cause disturbances and there’ll never be peace!” (Yu 1977:
1.172)

Comparing various types of diction used throughout the novel
(in narrator’s voice, descriptive poems, dialogue, etc.) can reveal how
much attention the translator has paid to heteroglossia (as a Bakhtinian
concept) and how successfully he applies it throughout his rendering.
From this point of view, Waley distinguishes himself in his identification
with the main hero, who speaks perfectly colloquial English. He was
aware of the importance of this aspect of translation, particularly in
connection with the novel: “[…] This brings us to the question of voices.
When translating prose dialogue one ought to make the characters say
things that people talking English could conceivably say. One ought to
hear them talking, just as a novelist hears his characters talk” (Waley
1963: 185).
As Plaks points out in his literary analysis of the Xiyou ji (Plaks
1994: 277-282), two main aspects of the novel are crucial to its
interpretation: (a) structural and rhetorical features in relation to other
sixteenth-century “literati novels”, and (b) the allegorical code. As far as
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the rhetorical devices of the narrator are concerned, Jenner and Yu
keep them intact as both closely follow the structure of the text on the
macro-level. On the other hand, even though he retains the ironical
overtone of the text, Waley in his adaptation omits most of the other
rhetorical devices, including the chapter titles and most of the descriptive
poetic passages. He also selects a number of episodes from the “journey”
part of the novel (ch. 13-100) and condenses them into single chapters
at the expense of the numerological patterns of the original. Omitting
large portions of the text has also led to the elimination of some of the
crucial concepts of the original—like the stilling of the monkey of the
, ding xinyuan)—from Waley’s translation. The same is
mind (
true of the crucial text of the Heart Sutra, quoted word for word in the
original and translated by both Yu and Jenner, but is completely excised
in Waley. [29]
In considering the position of a particular Xiyou ji translation in
the target system, its “systemic context” plays a crucial role. Intertextual
and intersystemic relations, expressed primarily in the allegorical scheme
of the novel, are interwoven in the complicated written system of the
Chinese language, and have proven to be the utmost challenge for the
translator. As Plaks sums it up, the specific hints used to set up the
external allegorical framework of the novel are put in a number of
predictable locations, most notably in the names and iconographic details
of individual characters, the parallel couplets-cum-chapter titles, and
the many lines of verse within the narrative. Obviously, Waley left out
most of such a context in Monkey. We can observe this in the example
of the names used for Sun Wukong throughout the novel. The changes
are most obvious in the first 25 chapters which describe his birth, early
career and the beginning of the journey. Let us look at the most typical
of these names, nicknames and epithets in each translation. In the
) and shi
beginning there is little room for diversity, as both shi hou (
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yuan (
) are translated as “the stone monkey” (Yu 1977: 1.70; Jenner
1982: 1.6) or “the Stone Monkey” (Waley 1943: 12), and mei hou wang
) as “Handsome Monkey King” (Yu 1.72; Jenner 1.9; Waley
(
), translated
13). The same can be said about Qi Tian Da Sheng (
as “The Great Sage, Equal to Heaven” (Yu 1: 124; Waley 47), and
“Great Sage Equalling Heaven” (Jenner 1.65). However, when it comes
to more figurative names, one can observe the difference in the
) is translated
translators’ approaches. The name Sun Wukong (
as “Wake-to-Vacuity” (Yu 1.82), “Monkey Awakened to Emptiness”
(Jenner 1.20), or “Aware-of-Vacuity” (Waley 19). This is an important
point of divergence as Waley translates all later occurrences of this
name uniformly as “Monkey”. Jenner is not consistent as he wavers
usually between “Sun Wukong” and “Monkey”, and generally seems to
be rather arbitrary in his selection. Anthony Yu is by far the most
consistent, following closely the letter of the original. Another point of
substantial difference between the translations can be seen in the name
) that Yu renders uniformly as “Pilgrim Sun”
(Sun) xingzhe (
(Yu 1.301) while Jenner hesitates between “Brother Monkey” and “Sun
the Novice” (Jenner 1.266). On the first occurrence of this religious
name, Waley renders it again as “(Monkey) Aware-of-Vacuity” (Waley
128) and later sticks to the term “Monkey”. The above-mentioned
), completely omitted in Waley, is translated
allegorical term xinyuan (
as “Monkey of the Mind” or “Mind-Monkey” by Anthony Yu (1.297,
392) and is duly annotated. Jenner chose the less lucid term “Mind
Ape” (or “Mind-ape”) and, typically, leaves it without an explanatory
note, which makes the term unintelligible to the novice reader.
Other structural elements in the allegorical setup of the novel are
found in passages of special significance, as for instance, in the subduing
of the bandits of the “six senses” in chapter 14. Waley translates the
bandits’ names aptly as “Eye that Sees and Delights”, “Ear that Hears
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and is Angry”, “Nose that Smells and Covets”, “Tongue that Tastes and
Desires”, “Mind that Conceives and Lusts”, and “Body that Supports
and Suffers” (Waley 1943: 132). Yu (1977: 1.307) seems to have followed
his example while Jenner chooses the translation that is less supportive
of the allegorical framework and reminds one more of the names of
real Chinese people, though they are surely very unusual for human
beings: “Eye-seeing Happiness”, “Ear-hearing Anger”, “Nose-smelling
Love”, “Tongue-tasting Thought”, “Mind-born Desire”, and “Bodybased Sorrow” (Jenner 1982: 1.272). Unlike Waley and Jenner, who did
not intend to explain the novel’s terminology, Anthony Yu’s footnotes
serve as a very important guide for the reader.
A further scrutiny into the philosophical terminology from the
three major schools of thought in ancient China—Confucianism, Taoism,
and Buddhism—applied in the text would confirm the findings of this
analysis, namely that Yu’s translation is the most consistent in conveying
the original message on various semantic levels. However, it is not the
intent of this paper to go into a full-scale, in-depth analysis of these
translations, nor to judge which one is “better” than the others. (For no
translation can be fully adequate, following Toury’s argument.) This
comparison merely points at the various roles that the three versions of
the Xiyou ji have played in the cultural translation of the narrative, as
the next sections will show.

