Tradition and Talent: Western Influence
in the Works of Pai Hsien-yung

Susan McFadden

From childhood, Pai Hsien-yung ( 14¢ B ) has been part of a genera-
tion of change. In many ways, he is uniquely-qualified to write the inside
story of a drama which is still unfolding, and his fiction is steeped in tradi-
tional culture such as he had known it in familial and other relationships,
in Peking opera, and in classical Chinese literature. As a mature artist, Pai is
able to look back at traditional culture from distances made great by oceans
and time. As is often the case with authors writing abroad (one thinks most
readily of Joyce), the realization of Pai’s own national literary gifts has
come about as a result of his exposure to foreign literature. It is with dis-
tance that a writer becomes most objective, with age, that he comes most to
love the things of his childhood. Thus it was that Pai was stirred into recor-
ding his feelings in Taipei People ( ]t A ), a permanent memorial to the
past, and that fellow-writer, YU Kwang-chung ( &3¢ th ), along with others,
has credited Pai with having a special “historical sense.”

If it can be said that Chu Hsining (RPE% ) and S'su-ma Chung-yian
(BB R ) are in search of their lives on the mainland of old, that Lin
Huai-min (k@R ) and Shu Fan (4 JL ) encompass the reality of life on
Taiwan, and that Yi Li-hua ( JA3{ZE ) is looking ahead to the vast furture
of today’s mainland, then the works of Pai Hsien-yung can be said to
comprise a line which connects these time periods like a string of Buddhist
praver beads. Regardless whether they are living in Taipei or in New York,
Pai’s characters are all unable to uproot themselves from the old mainland
of their dreams . . . .

In this respect, then, Pai can be said to be a traditionalist, very much in the
vein of Chinese history. Yet what distinguishes him most is as much what
he is not, what he has ceased to be, as what he is. Tradition, as Eliot writes,
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involves not only an historical sense, but

- - a perception, not only of the pastness of the past, but of its presence;
the historical sense compels a men to write not merely with his own gene-
ration in his bones, but with a feeling that the whole of the literature of
Europe from Homer and within it the whole of literature of his own coun-
try has a simultanecus order. This historical sense, which is a sense of the
timeless as well as the temporal and of the temporal and the timeless
together, is what makes a writer traditional. And it is at the same time
what makes a writer most acutely conscious of his placé in time, of his own
contemporaneity.3

Pai Hsien-yung writes indeed with his own Chinese generation in his
bones, yet his flesh contains much of the western literary tradition as well.
For this reason, any thorough study of his works must be comparative.
Although much has been written on Pai’s use of “western techniques,;’ there
has yet to emerge a comprehensive and systematic comparative study which
illuminates how in both his early and mature works, western and Chinese
literary traditions come together. Granting that influence in a literary work is
not “something which reveals itself in a single concrete manner,”® and that
ultimately, creativity defies any kind of critical documentation, it can be
demonstrated that Pai’s fiction has been markedly influenced by certain
twentieth century western writers.

A study of western influence in Chinese literature can attempt to track
down the “network of factors” referred to by Ihab Hassan® in several ways.
One can undoubtedly learn much about any literary creation by reviewing the
author’s life. But beyond biographical studies, the implications of influence
in the text itself hold much more significance for the East-West comparatist.
In fact, the works of Pai Hsien-yung serve as excellent models for textual
analysis, precisely because they have absorbed both eastern and western
forms. For this stildy, a second avenue of approach will be employed to
reflect (1) Pai’s adaption of western themes and allusions, (2) his occasional
emulation of specific western authors and their works, and finally, (3) his use
of language, imagery, and narrative technique. My major emphasis through-
out will not be upon the western sources themselves, but rather upon Pai’s
use of them, his experimentation, successes, and failures, in his gradual evolu-
tion into an independent Chinese writer whose depth and maturity in both
style and subject matter far belie his years.
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As a final note to these introductory remarks, although the primary
focus will be on the western influences, it should be remembered that there
is at least an equally important corpus of Chinese works informing Pai’s
fiction, which are treated here only in passing, if at all. Full understanding
and appreciation of Pai’s artistry in interweaving the best of East and West,
and of his artistic growth, warrant no less than an extensive and integrated
study of both traditions.

Thematic Influence

It must be remembered that with the exception of his recently-seria-
lized novel, The Outcast ( F ), all of Pai’s fiction has been created in the.
form of short stories, ranging from 2000 to almost 20,000 characters ( F ).
A short work regarded autonomously cannot possibly contain the thematic
complexitybof a full-length novel, and if, as is frequently the case with Joyce’s
Dubliners, we collectively criticize a group of stories as they are found in a
selfcontained unit, we increase our imponderables and our methodological
difficulties at the same time. The short stories first assembled in Fallen
Angel ( 54122 ), and later in Lonely Seventeen ( i ZE #J+ £ 3% ), are not
integrally related in theme. Even if we consider the stories in Taipei People
as a larger unit showing some thematic cohesiveness, their vast diversity in
size, structure, and style makes it difficult to draw consistent conclusions
about how these themes function in the «“work’’ of art. Ultimately, meaning
in each of the stories cannct be reduced to a simple equation; fictional
characters may parallel theme, but they never cease to function as character,
and the particular importance of focusing on the specific and the concrete
in an influence study cannot be overemphasized.®

Very little has been written about the themes treated in Pai’s early
works, and despite the fact that these stories are generally agreed to be
inferior in quality to those in Taipei People, it is in these works that Pai first
begins to experiment with imitation and that western influence is most
apparent. One of the earliest themes to emerge is that of the “fallen angel”
(g5l ), a theme which embodies Pai’s idea about the nature of sin, guilt,
and forgiveness. The Chinese “Che hsien”” refers to an immortal Taoist fairy
living on the earth instead of in his normal dwelling place. -As the term is
used in the poems of Li Po, it alludes to a mystically or morally superior
individual. But the word “che” ( &4 ) in itself or in other character combina-
tions has other connotations; it signifies guilt or wrong-doing. Accordingly,
the drop from Taoist Heaven can be easily interpreted as being more than
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just a spatial move; it implies castigatidn and expulsion. Pai’s use of this term
is highly innovative, and it is more than likely that his treatment of the theme
has been influenced by the western theme of an angel expurgated from
Heaven or the traditional “Fall.” For this reason and others, I have used
fallen “angel” instead of “fairy” in my translations.