3. Some Theoretical Considerations
In order to put the Xiyou ji translations under discussion into a
meaningful relation, one needs to look at the theory of translation. It is
important to stress that neither Waley nor Yu followed any particular translation
theory. (Unfortunately, I have not been able to verify this in the case of
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Jenner.) As for Arthur Waley, he threw some light on his approach in
his “Notes on Translation” that can be best described as intuitive. He
believed that literary translation has to convey feelings as well as
grammatical sense: “The author puts his feelings … into the original.
They are there in his rhythm, his emphasis, his exact choice of words,
and if the translator does not feel while he reads, and simply gives a
series of rhythmless dictionary meanings, he may think he is being
‘faithful’, but in fact he is totally misrepresenting the original” (Waley
1963: 181). In addition, he was sure that translation is a craft that can
be developed according to the translator’s natural predisposition: “It is
not, after all, as though a translator has to be or even had better be a
creative genius. His role is rather like that of the executant in music, as
contrasted with the composer. He must start with a certain degree of
sensibility to words and rhythm. But I am sure that this sensibility could
be enormously stimulated and increased …” (Waley 1963: 186).
Anthony Yu’s 1975 comments on translating the novel in progress
offer an interesting review of the pitfalls he was dealing with. He
subscribes to George Steiner’s argument in his After Babel: Aspects of
Language and Translation (1975). Steiner points out how certain texts
become more intelligible (and translatable) with the progress in scholarly
knowledge. By admitting he has profited from the recent findings by
Niedham, Sivin, Porkert, et al.—particularly in the field of Chinese
alchemy—he seems to be accounting for the failure of Waley to render
substantial poetic segments of the text. He also agrees with Steiner that
a translator’s method is usually derived entirely from his practice or
experience, without any basis in scholarly knowledge:
I am not at all sure whether I can articulate a fully developed philosophy
of translation even if I were asked to do so. Since, however, the
translation itself is intended to be a complete reproduction of the
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narrative … I suppose that my efforts are guided consciously and
unconsciously by the ideal of the most intelligible fidelity to the
original. (Yu 1975: 86)

However, he adds in the same breath that this fidelity is not to be
mistaken for literalism, for “every act of translation is of necessity an
act of interpretation, too” (ibid.). This interpretation or “interpretive
bias”, in his own words, should be based on an understanding of the
religious and allegorical elements of Journey to the West. The most daunting
task of the translator, as he suggests in the conclusion of his essay, is to
reconcile the clarity of interpretation with the need to leave enough
room for the reader’s imagination.
Twenty-five years later, Yu summed up his undertaking as one
accomplished without the help of any translation theory. He admitted
that the only source of his knowledge of translation was his own studies
in biblical languages and the classical languages of Greek and Latin, and
the translations of texts in those languages in English, French, and
German. [30] It is interesting, in this context, to look at some theoretical
considerations in translation.