This theme is artificially and primitively expressed in two of Pai’s
early stories, “Hong Kong 1960” ( & i — A7 O ) and “Indian Summer”
(INEB %), but achieves full artistic expression in his “Lonely Seventeen” and
The Qutcast. In “Hong Kong 1960,” we meet Y Li-ch’ing, a widow who has
sunk into the depths of iniquity—the living hell of Hong Kong, the “jewel of
the Orient. Her husband decapitated during the war, she takes on a lover,
who enslaves her with the aid of his opium pipe. As she lays beside the man,
himself a slumbering personification of evil, the chiding words of her younger
sister float back into her memory and mingle with her own thoughts on sin:

Sinners, cast out of the Garden of Eden. Cast out from the Garden of
Eden. That good for nothing . . . Ai—, ai—. He's no good. Come on out
here, Big Sister . . . Yiin-ch'i, weeping. You can't keep on like this; you've
got to save yourself Kt

Similarly, in “Indian Summer,” the extremely pious wife, Mrs. Fan is shown
to be inadvertently responsible for the death of her young daughter Li-li.
On one of the frequent afternoons she attends services at the nearby church,
she locks the door behind her. Upon her return, she sees the ominous smoke
rising darkly, as the child cries from within, “Save me, save me!”’ Thereafter,
Mrs. Fan’s thoughts become a jumbled mixture of piety and guilt, and she
peremptorily consoles herself by spouting religious credos: “We are all
sinners. . . Her atheist husband, Professor Fan, is equally lost, and alter-
nates batween muttering, “I’ve got to punish her” and “I've got to discover
the most abstract theorem in the world.””®

These two stories contain thinly wveiled satires of people who depend
upon organized Christian religious beliefs for their “salvation,” but in
“Lonely Seventeen,” we are given insight into another kind of guilt. Yang
Yun-feng, a young boy who could easily be the Chinese cousin of Holden
Caufield in Catcher in the Rye, has failed his exams because he has been
tormented by an overzealous female schoolmate. After romping around the
city, he ends up in Taipei City Park, that shadowy night world which serves
as shelter for so many of Pai Hsien-yung’s fallen angels. A blind fortune teller
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has already told him that his horoscope ( j\ 5 , pa tzu) is in direct confron-
tation with his father, and it seems that the facts had borne themselves out.
Afraid to return home, he encounters the man in the park who approaches
him by asking for a light. Yang, who narrates the story, tells us:

The first thing I did when I reached home was to go upstairs and look into
the bathroom mirror. I thought I wouldn’t be able to recognize myself,
because I remembered having read a novel which told about a man who'did
something bad and had a “scar of depravity’’ carved on his face s

In The Outcast, the feelings of alienation, rejection, and guilt run even
stronger. Like Yang Yun-feng, Ah Ch’ing is a frequenter of Taipei City Park,
and he too has trouble coming to terms with his father. A “nieh-tz”
( # ¥ ), Ah Ch’ing has by Buddhist definition been born into the world
as a result of evil deeds committed in a prior life. - This, at least, is what his
licentious Taiwanese mother believes at any rate, for she favors Ah Ch’ing’s
little brother, “Ti-wa” ( 2 i, “Kid Brother”). She later abandons them
to become a singer. Ti-wa dies of pnaumonia, and it is Ah Ch’ing who in the
end must tell his syphilitic mother of his death, thus in some moral sense
bearing the blame.

In view of the absolute values present in Chinese literature up to the
May Fourth Movement; and the rigidly defined moral standards embodied

_in orthodox Confucian ethics governing familial and other relations, which
are still predominant in contemporary Taiwan and its literature, Pai’s explora-
tion of homosexuality, guilt, and the social outcast can be said to reveal an
unmistakable western influence.. He is quite conscious of the fact that he is
departing from tradition in this respect, and, citing C.T. Hsia’s “Love, Society,
and the Novel” in the anthology of the same name, comments:

Some critics feel that Chinese novelisis are inferior to those in the West
because of the fact that their Confucian understanding of human nature is
incomplete, whereas Westerners have been influenced by the Christian
concept of original sin. As a result, they have explored this phenomenon
more fully. It would be impossible to prove the validity of this claim,
though it must be admitted that western literature does exhibit the moral

courage to directly confront the matter of human sin1®

Writing about human sin requires an author to create characters who
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are “sinners,” or who at least believe they are guilty in a metaphysical sense.
It demands a relentless scrutiny of the human consciousness. Psychological
sophistication as we know it in the west is rare in Chinese fiction. The charac-
ters in “Hong Kong,1960” and “Indian Summer” are scarcely developed, are
not realistic enough to be convincing, and the stories are too short and
sketchy to do any real justice to the theme. But Pai Hsien-yung’s intentions
are apparent: Mrs. Fan’s religious fanaticism is not only found insufficient
to “save” people, it is actually the direct cause of Lili’s being burned alive
in the locked home. Neither her guilt, real or imagined, nor her “sin,”
original or actual, can be lessened by her religion. Professor Fan in his
unbelief has no spiritual support, and his daughter’s death robs him of the
only tie linking him to life—her irrepressible childlike joy in life itself.
Living in illusion, these characters are alienated from each other and from
reality. Most important, they lack what their author considers most vital—
forgiving hearts. In this humanism is rooted Pai’s concept of salvation, and
it is not coincidental that Pai cites the works of Dostoyevsky as being a major
shaping factor in his personal philosophy.*!

Pai’s family of characters, like Dostoyevsky’s, are replete with profli-
gates, dreamers, idiots, and murderers. In Brothers Karamazoy, the “Devil”
in Ivan’s dream is also referred to as a ““fallen angel”” who “suffers from the
fantastic” and thus the “realism of the earth’ even more dearly.'? Both Pai
and Dostoyevsky share a skeptical mistrust of abstractions—we see Fan and
his theorem, Yi Yiln-ch’i and Mrs. Fan blindly and coldly preoccupied with
life in Heaven—both authors are solidly rooted to the earth. The more
painful and decadent the situation, the more ample the opportunity for
human forgiveness. This actively forgiving attitude toward criminals and
“sinners” in many of Pai’s works is uncommon in Chinese fiction and
has seldom been treated with such conscious development of theme.

C.T. Hsia has also remarked upon Pai’s preoccupation with the
alienated individual, making pérticular reference to his early works. Hsia
begins by comparing “Let’s Go Look at the Mums” with Tennessee William’s
Glass Menagerie, stressing the similar feeling of nostalgia in both works. He
writes:

Pai Hsien-yung seems to show a liking for Tennessee Williams (in other
stories “Pants in My Pockets” he mentions the movies Streetcar Named
Desire and The Fugitive Kind, perhaps because they also reflect the same
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1
kind of sympathy for strange people of no importance . . . .) 3

“Let’s Go Look at the Mums” { T A& % £ ) contains a plot about a
young woman with some sort of brain damage who cannot remember any-
thing but her early childhood. The story focuses upon her younger brother
and is written from his point of view, as in The Glass Menagerie. Williams’
Laura is physically disabled, but the real cripple is her mother, Amanda, for
it is she who cannot distinguish between present and past. In “Let’s Go Look
at the Mums,” however, the parents are of little significance; instead, Pai
concentrates upon the boy’s inner turmoil of having to “imprison” his sister
in a hospital. She has undergone a violent experience (it is not clear what)
while studying abroad, and has somehow lost her sanity. It is not the nos-
talgia for jonquils which destorys her, but a foreign and hostile western civili-
zation, striking as swiftly as a typhoon. Pai writes of the family garden:

. there were several flowers poking up which had been ravaged by
insects. Now dead, they were dripping forth a purple liquid, and looked
like wounded soldiers who were still bleeding. Originally, both sides of the
path had been planted with azaleas, but a typhoon had come along without
any warning, flattening them all. Now they were shrunken and withered
like old maids, and would be unable to bloom next yea.r.14

As the plot in “Let’s Go Look at the Mums” is relatively simple— a boy takes
his sister to the hospital—the story’s interest is essentially psychological.
Ultimately, it is Pai’s portrayal of a young boy’s consciousness, with his
fears and guilt feelings, which makes the story so effective.