3.1 Friedrich Schleiermacher
Even though none of the translators considered above seems to
have adhered to a particular “theory”, their work nevertheless can be
scrutinized from the point of view of various modern (and pre-modern)
translation theories. Although long since obsolete, the very influential
German theorist Friedrich Schleiermacher’s (1768-1834) remarks are
still of some relevance to this problem. He defines the two paths open
for the true translator—“alienation” and “domestication”:
[e]ither the translator leaves the author in peace as much as possible
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and moves the reader toward him; or he leaves the reader in peace as
much as possible and moves the writer toward him. (Schleiermacher
2004: 49)

As he further points out, this approach would necessary mean that
when the translator seeks to communicate the same impression which
he or she received from the source text, he has to decide first what sort
of understanding it intends to convey to the readership of the target
text. This impression will depend on their level of education and
understanding, which is most likely to differ from the translator’s. From
the evolutional point of view, he further makes the point that:
[a]s long as the educated part of a nation has, on the whole, no
experience of a deeper knowledge of foreign tongues … free imitations
should first awaken and whet readers’ appetites for foreign works,
and paraphrase prepare for a more general understanding, so as to
pave the way for future translations. (ibid.)

If judged from this perspective, it would only be logical that Waley,
addressing a readership that had very little, if any, previous contact
with Chinese language and literature, would take just one step ahead of
Richard’s Mission to Heaven and chose to leave the reader in peace as
much as possible while moving toward him. As Plaks points out, Waley
provided generations of readers with one of the most accessible examples
of traditional Chinese fiction that helped them form certain impressions
on that remarkable opus. Based on the reading of the Monkey text,
these impressions were nevertheless highly limited and misleading. He
goes on to say, “Waley’s Monkey is a delightful book but it is not the
same book as the Chinese masterwork that Anthony Yu … set out to
translate” (Plaks 1977: 1116-1117).
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(The reason for introducing the late eighteenth to early nineteenthcentury theorist here is his lasting influence on contemporary translation
theory. An array of his “followers” includes Lawrence Venuti who in
his works—The Translator’s Invisibility (1995) and The Scandals of Translation
(1998)—applies concepts of domestication and foreignization to the
modern context, particularly Anglo-American translation culture.)
By the end of the 1970s, the knowledge and experience of the
Western reader—at least in the Anglo-American context—with nonWestern literary works had reached a point of sophistication that left
no room for the argument that certain materials were beyond the
comprehension (or interest) of this reader. [31] Anthony Yu took the
path that the previous generations of translators had paved for him.
He adopted the opposite stance to Waley’s, that is, to leave the author in
peace as much as possible and move the reader toward him. [32]

3.2 Walter Benjamin
In Benjamin’s theory of translation, one can find a pertinent
expression of the “original–translation” relationship. He imbues the
original literary work with the concept of life—and relegates translation
to the role of its afterlife custodian, who gives the original “continued
life”. Further, he argues that in its afterlife, the original undergoes a
change, a complete transformation over the centuries; the language of
the translator undergoes a similar transformation. (Benjamin 2000: 254256).
From this perspective, the original Chinese novel must have found
a very rich and entertaining afterlife in all the translations under discussion.
First, we should agree that the translators’ endeavors show that the
nature of the novel “lends itself to translation”—actually calls for it.
Then, though there is no such thing as the perfect or even adequate
translation, Waley, Jenner and Yu have almost made it, though each of
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them proceeded from a different angle. [33]
According to Benjamin, what makes a good translation is
“expressing the central reciprocal relationship between languages”
(Benjamin 2000: 255). It does so not by seeking to be the same as the
original but by “harmonizing”, bringing together the two different
languages. In this expansive and creative way, translation both contributes
to the growth of its own language and pursues a “pure”, higher language.
Waley’s interpretive translation domesticated the novel, but the
cultural deformation necessarily entailed some kind of reduction and
flattening of the original. On the other hand, Anthony Yu went to great
lengths in order to preserve the spirit of the original, to take the English
language out of its shell and stretch it in all directions. And though his
effort was quite a far cry from the reformers and iconoclasts of the
language such as Friedrich Nietzsche, he deserves credit for his
innovations, for his relentless effort shows the translator’s capacity to
release the “pure” language:
It is the task of the translator to release in his own language that pure
language which is under the spell of another, to liberate the language
imprisoned in a work in his re-creation of that work. (Benjamin 2000:
261)