The other central theme present in Pai’s works which has been obvious-
ly influenced by western sources—that of self-destruction and/or gradual
dissolution ending in death—is of course related to the fallen angel and
alienation theme mentioned above. It, too, is a by-product of the modern
twentieth century novel. Specifically, Pai seems to have absorbed some of
his philosophies about death from D.H. Lawrence and Thomas Mann. '

In Lawrence and Pai, there are strikingly similar conceptions of passion,
and Lawrence’s theory of the destructive creation inherent in love and its
ultimate resolution in death can be seen best in “Y1i Ch’ing Sao” ( £ JI 2% )
and “That Stretch of Blood-red Azaleas” ( 733 I — MR ALRIH.BETE ).
Both authors seem to look at the life force as a composite of death and
love: Birkin in Women in Love believes that “Aphrodite is born in the first

321



spasm of universal dissolution,” and that men and women are the “flowers of
dissolution.” It is not coincidental that Lawrence’s fiction is filled with
floral imagery; many of his characters are themselves described as being
flowers. “Some people,” continues Birkin, “are pure flowers of dark cor-
ruption—lilies.”  One of these lilies is of course, Gerald Crich, whose entire
house has been shrouded with death.

Just as Lawrence’s “fleurs du mal” decay and die, so do the myriad
flowers in Pai’s garden: “A Touch of Green” ( — ¥ § ) has its “single
flower,” Chu Ch’ing, twice bereaved of her loved one, and there are the dying
and wounded “soldier” flowers in ““Let’s Go Look at the Mums.” Chian-
chiian (4818 ), who works in the “May Blossom Bar,” is portrayed as a
“Lone Amorous Flower” ( Z %t 7L ) in the story of the same name; “Noc-
turne” (7% fil§ ) is haunted by large white chrysanthemums and the memory
of Fang Li ( 27 ). Described most vividly, Pai writes of the thriving, yet
bloodied azaleas in “That Stretch of Blood-red Azaleas,” and finally, of the
sickly-sweet fragrance of the garden in “Autumn Thoughts” ( §k & ):

Madame Hua stepped into the midst of her chrysanthemum bed and
looked about for a moment. There, in the center she found a few blossoms
which were at the height of their bloom. Crossing over to the spot, she
pinched a few branches and leaves off their stems, but doing so noticed
with some surprise that under this splendid cover of petals several flowers
had already begun to rot. Some had shriveled and darkened, and hung
limply over their stems. Sprouting little specks of white mildew every-
where, they appeared very much like moldy man-tou. The buds of some
of the others, having wilted only recently, looked as if they had rusted
over. Atop many of the decaying blossoms crawled swarms and swarms
of little black boring beetles, which were chewing away at the heart of
each flower, causing a dark, murky liquid to drip slowly down the length
of the plants. 16

As Ou-yang Tzu ( BR[5BT ) has noted in her chapter on “Autumn Thoughts”
in Swallows in the Houses of Wang and Hsieh ( 2% W HJ3#%EF ) the
image in the foregoing passage parallels Madame Hua’s gradual realization that
she herself is aging. In other stories, Pai Hsien-yung uses organic mataphor
similarly to ?ortray passion and dissolution. Like Lawrence, Pai’s own floral
imagery ranges from description of flowers in nature—objectification of
character in the Jamesian sense—to the actual personification of a flower, as

in the example of Birkin’s lily. So it is that the eternal Yin Hstieh-yen ( 3k 3%
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i F Z %), who never ages nor dies, is incapable of love. Habitually
dressed in white, she has an icy propensity for causing death, and she could-
easily fit into Lawrence’s snowy realm in the Alps.

Flower imagery in itself, of course, is hardly new to Chinese literature,
especially Chinese poetry, where flower conceits are the rule rather than the
exception.  Still, I believe that the theme of decay as related to love, or
passion (=love of life?), is portrayed in Pai’s fiction via a conscious and
systematized design more typical of westemn fiction. A discussion of imagery
and attention to color will follow later on; what concerns us most here is
Pai’s philosophy of the love-related progressive process ‘“which ends in
universal nothing.”'” Clearly, both authors believe that a life of passion,
though dissolute, is preferable to the sterility of organized religion and
abstract ideas. This can be seen, for example, in the characters of the young
mother in Lawrence’s “England, My England” and Mis. Fan in “Indian
Summer,” both women lacking a ‘“heart of pride and passion and desire.”®

Continuing in this vein, we can glean another possible source of in-
fluence at the end of Lawrence’s Sons and Lovers by looking at the closing
lines of “Death in Chicago” { Z}naF 2 %% ). In each case, death of the
author’s mother was: the event which crystallized the author’s feelings:
in each, the man is driven inexplicably to the edge of a body of water, into
the darkness of the infathomable night. One is reminded also of the death of
Stephen’s mother in Ulysses, and the disturbingly plausible myth that “the
soul in search of its lost father leads to the water.”” The key passages in
Lawrence and Pai follow:

And he had no place in the world! Whatever spot he stood on, he stood
alone. From his breast, from his mouth, sprang the endless space, and it
was there behind him everywhere. . . There was no time, only space. . .
On every side the immense dark silence seemed pressing him, so tiny a
spark, into extinction, and yet, almost nothing, he could not be extinct. . .

Wu walked towards this point; the expanse of murky water stretching
before him dark and inpenetrable, blended into the endless space of the
night. Great waves rose and broke, dashing firmly and someberly upon
the embankment. Lying thick and heavy around him, the darkness.reached
out millions of soft sticky tentacles, which grasped and enfolded him from
all directions. Step by step, Wu moved himself forward into the web of
darkness . . . It seemed at this moment just before dawn, time suddenly
stiffened and darkness became eternity . . .19
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The account of the thoughts and actions of Paul Morel as seen in the first
selection, ends with him deciding not to merge with the void, the book
closing with Paul walking “towards the faintly humming, glowing town
quickly.” Although the eventual fate of Wu Han-hua is not clear, it is certain-
ly less felicitous:

“Wu Han-hun, Chinese, 32 years old, Ph.D. in English Literature, graduated
from the University of Chicago on June 1, 1960—.” Once again those
lines from his resume jumped out at him as if casting a spell, and he con-
tinued, uncontrcllably; “On the morning of June 2, 1960, he was found
dead in the waters of Lake Michigan.”zo

Lawrence’s resolution is somewhat metaphysical: Paul is in fact not wearied
of existence; he wishes simply to join his mother. For Wu Han-hun, this
“spirit of China,” the Lebensekel is real. As was indicated earlier, this story
marked a turning point in Pai’s life, for as Wu buries China, the author is
himself revitalized. But the beginning comes only after the end, as Birkin
has told us. Perhaps this would be the place to point out that there is a bird
printed on the cover of Taipei People, which bears a strange resemblance to
our western phoenix. Thisis a point of interest only, for phoenixes like
themes, are not easily identified.

Pai admits to having read every book written by Lawrence early in his
career, but it is difficult to quantitatively assess the extent of Lawrence’s
influence on Pai’s themes and philosophies. The task becomes no easier when
we realize that Lawrence’s own concepts of love and death (the mystical
polarity of the sexes, etc.) bear a certain resemblance to the Chinese outlook.
The similarity of Pai’s imagery to that of Lawrence would tend to confirm
an affinity of outlook, as will be seen.