3.3 Polysystem Theorists
From the point of view of polysystem theory, [34] as proposed by
Even-Zohar, it is obvious that in Anglo-American translated literature,
a translation of a Chinese classic both in the 1940s and the late 1970searly 1980s would occupy an (extreme) peripheral position. Nevertheless,
while Waley seems to have adopted the best ready-made secondary
model for the text with the result of a “non-adequate translation” (EvenZohar 2004: 204), in his effort to keep the translation as close as possible
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to the original in terms of adequacy, Anthony Yu seems to have chosen
to violate the models in the American literary repertoire. As a result, if
his approach proves to be efficient, “the repertoire of translated literature
may be enriched and become more flexible” (Even-Zohar 2004: 203). [35]
In this comparison, Jenner again represents a middle position between
the other two translators.
Building on the polysystem studies of Even-Zohar, Gideon Toury
emphasizes the role of translations in the target social and literary systems
that determine the relevant translation strategy (Munday 112). In his
system, all three translations compared here represent literary translations
from the point of view of the requirements of the recipient culture. As
we have seen in the first prose passage cited above, Jenner chooses the
method of “growing standardization” by smoothening out certain features
of the source text and selecting common linguistic options from the
target language. Anthony Yu, on the other hand, resists stubbornly this
“law” of translation and refuses to accommodate to target literary
models. He clearly favors “interference” by copying certain non-English
features into his translation. Aware of the rich allegorical connotations
of the novel, he pays great attention to transplanting the body of Chinese
religious lore to American soil. Being in a rather different position, Waley
opts for large-scale standardization to the extent of distorting the meaning
of the source text. This is an example of what Berman calls “destruction
of underlying networks of signification”.
In his seminal work, “On Describing Translations”, José Lambert
puts forward a detailed scheme that incorporated translational
phenomena in the polysystem complex. This scheme aims at replacing
the “traditional”, atomistic approach to describing translations with a
functional and semiotic one. In the present case, it seems very useful
for comparing the strategies applied by the translators under discussion,
as well as the relations between the original and the translation.
139

Translation Quarterly Nos. 53 & 54

3.4 Susan Bassnett and André Lefevere
Bassnett and Lefevere’s theoretical approach focuses on the
interaction between translation and culture—on the way in which culture
impacts and constraints translations. Their collection of essays Translation,
History, and Culture represents “the cultural turn”, a shift from translation
as text to translation as culture (and politics), which is most pertinent to
the implications set forth in the last section of this paper, especially the
concept of translation as appropriation and rewriting. After all, the
Chinese novel Journey to the West is a perfect example of the BassnettLefevere thesis that “literature reaches those who are not its professional
students much more by way of the ‘images’ constructed of it in
translations … [than] by means of ‘originals’, however venerable they
may be” (Bassnett and Lefevere 1990: 9).
3.5 Eugene Eoyang
Eoyang represents a different type of translation theorist—a native
Chinese scholar in the English-speaking academia whose focus of
attention is the reception of Chinese literature in the West. In one of
his essays, he quotes a very suggestive metaphor used by William R.
Parker who compared reading a translation to “being kissed through a
veil—exciting contact of a sort, no doubt, if one has never been kissed
directly” [36] (qtd. in Eoyang 1993: 79). The perception of the bride of
one’s desire through the gauze of a veil underscores the sense of
anticipation and frustration that translations instill in the reader bent on
reading a text in another language (Eoyang 1993: 79). Even if he has
never seen her without the veil, an inquisitive modern reader of a
classical Chinese novel in translation will eventually get the idea that she
might actually look somewhat different. In a situation where there are
at least two complete translations of the Xiyou ji, along with a number
of older and newer abridgements available to the English-language reader,
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such a realization may become the impetus for the search for meaning
behind the words, for comparing and sorting out, even without a
knowledge of the Chinese language. This imposes stricter standards
and higher expectations on translators:
The translator is a changeling, mediating between the world of the
native and the world of the “barbarian”. In the case of Chinese, …
there have been changes even among these changelings. The forerunners
of the present generation—Arthur Waley and Ezra Pound—were
both “sinicized Westerners”, translators who resolutely maintained
their distinctly English or American profile even while they acquired
(or tried to acquire) a Chinese sensibility. Since the Second World War,
translators like James J. Y. Liu, D. C. Lau, … [and Anthony Yu]
constitute the opposite category: westernized Chinese. Their centers
of gravity lie in Chinese traditions, though long exposure to the West
has enabled them to negotiate the local linguistic currencies. (Eoyang
1993: 68)

He goes on to address the importance of the audience in the process
of recreating a work in English translation:
Waley and Pound addressed audiences almost exclusively Western:
they made their mark with English speaking readers who seldom
knew Chinese. No Chinese not westernized would even have had
access to their work. But the translators of the later generation must
respond to three audiences: first, the non-Chinese English-speaking
readers who do not know Chinese; second, the non-Chinese Englishspeaking readers who know (or who are learning) Chinese; third, the
English-speaking native Chinese readers. This situation means that
fewer translations will go unchallenged, whether from the left, right,
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or middle. (ibid.)

Monkey has entered American literature and culture and become an
integral part of it. The Xiyou ji story thus has not just begun its afterlife;
in a manner similar to what happened in medieval China, it has become
general property, at the disposal of anyone who feels entitled to adapt,
supplement, or simply forward it. Moreover, as Benjamin predicted, in
its afterlife the original has undergone a complete transformation over
the centuries.