In the case of Thomas Mann, Pai’s works reveal definite imitation of
plot and theme, especially in his “Death in Chicago” and “Youth” ( 5% ).
Both Pai and Mann are preconcerned with sickness, disease, suffering, and
death. Mann himself was influenced by Dostoyevsky, and shared his sym-
pathy for the afflicted. Dostoyevsky, Mann, and Pai all can be said to place
symbolic importance on the state of being ill or insane; the significance of the
sufferer as a representative bearer for all of humanity is a therne that is
common to each. It is worth noting that all three authors experienced a
period of prolonged illness: Dostoyevsky and his epilepsy, Thomas Mann
and Pai Hsien-yung suffering from tuberculosis. Joseph G. Brennan makes
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several interesting comments about the effects of tuberculosis upon the artist,

contending that the disease is related to artistic genius. Whether or not the

disease had any organic éffects upon Thomas Mann or Pai, it seems likely that

the latter would sympathize with another “fellow-sufferer.”” Sickness and old

age are both enemies of beauty and youth, and in view of Mann’s fascination

with Tadzio in Death in Venice, it is not surprising that Pai chose to emulate
Of the linden tree in the Magic Mountain, Mann wrote:

. . . the purest refreshment of the spirit, if enjoyed at the right moment,
but the next, capable of spreading decay and corruption among men. It
was the fruit of life, conceived of death, pregnant of dissolution 2}

One thinks again of the etemal Yin Hstieh-yen, of the well-coiffured society
ladies and their facedift in “Autumn Thoughts,” and of the other decaying
natural and human flowers in Pai’s works. Mann also wrote one paragraph
describing Von Aschenbach in Death in Venice which literally sums up the
major themes in “Youth,” “Autumn Thoughts,” “The Eternal Yin Hsiieh
yen,” and Taipei People in general:

For to be poised against fatality, to meet adverse conditions gracefully,
is more than simple endurance, it is an act of aggression, a positive
triumph— and the figure of Sebastion is the most beautiful figure if not of
art as a whole, at least of the art of literature. Looking into this fictional
world, one saw: a delicate self-mastery by which any inner deterioration,
any biological decay was kept concealed from the eyes of the world; a
crude, vicious sensuality capable of fanning its rising passions into a pure
flame, yes, even of mounting to dominance in the realm of beauty. .. .22

Pai’s thematic emulation of Death in Venice reaches its zenith in
“Youth,” a story in which even the plot and characters are blatantly modeled
after Mann’s novel. The Chinese version is appropriately set on the oceanside,
where an old painter is preparing to do a portrait of an attractive young man.
In a philosophical tone reminiscent of Wilde’s The Picture of Dorian Gray,
Pai writes:

When he awoke in the morning, sunlight flooded in from the window onto
his body. As soon as he opened his eyes, he felt a new and strange desire
in his heart, pounding about like a ray of sunlight warmly pressing against
its inner walls in an effort to be released. He wanted to paint, wanted to
seize, to capture some of the things he had lost twenty years before.23
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C.T. Hsia has also commented upon the imitation, and believes “Youth” to
be only one out of several early stories centered about the Adonis theme.
Hsia attributes the influence to Pai’s reading of Shelley’s “Adonais™ and
Shakespeare’s “Venus and Adonis.”?% Certainly in “Moondream” ( F25)
and “Yu Ch’ing Sao” there are many passages which describe the pure white
beauty of the young male body, and as Hsia noted, “Y# Ch’ing Sao” and
“Lonely Seventeen™ portray men being preyed upon by a violent passionate
woman. I believe that the images of the stark white beauty of the male
figure could have been influenced to an even greater extent by Pai’s readings
in Lawrence,.and will substantiate this in my discussion of imagery.

Pai does seem to mold the character of the artist’s model upon the
Adonis figure, and his narrative gushes with a swelling emotionalism worthy
of a parody.

“Naked Adonis!” cried the old painter softly. The surge of desire nested

in his breast swelled up into his throat; his cheeks flamed as if they had
25
d.

been scorche
On the whole, “Youth” is a rather abortive attempt at imitation; the over-
whelming fervor or tone mixed with apostrophes to philosophical abstrac-
tions (*“Youth” and “Beauty”) all ring false in the Chinese ear. It is in my
opinion Pai’s least successful story, and was probably an experiment in
straightforward imitation. His experimentation was not in vain, however, for
he would never again copy a western theme so blindly. In spite of its defects,
“Youth” remains important to us; it not only points to where the author’s
interest lay, it contains several images which are hauntingly original:

A sticky layer of white light floated uporn the surface of the ocean, where
he saw the pallid and white body of the boy gliding about. Like a flying
fish, the boy flew into the horizon. Weakly, the painter reached out one
arm, grasping in the air for a moment; then he crumpled onto the rocks.
His body was a wave, slowly rising and sinking, and as the white light
focused above his submerged head, he seemed, in his stuvor, to hear the
hoarse cry of a sea bird. He suddenly remembered one bright day in the
sun when he had stretched his arms open wide and gazed upon the soft
and shiny hair just beginning to grow under his arms.26

As the painter sinks below the water, the sun is slowly setting, its eerie rays
coming together in a reflection just above his head. Practically unconscious,
his senses are muddled and he is on the verge of death. Yet inside and out, he
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is surrounded by light-life—and he is taken back in time to the days of his
early manhood. With its complexity and density of meaning, the last few
passages in “Youth” are almost metaphysical.

" Cross-cultural Allusion and the Influence of Eliot

The themes aliuded to in the foregoing pages are presented in a variety
of ways—through the use of plot, as in “A Touch of Green” and “The Older
Auntie Chin, (£ AT45 )’ or through character, as in “New Year’s Eve
( #% % ) and “Let’s Go Look at the Mums.”  Oftentimes, however, Pai
develops or heightens the meaning of a story by making use of other works of
art bearing a similar theme. In the case of many of his early works, dating
from 1958 to 1965, these allusions tend to come from westem sources, both
literary and musical. They range in sophistication from popular and folk
songs (“A Touch of Green, —#f1 #) to Shakespearian tragedies (Macbeth).

The literary device of tien ku ( BB, classical references) in the idiom
. of Chinese (3L E 3L, Wen-yen wen) has traditionally consisted of drawing
upon “classical” texts (works accepted by the literati) for richness of literary
association, and in both poetry and fiction alike, a writer could heighten a
theme concisely and elegantly by simply citing a few characters or lines.
Similarly, the practice of citing tier ku was also used in non-iterary writing
as a stylistic and rhetorical device which supposedly reflected the writer’s
scholarship and refinement. With the Literary Revolution and the new focus
on the social function of literature, the use of fien ku as a stylistic element
was frowned upon, and this stigma was carried over into the new vernacular
fiction. May Fourth writers began looking to such western authors as Ibsen,
Zola, and Gogol; they had not yet discovered T.S. Eliot’s first poems nor
would they have appreciated his neo-classical bent.

_Against this background, the interest in allusion and myth shown by
the new gene;atlon of writers in Taiwan is of special importance. Western
allusions were used in the poems of Yii Kwang-chung and Wai-lim Yip in the
60s; at the same time, Pai’s Modern Literature ( 34X, 3L 2) was publishing
Chinese translations of most of Eliot’s major poetry, in addition to Joyce’s
Dubliners. There is evidence that Pai’s reading in these western authors
strongly influenced his concept of literary structure and imagery, particularly
his use of diverse literary allusions of thematic similarity .27

Pai’s initial attempts to incorporate western material dramatically are
revealing. “The Black Rainbow” ( B2 4T ), published in 1960, is u story about
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the unhappily married Keng Su-t’ang, who flees from her non-descript

husband, her whining children, and her poverty, only to come upon a

mannikin-ike hotel clerk with whom she spends the night. She promptiy

drowns herself the following morinng. The story is framed around the

oppressive weather, and more significantly, around Heine’s “Lorelei”

( 78 %1 ), the Chinese lyrics of which are as insipid as the men in her life:
A gust of wind came up from the pool, carrying with it that same song,

word by word:
Ich weiss nicht, was soll es bedeuten,

RS R EE,

Dass ich so trauring bin;

BEE AR

Ein Marchen aus alten zeiten,
H-HEHNHE,

Das kommt mir nicht aus dem Sinn.
ELHSETE '
Die Luft ist kuhl und es dunkelt,

B BRI TH I ,

Und ruhig fliesst der Rhein;

R RKRIRE ;

Der Gipfel des Berges funkelt
SER B —

Im Abendsonnenschein.

BRTINE — 2

Cited in their entirety within the story, the lyrics of the first two stanzas are
maudlin’ and excessive. Keng Su-t’ang does not make a convincing siren,
not even as an object of irony, and the story is weighted down by the sheer
bulk of the allusion. Still, we can see in “Black Rainbow’” Pai’s use of
western material in his search for a form. .

It should be remembered that the traditienal writers of Chinese
vernacular fiction, including the classical novels, were also very fond of
including little poems or songs within the narrative as a means of heightening
interest and expanding the theme. But the verses assumed an auxiliary role
and dissolved into the narrative; their authors were never conscious of the
lapse in point of view. In view of this fact, it is not likely that Pai’s writings
were informed by the Chinese tradition alone. In the West, when the
advantages of manipulating points of view became apparent, sophisticated
irony became a standard feature in the novel; the novel lost its straight-
forward narrative, and with it, a certain amount of innocence.
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Early attempts at realism. found their expression in Flaubert, whose
Madame Bovary first reflects the use of romanticism against itself. One
example of this is seen in the French author’s use of a sentimental love song
by Restif de la Bretonne to underscore Emma’s pathetic inability to under-
stand love asit exists in the disappointing woz1ld of the bourgeoisie. Flaubert’s
manipulation of these lyrics is apposite here, for it reveals the kind of dra-
matic irony and psychological sophistication which is found only in Pai’s

later works.
Souvent la chaleur d’'un beaujour
29

Fait réver fillette a 'amour . . .~
When Emma sees the blind mian singing this song, she is violently repulsed by
his appearance. Flaubert describes this death-ike figure with grotesque,
naturalistic images, and the incongruity of the singer and his song disturbs
Emma deeply. '
Elle se trainait dans la nut, comme l'indistincte lamentation d'une vague
détresse; et, a travers la sonnerie des grelots, le murmurs des arbre et le
ronflementde la boite creuse, elle avait quelque chose de lointain qui
bouleversait Emma. Cela lui descendait au fond de I'ame comme un

tourbillon, dans un abime, et 'emportait parmi les espaces d'une melan-
cholie sans bornes.

She is to hear the song a second and third time; at the moment she is suffer-
ing a violent death, the song rivets Emma into a cruel epiphany. For the first
time, she seems to see how large a gap exists between appearance and reality.
It is she who has been blind, and she can only laugh desperately:

. croyant voir la face hideuse du misérable, qui se dressait dans les
ténebre éternelles commeun épouvantement.

In Madame Bovary, the insertion of the song has been timed in such a
way to prepare the reader for the final irony and pathos of Emma’s death.
Flaubert’s craftsmanship is thus one step beyond that found in “Black Rain-
bow,” and is precisely the technique Pai makes use of in ‘A Touch of Green.”
In the latter, Pai tells the story of Chu Ch’ing, a shy high school girl who
marries a young fighter pilot. Before they have a chance to spend any time
together, her husband is called away to war, and his plane crashes not long
afterward. “A Touch of Green’ is narrated by the wife of a divisional com-
mander, Madame Ch’in, who becomes widowed herself and ultimately flees
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to Taiwan with the rest of the Nationalist forces. At the military club, she
comes upon a young singer performing “A Touch of Green,” a sentimental
popular Chinese song:

On the eastern mountain

There’s a single flower;

On the western mountain

There’s a single flower,

He’'s willing, and she’s willing,
Come with me and be my love . ..

Ww, &
AL, —EFo
BACHREBLD

B, MR IFRER o 30

The performer is, of course, Chu Ch’ing, who has been forged into a confident
and self-sufficient woman. She has since become involved with another
young pilot, whom she treats with-a cheerful kindness rooted in indifference.
When he is also killed, she is not visibly affected, and on the day after his
funeral, she even invites her friends to her home to play mah-jong. As the
story ends, she is heard singing softly:

Boys, you've got to pick flowers early
If you want them at all.

The carpe diem theme of the song contrasts sharply against the lost innocence
of the young girl, who is no longer “green” ( 3 ). By this example, I do not
mean to imply that Pai has necessarily been influenced by Flaubert, but
rather that “A Touch of Green” and Pai’s mature works in general reveal a
sophisticated use of dramatic irony, a device perhaps inspired by western
literature.

Pai shows his literary debt to Eliot most clearly in “Death in Chicago”
(1964). In this story, Pai not only alludes to several western works of art,
he incorporates the allusions into the narrative dramatically, interweaving
the imagery and theme of the western author with his own. What is most
revealing is that Pai borrows from Eliot himself. This technique is achieved
very naturally, since the protagonist Wu Hanhun is a doctoral candidate in
English literature. Thus, it is possible for Pai to quote a passage from The
Waste Land which is thematically in accord with “Death in Chicago”; the
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scene in which Wu Han-hun prepares for his exams explicitly parallels the
backdrop of “The Burial of the Dead:”

. Wu sat down, turned to The Waste Land, and continued to read aloud
softly:

Winter kept us warm, covering
Earth in forgetful snow. . .

OQut in the street, the snow was beginning to melt, and the water came
drip-dropping down onto his window, spattering the pane with mud. He
forced himself to open his tired, bloodshot eyes and line by line read
through all of Eliot. On the gas stove was a pot of strong coffee, gurgling
noisily as it perked.3!