4. Monkey Learns to Speak
Slang English: Cultural Translation
I have compared so far three English translations—one almost
seventy-year-old, the other two aged twenty to thirty—of a Chinese
novel circulated for more than four centuries, loosely based on a story
of events that happened 1,400 years ago. Now, in a short excursion in
the field of comparative literature and culture, it is very tempting to
find out what value they have for a modern-day reader. First, let us
look at the practical aspects of fiction translation: How much vitality
will a text acquire when reborn in wholly new surroundings? How much
influence can a 100-chapter novel (in Yu’s translation), interspersed
with poetry and abstruse exotic terminology, exert in our everyday lives
that leave so little time for reading? Judging by the sheer number of
reprints, different editions and retranslations, Waley’s and Jenner’s
versions have been obviously much more of a success with the Englishspeaking readership (see note 25). Yu, along with the Chicago University
Press, [37] must have realized that the voluminousness of the original
translation can deter many a would-be reader. (After all, most of the
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consumers of the story even in East Asia proper access it nowadays
primarily through television and cartoons rather than simplified novel
editions or the original.) Therefore, with the story of the Xiyou ji already
well established in an English-language cultural space, Yu came up with
a down-to-earth abridgement of the four-volume translation that distils
some of the epic novel’s most exciting episodes without taking anything
away from its true spirit. [38] He took the last step in coming in terms
with his brilliant predecessor.
And it was just about time. Within two decades after the full
translation was published, there sprang up in America many monkeyclones, followers and descendants. [39] In 1987 there was Gerald Vizenor’s
Griever: An American Monkey King in China; [40] two years later Maxine
Hong Kingston published Tripmaster Monkey: His Fake Book; [41] finally,
the year 1997 saw the publication of Patricia Chao’s Monkey King. [42]
These novels got enthusiastic responses from both critics and readers,
and even won prestigious literary prizes. As Pearson argues, these novelists
took the relay baton and, each in his or her own way, transformed the
character of Monkey, created analogues to the disciples, and redefined
the meaning of the journey as well as the notion of the West (Pearson
2006: 359-373). A recent addition to the Monkey-story pool is David
Kherdian’s Monkey, A Journey to the West, yet another new abridgement
of the Xiyou ji that appeared in 1992. [43] Moreover, children’s editions
of Monkey stories flooded the American market in the past decade,
not to mention all the TV series and electronic games. [44] To mention
one: 2001 saw the production of The Monkey King TV series based on
the novel adaptation by the pre-eminent Asian-American dramatist David
Henry Hwang. [45] What does this phenomenon mean? In terms of
globalization and cultural translation, it is evidence that one of the most
popular figures in Chinese folklore—Monkey or Sun Wukong—was
successfully integrated into American life. [46] Moreover, in the terms
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used by Even-Zohar, though occupying a peripheral position of a minority
literature, the translation of the Chinese classics has an innovative impact
on the system of the target literature. From the example of Monkey, we
can perceive interliterary relations as materialized in the translations. [47]
The original hero of the pilgrimage to the West, the Chinese monk
Xuanzang (Tripitaka), while inspiring the whole fantastic story tradition,
over time had to play second fiddle in the plot, a role that was cemented
by the publication of the “ultimate” 1592 edition in 100 chapters.
Monkey’s career superseded that of Tripitaka’s and was, in all likelihood,
just a confirmation of the public taste prevalent at the time. There is no
doubt that the impetuous, brazen, but ultimately resourceful and witty
Monkey easily overshadowed the clumsy, pedantic monk when he
emerged as a clear-cut character. Just when exactly this evolution ended
is still beyond verification, but it is quite probable that he had played a
principal role long before 1592. [48] Waley followed this trend by focusing
on Monkey and thus decisively set the tone for the reception of the
story in the West. Anthony Yu then supplied a faithful translation to
rectify the drawbacks of previous abridgements. In new surroundings,
the Xiyou ji story started a new life—first, as a story of entertainment,
especially for youngsters; second, as a rich source of material for new,
original literary creations.
* The author wishes to express thanks to Professor Anthony C. Yu for
clarifying the main aspects of his translation experience with The Journey
to the West.