There is a certain amount of irony present here, for while Wu is intently
cramming away, he is unaware that he himself is actually livingin The Waste
Land: Instead of “dred tubers,” Wu Han-hun partakes of coffee, safely
protected against the intrusion of reality in his basement apartment:

The window in the basement room where Wu Han-hun lived was built up
against the sidewalk, so that part of it extended out over the ground. In
the summertime, when the sun went down, the neighborhood Blacks and
Puerto Ricans would gather on the stone steps of their buildings to escape
the heat. At midnight a few would still be there, humming drone-like
tunes as théy leaned back against the stone railing. For a long time,
whenever Wu heard this commotion outside, he couldn’t keep his con-
centration. Raising his head, he would look up through the filthy window
to where the shadows blurred before him. After that, whenever Wu
wanted to study, he would clasp his hands over his ears. In winter it was
much better, for when the big snows came, the drifts on the sidewalk
would pile up several feet high, sealing in the windows. Hiding beneath
the mounds of snow was like being an Eskimo, and he felt very secure.32

“Death in Chicago” is not, however, an imitation of Eliot’s The Waste
Land, for Pai Hsien-yung advances and expands the theme, depicting this
“spirit of China” as a Chinese Faust escaping reality by retreating into the
ivory tower of scholarship:

. during these six years, Wu Han-hun had saved all of his pocket money
to buy every imaginable kind of book. They had gradually piléd up to form
a great towering wall spanning the circumference of his desk. For six
years, he had fed upon his- passion for knowledge, imprisoning himself
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within this fortress, pouring his time and energy, drop by drop, into the
abyss of greater learning.33

The author suggests that Wu has lost contact with reality because he has
cut off his roots, first by ignoring his mother’s pleas to return home, then,
after her death, by shirking his duties as a ksigo-tzu ( 27, filial, bereaved
son). Wu’s “knowledge” of English literature is as good as useless 1o him as
long as he remains isolated from his country.

The death of Wu Han-hun and the theme of death in The Waste Land
are not completely affinitive; there is nothing ascetic or purifying about Wu’s
longing for death, for while it is true he seeks the emptiness of Nirvana, he
is essentially fleeing from a cultural and personal guilt. Both works portray
the decadence and decay of a city, a city as a microcosm symbolic of material
life, but in Pai’s work the focus is more individual and deals more exclusively
with physical decay:

The books appeared to have been transformed into a bilious mass of
rotting flesh . . .

He dreamt he saw his mother’s corpse lying completely naked upon the
coffin lid, her snow-whité body drained of its blood, not a trace of red in
her veins.34

As he develops the theme of the grotesque nature of material life and
its dominance over the spirit, Pai finds occasion to allude to The Tales of
Hoffmann. As night descends, the disillusioned and world-hungry Wu enters
a cellar bar in downtown Chicago: ‘It was like walking into one of
Hoffman’s tales,” relates the narrator. Enveloped by darkness, Wu Han-hun
begins to listen to the “primitive” song of an opulent and shiny-skinned
black singer:

Everyone was leaning against the bar listening to [literally, “‘appreciating
(% E3%) lthe performer. There were a few young people who were chuckl-
ing and making critical remarks, but their voices were swept away by the
scorching sound of rer song, and their mouths could be seen flapping
vigorously about.35

Wu becomes increasingly convinced of the meaninglessness of existence;
he Las found life neither in the antiseptic spirituality of scholarship, nor in
the fleshy arms of his seductress, Lorna, who knows he is Chinese, but prefers
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to call him “Tokyo.” Lorna is a fraud; beneath her wig and tight clothes,
Wu discovers a fat and wrinkled middle-aged woman, and he gradually realizes
that he is content to live neither in Chicago nor Taipei; in fact, he no longer
wishes to live at all. At this point in the narrative, Pai moves from Offenbach
to Shakespeare, who in Wu’s eyes epitomizes the great knowledge which he
has been seeking. Walking to the edge of Lake Michigan, he thinks of all the
books he has read in the course of studying for his degree, and looks back
with particular disgust on Shakespeare:

He had committed to memory all of the Shakespearian tragedies, but
now the only line which stuck in his mind was one from Macbeth:

It [life] is a tale/ Told by an idiot,
EWmEEARNRE
Full of sound and fury,

TR T RTHRER .
Signifying nothing.
EEHREE—H o

His mother’s death has caused Wu to see dissolution and death in everything—
the city of Chicago itself rises before him ‘like a no-good drunk on a binge,”
and before long, Wu Han-hun is drawn into the void.

In using allusion to augment and develop his theme, Pai’s method
differs substantially from that used by Eliot, but the difference is in keeping
with the varying functions of 'imagery in fiction and poetry. Whereas Fliot
strove to freely intersperse conversational and classical allusions in order to
give his imagery a certain amount of objectiﬁty, the author of “Death in
Chicago,” is more interested in the subjective portrayal of Wu’s inner con-
sciousness. Pai’s allusions constitute the objects of Wu’s thoughts; in a
manner of speaking, Wu is that he reads. The “knowledge” gleaned from
books has proved useless to him, for it has served only to negate life. The
final message of The Waste Land is never heeded—indeed never quoted—and
the allusions, like Wu’s completed resumé, ultimately serve as sobering
reminders that there is no transcendence, no salvation, only death.

Pai’s treatment of allusion may seem somewhat contrived at times,
especially when the transition from Wu’s consciousness to the actual quote
is overly abrupt. At these times, the association seems to be more a product
of the-author’s mind than that of the protagonist. Furthermore, to a reader-
ship unfamiliar with either the sources or the technique, the work could seem

333




esoteric and choppy, and the allusions could conceivably alienate the reader.
The success or failure of the allusive method is highly dependen: upon the
natural associations which a reader will make: If the Chinese reader has not
been exposed to The Waste Land, his or her ability to appreciate “Death in
Chicago” will be limited somewhat. If we are to give credence to the author’s
own critical philosophies, however, this consideration shoulc not effect our
judgement of the work as a whole. Standing by itself, Pai’s pastiche of
western allusions is an exteremely wellintegrated short story; each allusion
fits squarely into the framework of the narrative, adding to the work’s total
meaning without overpowering the story itself.

Interestingly enough, Pai’s later stories seldom reveal the kind of radical
experimentation found in his early works. The stories in the Tuipei People
anthology seldom draw upon western themes, nor do they imitate western
“masterpieces.” Although Pai continues to make use of western narrative
techniques, the focus remains on China, albeit a China in change, so that
unadulterated traces of “western influence” become increasingly difficult to
find.

Language, Imagery, and Narrative Technique

Nowhere in Pai’s works is western influence more conspicuous than in
his use of language, for as an author chiefly interested in the formal aspects
of his art, Pai is conscious of the meaning and placement of every word he
writes. He has at his command a multitude of different styles, ranging from
bawdy dialogue; as found in “Madame Chins Last Night Stand” (& RIEHE
#% — 7 ) and “New Year’s Eve,” to the cooly formal omniscient narration in
“The Eternal Yin Hstieh-yen.” But it is in his lengthy descriptive passages
that we most clearly see iraces of influence.

Pai’s early works are characterized by a certain awakardness of
language, which seems to be caused by his rendering English descriptive
prose into Chinese. By doing so, he changes the nature of imagery itself, so
that it functions differently than imagery in traditional Chinese modes of
fiction. This can be seen, for instance, in Pai’s portrayal of the city of
Chicago:

At dusk, Chicago in June was like a piece of steak just forked off the
grill, golden brown, dripping with juice, and filling the air with the smell
of succulent meat.
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Reminiscent of Eliot’s Preludes (“The winter evening settles.down/With smell
of steaks in passageways”), the image in Chinese is highly original and quite
unexpected. However, whereas a poet like Eliot can jump from image to
image without overly concerning himself about point of view, the writer of-
fiction is limited. The above passage appears in the narrative as Wu decides
to adventure out into the world of “red dust.” Since up to this point Pai
has been portraying his protagonist’s state of mind, the sudden authorial
likening of Chicago to a steak seems very out of place. Pai’s use of imagery
in general is characterized by just this kind of freedom from convention, and
is at times inconsistent and artificial, but always creative. His depiction of
the city varies; yet no matter whether he is describing Chincago as a “no-good
drunk,” a juicy steak, or “a giant balloon in a dream” the fact that Pai is
comparing a city to any of these objects is in itself significant. It shows that
he is pushing the language to its limits.

Having read extensively in both Chinese and western literature, Pai’s
field of reference would naturally tend to be broader than a writer familiar
with only the Chinese literary tradition. We can see this in the manner in
- which Pai personifies night:

. out the night, like an old man on the verge of dying, his two arms.
withered and thin, was still greedily clutching the bosom of the earth,
refusing to let loose.

- RB RS — @ﬁ?&ﬁﬁ%/\ WERENTE , ATNRREX LN
H@E’ THER.S

The image of the old man is handled almost poetically, and could even be a
prose rendition' of Chinese poetry, except for-the fact that the entire figure
of speech is a simile involving “night” and “man.” Nighttime in Chinese
poetry is of course also frequently associated with greying hair and old men
approaching death, but the images are presented in such a fashion that the
reader himself sees the relationship without the poet making a direct com-
parison.

Many times, Pai’s associations are strangely grotesque as seen in the
description of Wu’s unfinished resumé:

335



Those twenty-odd words suddenly began to creep along the page, like an
army of ants transporting the hulks of dead insects.

B IREET , RABEBHEK . B— 0%, £RIER -

Such graphic descriptions are not unequivocaily the product of western
literary influence, however, for in the san-yen ( = & ) tales and The Water
Margin ( 7k B 8 ), realistic langauge of a similar nature is also quite
common.

The kind of imagery alluded to above is most evident in Pai’s eaily
stories, although less striking instances can be found in Tuipei People as well.
His latter stories also show a greater use of wen-yen wen blended in with the
vernacular, and dialogue secems to occupy a greater part of the narrative.

Not surprisingly, symbolism in general assumes a new role in Pai’s
stories, as compared with much traditional Chinese fiction.  As indicated
earlier in the discussion of theme, Pai frequently adopts a symbolic cluster
along with a given theme or allusion. Thus, when he is writing about young
and beautiful male figures, the imagery is one of blinding light and whiteness,
with numerous descriptions of moonlight. Instances of this are seen best in
“Moondream” and “Youth.” -

Indeed, Pai Hsien-yung’s use of color is in itself enough to recall his
western background. I noted earlier the affinity between the works of Pai
and D.H. Lawrence, and the similarity is further evident in Pai’s treatment of
sexual imagery. In “Wandering in the Garden, Sudden Awakening ( ¥ B
Z )% particularly, we find. the use of horse symbolism reminiscent of much
of Lawrence’s fiction. “The Horse Dealer’s Daughter,” “The Rocking Horse
Winner,” St. Mawr, the scene in Women in Love where horse confronts
locomotive—all of these recapitulate the virile and willful sexuality common-
1y associated with masculinity.

Pai’s most conscious manipulation of symbolic language is found in
“That Stretch of Bloodred Azaleas.” In this story, he uses flower imagery
to portray the psychological make-up of the servant, Wang Hsiung; the azaleas
are developed as symbols for his repressed passion and violence. We are told
that Wang Hsiung plants these flowers expressly for Li-erh, the pampered
and demanding young double of his fiancée on the mainland; Li-erth and
the azalea bed are the sole objects of Wang Hsiung’s attention. Gradually,
the Taiwanese maid Hsi-mei goads and taunts him with a crude sensuality,
and the maturing Li-erh finally casts him aside along with her marbles and
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goldfish. Inevitably, Wang Hsiung snaps. His passion untapped, it emerges
violently, directed not at the child, but at the woman, and ultimately himself.
He is the incarnation of the primal ape.

Wang Hsiung was still standing there, not moving. He was breathing heavi-
ly and large beads of sweat came rolling down off his forehead. His eyes
were so red, they seemed to be spitting fire. It was then I suddenly
realized that Wang Hsiung had changed radically. A stubby beard covered
his face, and his hair had already grown about an inch. Each hair stood up
on end, making him lock much like & porcupine. The hollows of his eyes
appeared sunken and had large black circles under them;, as if he had not
slept for several nights. I never would have thought that it was possible
for Wang Hsiung to become so haggard and menacing.4l‘

In this context each successive mention of the azaleas and of “blood-
red” becomes highly significant, as Pai has pitted the “overripe” passion of
an aging refugee soldier against the cruel naiveté and self-centered needs of
a child. Blood-red flowers are planted in a garden of innocence, but it is a
garden with hidden passion, much like the garden described in Lawrence’s
“England, My England” and the more wellknown garden of Eden.** No
one is aware of the fact the “flowers” are growing even as the child grows,
until Wang Hsiung loses control. After his death, the narrator confides:

I was struck by those hundred of azaleas, cluster against cluster, row
furling into row, all bursting into glorious bloom. It seemed as if there
were a great stream of blocd gushing forth from the bowels of the earth
which. could not be stopped, splashing spots of bloody red everywhere.
I have never before seen azaleas bloom with such anger. Li-erh and her
friends were in the garden playing hide-and-go-seek, cutting back and forth
across that patch of blood-red azaleas.”

Pai’s conscious development of symbol via the intense repetition of a
single image reveals unmistakable western influence. In fact, Pai repeats the
azalea image so often that he becomes over-nsistent and almost too obvious
for the western eye finely attuned to the subtle manipulation of language.
Perhaps, though, this passage is simply another instance where Pai has learned
from D.H. Lawrence, for Lawrence’s style is in general characterized by the
same kind of heavy-handed symbolism.
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Having looked at imagery and symbolism, we can finally examine Pai’s
fiction to see how westemn literary influence has affected his narrative
structure as a whole. Pai’s experimentation with western narrative technique
is evident in his use offlashbacks and dreams (“The Black Rainbow,” “A
Touch of Green,” ete.) but is most striking in his attention to point of view.
In his earliest stories, such as “The Older Auntie Chin” and “Yii Ch’ing Sao,”
he alternates between using first and third person narratives in conjunction
with character dialogue. In this respect, the narratives in these works are
typical of much tradifional Chinese fiction. Beginning with “The Black
Rainbow,” however, Pai breaks away from traditional narrative forms and
begins to explore how the human consciousness can be represented on paper.
Found in this story is the proto-type of the stream of consciousness techni-
que that would be used in “Hong Kong, 1960” and “Wandering in the
Garden.” v

There are signs of this kind of psychological introspection even in the
narratives of stories which do not make use of the special techniques men-
tioned above. We saw how the image of blood-red azaleas was made to func-
tion as an extension of Wang Hsiung’s psyche, and how Pai’s ironic use of
allusion provided insight into Wu Han-hun’s inner turmoil. But the success-
ful portrayal of character consciousness depends ultimately on an author’s
ability to balance the total narrative. Pai himself has commented on this
aspect of his western training and believes that he was particularly influenced
by Percy Lubbock’s account of “panoramic” ( $fifk ) and “scenic”
($ B 1) types of narrative in The Craft of Fiction. The book’s impact
on Pai can be seen in the following passage:

It became clear to me that within any novel, the proportion of description
and dialogue was of the utmost importance. I also began to realize that
Chinese novelists excel at dramatization [scenic]. The Dream of the Red
Chamber, The Water Margin, Chin P’ing Mei, The Scholars— all of these
rely upon scenic dialogue almost exclusively for their narratives; even pas-
sage containing simple description or analysis are very rare M

This new focus on balance would certainly help to explain Pai’s greater use
of dialogue in Taipei People and The Outcast as compared with his eatlier
works. Even so, there are many more descriptive passages in Pai’s mature
works than in the fiction of traditional writers. The descriptions are longer
and .much more lyrical; there is an indulgent lingering quality about them,
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which causes the reader to reflect about the broader meaning of the story.
One notices for instance the detailed descriptions of the opulent interior of
Madame Tou’s mansion in “Wandering in the Garden” and the power of the
“bleeding™ azalea passage already cited.