Notes
[1]

I will follow Anthony Yu’s choice of the English title although the word
“pilgrimage” would probably be closer to the original intent of Xuanzang’s
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Metonymies in Chinese Translations of the Bible

breast or fail to cherish the son of her womb?”; my translation] (Isaiah
49: 15). In this biblical verse, the “womb” metonymically refers to the
mother. The original collocation “the son of her womb” has an
intensifying effort, meaning “her very own son”. Not reproducing the
metonymy of “womb”, the Chinese texts give an interpretive gloss,
with a minor divergence between the two versions. Schereschewsky’s
version reads:
furen qi neng wangji ziji ruyang de yinghai, bu lianxu ziji suosheng de zi ma
(“Can a woman forget her own sucking baby and not have pity for the
son that she herself gave birth to?”) (Note that in Schereschewsky’s
ziji used
version, the intensification is created by the pronoun
twice). The Union version has:
furen qi neng wangji ta chinai de yinghai, bu lianxu ta suosheng
de erzi? (“Can a woman forget her sucking baby and not have pity for
the son that she gave birth to?”).
In many languages, one part of the body that often operates
metonymically to represent the whole person—or a certain human
capacity or state of mind—is “hand”. Chinese provides numerous
yingshou
illustrations of this (see Yu 2003). To cite a few examples:
zuoyou
(lit., hard hand), means “a skilled hand, an able person”;
[8]
shou (lit., left right hand) is “right-hand man, chief aide”;
duomian shou (lit., many side hand) is “a many-sided person, an allshou yang yang (“the
rounder”; there is also the colloquial phrase
hands are itching”), which could be seen as metonymic in the sense that
a physical condition represents a state of mind, indicating that someone
is eager to do something. Yet when we examine biblical expressions in
which a metonymic or metaphoric operation involving the “hand(s)”
are rendered into Chinese, in many cases we do not find a direct
transference but an interpretation instead.
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had reached by the time. For dating issues, see Glen Dudbridge, The Hsiyu chi: A Study of Antecedents to the Sixteenth-Century Chinese Novel
(Cambridge: Cambridge University Press, 1970).
[8]

Théodore Pavie, “Étude sur le Sy-yeou-Schin-tsuen, roman bouddhique
chinois” [Investigation of the Xiyou zhenquan

, a Chinese

Buddhist novel], Journal asiatique (Société asiatique) series 5 (1857), vol.
IX (April-May), pp. 357-392, and vol. X (Oct-Nov), pp. 308-374. It is a
study of the opening chapters of the Xiyou ji with a translation of
substantial passages. Xiyou zhenquan

[The True Explanation

of the Westward Journey] was in pre-modern times arguably the most
widely read abridged version of the work in China, with its most
thoroughgoing allegorical interpretation. Cf. Yu, Journey to the West,
“Preface” (1977: 1. 34-35).
[9]

Samuel I. Woodbridge, The Golden-horned Dragon King; or, The Emperor’s
Visits to the Spirit World (Shanghai, printed at the North-China Herald
Office, 1895).

[10]

For a detailed list, see Wang Lina

, “Xiyou ji zai haiwai”

[The Novel Journey to the West Abroad], in Gudian wenxue zhishi
[Learning of the Classical Literature] no. 4 (1999), pp. 117-126.
[11]

Timothy Richard, A Mission To Heaven: A Great Chinese Epic And Allegory
(Shanghai: Christian Literature Society’s Depot, 1913).

[12]

Helen M. Hayes, The Buddhist Pilgrim’s Progress. From the Shi yeu ki, the
Records of the Journey to the Western Paradise (London: J. Murray and New
York: E. P. Dutton, 1930).

[13]

See Waley, Arthur, “Preface” to Monkey; Anthony C. Yu, “Preface” to
Journey to the West.

[14]

A new edition of Richard’s translation entitled Journey to the West: The
Monkey King’s Amazing Adventures was published in September 2008 and
for some time made it among best-sellers in the field of Asian mythology
and Chinese classics. I reached this conclusion by comparing the Amazon.
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com Sales Rank statistics (both www.amazon.com and www.amazon.co.
uk) over a period of several months. I am well aware that Sales Rank is a
highly commercial feature of the big internet bookseller and is calculated
on a proprietary algorithm. However, when properly assessed, it can still
offer a source of comparison between different publications, especially
when it is difficult to obtain information on actual print runs from the
publishers. For an analysis of Amazon.com Sales Rank statistics, see, e.g.,
Brent Sampson: “Navigating the Amazon Sales Ranking”. WebProNews,
15 June 2005. <http://www.webpronews.com/expertarticles/2006/06/
15/navigating-the-amazon-sales-ranking>. Accessed 10 April 2009.
[15]

The American edition appeared in the following year.

[16]

As has often been the case with Waley’s translations, Monkey was later retranslated into other languages, e.g. Wu Ch’eng-en, Lo scimmiotto, trans.
by Adriana Motti from the version by Arthur Waley (Torino: Giulio
Einaudi Editore, 1960). Cf. also Wou Tch’eng-En, Le Singe pèlerin, ou, le
pèlerinage d’occident, trans. by George Deniker from Arthur Waley (Paris:
Payot, 1951).

[17]

Cf. Hu Shih, “Introduction”.

[18]

This is quite a surprising statement from a gifted translator with such
superior achievements in the translation of Chinese verse.

[19]

The honor most probably belongs to the Russian Sinologist A. Rogachev,
who preceded Yu in translating the novel by more than 20 years. See A.
Rogachev (trans.), Puteshestvie na Zapad (4 vols.) (Moscow:
Gosudarstevennoe izdatelstvo khudozhestvennoi literatury, 1959). The
complete electronic version of the text with the original illustrations can
be found at Biblioteka Nyat-Nam, <http://www.nhat-nam.ru/biblio/
west1.html>. Accessed 10 December 2008.

[20]

Jenner’s translation appeared shortly afterwards. The excellent annotated
French translation by André Lévy followed a few years later (Paris:
Gallimard, 1991).
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[21]

Cf. his “Heroic Verse and Heroic Mission: Dimensions of the Epic in the
Hsi-yu chi”, Journal of Asian Studies 31.4 (August 1972), pp. 879-897; and
“Narrative Structure and the Problem of Chapter Nine in the Hsi-Yu
Chi”, Journal of Asian Studies 34.2 (February 1975), pp. 295-311. See, in
particular, the introduction to his Journey to the West (Yu 1977: 1. 1-63).

[22]

At the time of Monkey’s first publication, Waley was already fifty-three, a
renowned translator and mature scholar of Chinese and Japanese literature.
See E. Bruce Brooks, “Sinologists—Arthur Waley”, n.p.

[23]

In The Classic Chinese Novel, C. T. Hsia calls the author of the Xiyou ji as
“one of the most skilled descriptive poets in all Chinese literature” (Hsia
1968: 120), for much of his verse features extraordinary realism, vivid
delineation, and vivacious humor.

[24]

For David Lattimore, “the poetry in this [novel] concentrates our vision,
thrusting us among the concrete details of life, rendering everything visible,
smellable, and tangible” (Lattimore 1983: n.p.).

[25]

Following Jenner’s original 3-volume translation published in 1982-1986,
the Beijing Foreign Languages Press 1993 edition saw eight printings in
the period of merely 14 years. I do not know of any other editions of
Anthony Yu’s translation other than the original hardcover 1977-1983
Chicago University Press edition and the later paperback (Phoenix) edition
by the same publisher.

[26]

W. J. F. Jenner is best known for his translations from Chinese; his
scholarly publications on China seem to be somewhat controversial (e.g.,
The Tyranny of History: The Roots of China’s Crisis [1994]). I have been
able to find neither an academic review of this translation of his, nor any
solid biographical data on this (former) Professor of Chinese at the China
Centre of Australian National University. Jenner is in fact a good example
of an “invisible” translator (as Venuti puts it), in both the literal and
figurative senses. The following discussion will show how he reproduces
the Chinese original as a “transparent”, idiomatic English text, devoid of
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linguistic and stylistic peculiarities.
[27]

I am fully aware that quoting semi-anonymous internet reviewers is
somewhat tricky and may appear quite non-academic. My point here is,
however, exactly this: to give voice to the general audience’s response in an
attempt to map out the reaction in the non-academic world. Luke
(nickname: “mandelshtam”) is the author of 45 book reviews posted on
Amazon.com that are generally considered to be very helpful. The profile
of the reviewer is accessible at Amazon.com. See <http://www.amazon.
com/gp/pdp/profile/A2FNIVQU5N04F0/ref=cm_cr_dp_pdp>.

[28]

This is one of the many names Monkey uses in the story.

[29]

Plaks stresses its importance as “a structural model for the quest” in the
novel.

[30]

Anthony C. Yu, personal communication, Feb 18, 2009.

[31]

In his review, Plaks confirms Schleiermacher’s theoretical presupposition
(Plaks 1977: 1117).

[32]

Yu confirmed my conclusion in specifically naming Schleiermacher’s theory
to be of guidance during his translation project (personal communication,
May 14, 2009).

[33]

For the theoretical questions of translatability, see Benjamin (2000: 254).

[34]

It elevated translated literature from its previous derivative, second-rate
status and claimed that it functions as a system operating in the larger
social, literary and historical systems of the target culture.

[35]

Judging from general readers’ comments, it seems that though Yu’s
language is, in general, “clear and lucid, and supports the action very
nicely” (Gregory M. Flanders), it still contains “awkwardness of some
phrases and terms” (K. Henton), which add to the very foreign and
fantastic flavour of the novel in English. Cf. the review section of this
translation on Amazon.com. <http://www.amazon.com/JourneyWest-Anthony-C-Yu/product-reviews/0226971503/ref=pr_all_
summary_cm_cr_acr_txt?ie=UTF8&showViewpoints=1>. Accessed 28
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February 2009.
[36]

W. R. Parker. The Language Curtain (New York: Modern Language
Association, 1966), p. 98. I did not have access to this book.