But if the Jamesian distinction between “pictorial” and “scenic” types
of narrative accounts for the differing narrative structure in Pai’s early and
mature works, it is not responsible for the technical excellence of “Wandering
in the Garden.” This story is in my opinion Pai’s most successful work and
is an important example of how western technique can be assimilated into
Chinese fiction. By introducing the & un-ch’i, Yu-yiian ching-meng ( 8
% % ) (two scenes derived from Tang Hsien-tsu’s [ 5 &5 i ] Mu-tan ting
[#t 7} =1),Pai makes use of allusion much as he did in “The Black Rain-
bow,” “A Touch of Green,” and “Death in Chicago.””* What distinguishes
this story from Pai’s earlier attempts is his handling of time.

“Wandering in the Garden” evolves around the figure of Lan T’ien-yii,
the lonely widow of a Nationalist general. Attending a formal banquet at
a garden party given by her friend Madame Tou, she is reminded of a similar
party held some twenty years before. The inherent similarity of these two
occasions provides a.parallel framework for Lan Tien-yii’s consciousness,
her mental associations linking past with present. Pai tightens this framework
even further through the use of allusion: at each party, the protagonist
plays the role of Tu Liniang and sings “Sudden Awakening” (literally,
“startled awakening from a dream,” #%£% ). From a structural point of view,
within the narrative she is Tu Li-niang for a few moments. We see Lan T’ ien-
yu first at the Tou mansion in the present, then, crossing back in time to that
earlier party in Nanking where she lost her lover Staff Officer Cheng. Finally,
we see her as Tu Li-niang, just awakening from her dream. In Pai’s narrative,
these three separate identities merge together as a single consciousness. ;

Meaning in the story is subsequently a function of the relationship
between these different aspects of Lan Tlien-yii’s identity, and 1s understood
only as the plot progresses in time. As Joseph Lau has remarked, although
“Lan T’ien-yl has willfully amalgamated her past with the present for her
own escape, she is nevertheless powerless to stop the onrush of obiective
reality around her.”*® When her performance—and her stream of conscious-
ness—come to an end, the reader is reminded that she was only “acting”
the role of Tu Li-niang, that her affair with Cheng has long since ended.
Indeed Lan Tien-yi herself readily admits that she has a difficult time
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distinguishing between present and past: ““Taipei’s changed so much that I
hardly recognize it anymore—there are so many skyscrapers now.”%’

It is possible that Pai’s treatment of consciousness and its structure in
time was influenced by his reading in Faulkner, especially in The Sound and
the Fury. Certainly in the Benjy chapter, we can find past and present
being presented simultaneously as memory and lived experience. Western
in origin, this kind of parallel structure can be foundin its purest form in
the philosophies of Henri Bergson in his distinction between “spatial” and
“pure” time: '

The entire system of Bergsonian philosophy depends on . . .special mo-
ments of introspective vision which are determined aesthetically by an art
form, preferably music, that relies more on pattern than on representation,
which are determined philosophically by a parallel usage of time and space,
and which are determined psychologically by an abstract view of con-
sciousness caught up in an uninterrupted flow or movement.*

Whether Pai was influenced by Bergsonian ideas as found in The Sound and
the Fury, in Finnegans Wake, or in any other source, it is nevertheless clear
that these principles are the operative factors responsible for the success of
“Wandering in the Garden.” Significantly, Pai’s knowledge of Peking-Opera
and k’un-ch % give him a control over this story not possible in his handling
of “Lorelei” and “A Touch of Green.”

It is interesting to note how many of Pai’s stories are framed around
musical structures. More often than not, he depends upon representational
meaning rather than the formal arrangement of the songs, but there are
exceptions. “Hong Kong, 1960,” for instance, is structured around a quasi-
musical cadence—the chanting cry of the street vendor, peddling cassia-
flavored sweets ( #£ 7F /2 ¥ ). Ultimately, however, it is “Wandering in the
Garden” which best utilizes the fluidity of the musical form itself to com-
plement the haunting theme of his story— the passing of time.

To what extent can one credit the success of “Wandering in the
Garden” and Pai’s other mature works to his experimentation with western
literary forms? The question is not an easy one, and perhaps should not be
raised at all. There certainly seems to exist 4 formal cchesion characteristic
of western fiction which is unusual in other Chinese contexﬁp'orary short
stories, but this formalism could conceiveably be traced back to classical
Chinese poetry and other classical genres (kun-ch’i, for example), virtually
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unrivaled in their structural complexity. Furthermore, we have seen that
some of Pai’s earlier stories most obviously modeled on western literature are
rather mediocre in quality. As works of art, such stories as “The Black Rain-
bow” and “Youth” lack both the integrity and the unity of pieces like “The
Song of Liang Fu” ( B4 14 ) (modeled after The Romance of the Three
Kingdoms) and “Wandering in the Garden.” Clearly, the use of a western
theme or technique is in itself not enough to assure the success of the story;
it is at this point that Eliot’s ““talent’” figures most prominently.

In the final analysis, a study of “western” influence in Pai’s early stories
can be best used to trace his development as an author in search of a form.
In this context, “Death in Chicago” becomes even more significant in Pai’s
artistic development, for it represents the purged guilt feelings of not only
a son, but a citizen and an artist as well. It was after the completion of this
story that Pai became able to assimilate westetn techniques into his works
unemotionally, selecting and discarding as necessary. Thus his mature works
should be recognized not merely because they are the end products of a long
period of experimentation with western literary forms, but because they are
attempts at formal perfection on the one hand, and representational truth on
the other. The results of these efforts have sometimes contained untradi-
tional elements, but the stories themselves are as Chinese as the author who
wrote them.
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APPENDIX

Death in Chicago

by Pai Hsien-yung
Translated by Susan McFadden

“Wu Han-hun, Chinese, 32 years old, Ph.D. in English Literature, graduated
from the University of Chicago on June 1, 1960...7”

Having taken part in the commencement exercises, Wu Han-hun
returned to his apartment and arranging and rearranging the words of his
resumé in his mind, but each time he thought about it, he felt more at a loss
about what he should do. At the top of the job application form, there was
a space for him to write a short autobiography. So he had started off with
these lines, but had never been able to continue. Wu stared vacantly at the
sheet which had lain untouched in the typewriter for several days now.
Suddenly those twenty-odd words began to creep along the page like an army
of ants transporting the hulks of dead insects. Wu Han-hun forced his eyes
closed with a shudder as drops of cold sweat began to bead upon his fore-
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