[37]

The role of the publisher in the translation process should not be
underestimated. Cf. Venuti’s views on the subject.

[38]

See Anthony Yu (2006). In this abridgement Yu used the strategy adopted
by Waley, that is, to keep most of the story up to chapter 23 where Friar
Sand finally joins the company, then select a few of the most entertaining
episodes from the bulk of the novel, and then follow the plot line closely
in the final chapters. Thus, he reduced the novel’s length to roughly one
third of the original; he also streamlined some of the verse parts and,
finally, replaced the outdated Wade-Giles transcription with pinyin. As of
spring 2009, Yu has been working on a thorough revision of his complete
translation in four volumes. The date of publication has not yet been set.

[39]

The first in the long line of the Monkey King novels was published,
however, by a Chinese-British author Timothy Mo in 1978. He situates
his Monkey King in his native post-war Hong Kong. The novel is a
“blisteringly funny account of the misadventures of Wallace Nolasco, a
Macau native who marries into a wickedly dysfunctional Cantonese
merchant’s family” (Fung 2001: n.p.). It is interesting to see the bilingual
English-Chinese setting of Hong Kong as a meeting point of cultures
and the place where Monkey King-inspired original literature first appears.

[40]

Gerald Vizenor, Griever: An American Monkey King in China (Minneapolis:
University of Minnesota Press, 1987). The book tells an adventure story
of an American Indian who goes to China in an exchange program to
teach. It is a political novel about the clash of cultures and the similarities
between Chinese and Native American mythologies.

[41]

Maxine Hong Kingston, Tripmaster Monkey: His Fake Book (New York:
Alfred A. Knopf, 1989). This novel centers on a young, literary-minded
Chinese American named Wittman Ah Sing, a fifth-generation Californian
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who feels alienated from both his Chinese heritage and the American
culture that stereotypes him and others of his race.
[42]

Patricia Chao, Monkey King (New York: HarperCollins Publishers, 1997).
In this autobiographic psychological novel, the author subverts the
popular Chinese literary figure in order to criticize both Chinese and white
American culture. The heroic characters of the monkey tales are turned
upside-down, suggesting the darker side of the tradition.

[43]

There are more monkeys to come. Cf. Jerome Yang, American Journey to
the West (manuscript), <http://www.americanwestjourney.com/AgentC.
htm>. Accessed 18 February 2009.

[44]

According to my own statistics, there are at least ten different abridgements
of the Xiyou ji (including comic strips) that are currently marketed in the
U.S., targeted primarily at a juvenile audience. In addition, there are
numerous individual episodes published in English, mostly by Beijing
Foreign Languages Press. Quite surprisingly in this situation, new editions
of Waley and even Richard also sell quite well.

[45]

This interesting contemporary retelling of the story also appeared as a
paperback—David Henry Hwang and Kathryn Wesley’s The Monkey King
(New York: Kensington, 2001).

[46]

As Pearson shows, in the works of minority American authors, the
sixteenth-century Chinese novel has been useful not only to critique
American culture, but also to heal it (Pearson 2006: 372-373).

[47]

The role of monkey as a “mirror” character has been studied to some
extent but its significance lies far beyond the scope of this paper.

[48]

For example, one of the few complete earlier editions of the novel, Zhu
Dingchen’s (

) Tang Sanzang xiyou shi’e zhuan

[The Chronicle of Deliverances in Tripitaka Tang’s “Journey to the West”]
has basically the same structure as the 1592 edition—that is, the story of
Monkey precedes that of Tripitaka’s.
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Abstract
Translating Seamus Heaney’s Postmodern Redemption (by Kao
Chia-hsuan)
With the poetic adaptation of a few exponents of “heretical”
ideas according to “Catholic” Christian standards, the literary
values and religious beliefs underlying Heaney’s “transgressed”
translations have been taken for granted. What had been focused
and discussed was his poetic authority—conscious of a sacred,
religious mission (from the Christian-Druidic tradition in the
Celtic Ireland) and capable of harnessing his literary discontent
with the post-Joycean Ireland. In fact, Seamus Heaney’s Sweeney
Astray, “Ugolino” and Beowulf all reveal a conflict with
worldliness, but it is Heaney’s mythical potency and literary
imagination that lead postmodern readers to rethink the
“redemption” of the mentioned medieval contexts. Though his
distinction between epic and romance was by no means “generic”,
in the condition of the post-Yeatsian age, his translated texts
should deserve attention from culture-oriented studies.
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