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Introduction
Eileen Chang: A Life of Conflicting Cultures in

China and America

Kam Louie

Eileen Chang [Zhang Ailing 5% ¥%] was born into a large Shanghai family in
1920 and died alone in Los Angeles in 1995. In accordance with the terms of
her will, she was cremated and her ashes were scattered to the wind. Since her
death, Chang’s life and writings have been closely scrutinized and her literary
work has extended its reach through translations and screen adaptations.
Chang herself retold her personal stories in different languages and from
different perspectives, times, and places throughout her life, so these recent
renditions build upon a lengthy tradition of retellings.

Since Chang’s death, her life and times have been accorded more critical
and popular attention and significance than ever before. In recent years, the
number of articles and books about Chang has continued to multiply. However,
there is still relatively little written about her in English. This book seeks to go
some way to correcting this imbalance. And this introduction provides a short
summary of Changss life, pointing to junctures that provided the impetus for
her creative output. It pays tribute to this remarkable woman and will hopefully
elicit many more studies that will give her further life. Eileen Chang’s experi-
ences and observations are worth telling, not only because she lived in excit-
ing times and places, but also, as Eva Hung remarks, because “circumstances
and temperament combined to make her an observer of the details of Chinese
urban life at a time when the majority of writers felt that it was their obligation
to look at the grand picture,”! and she was almost unique in the honesty with
which she recorded her reactions to life around her.

The essays in this book reveal a highly observant young woman weaving
tales of romance amid war and “fallen” cities. When she was older, during the
latter part of her American sojourn, she seemed to live in deafening silence
and isolation. But her inner life, harking back to her days in Hong Kong and
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2 Eileen Chang

Shanghai, was still filled with stories of romance, this time more personal and
complex. Despite a long writing career, Eileen Chang seemed obsessed with
those few years in the early 1940s when she was one of the most celebrated
writers in Shanghai. Her best creative works, whether written in China or
America, center on that period. While she wrote some novels about Communist
China in the 1950s, these novels, in keeping with the political requirements
of the time, are about peasants, and Chang clearly did not write them with
much personal knowledge or commitment. They had little impact then, and it
is unlikely they ever will. In keeping with Chang’s own focus, the essays in this
book mostly relate to her observations and reminiscences of her Hong Kong
and Shanghai years, although the rehearsals of these memories took place over
the course of several decades. Because it is not the content but the way in which
she expressed her memories that is most interesting, the chapters of this book
are arranged so that Chang’s major works are discussed approximately in the
chronological order in which they were released.

Eileen Chang’s penchant for evocatively recalling the lives of members of
wealthy families in decline in occupied Hong Kong and Shanghai meant that
there was no way her writings could thrive in the Mainland in the 1950s and
60s, no matter how dispassionately she expressed herself. However, her work
continued to generate interest in Taiwan and Hong Kong. As well as critics such
as C. T. Hsia and David Wang who though based abroad publish in Chinese
and so exert an influence in the Greater China region, numerous critics who
are based in Taiwan, Hong Kong, and increasingly Mainland China, such as
Shui Jing (7K ), Tang Wenbiao (J 3CH%), Chen Zishan (B 13 ), William Tay
(BRA8FR), Joseph Lau (#I4H#4) and Zhang Jian (5%fi), continue to publish
volumes on Chang’s writings. More importantly, in Taiwan in particular, many
creative writers have been influenced by Eileen Chang, to such an extent that
several generations of “Chang School writers” are said to have emerged.?

Indeed several of her novels have been made into plays and films in the
last few decades, and her popularity has increased as a consequence. But, as
indicated above, she has remained relatively unknown among the lay reading
public in the West, despite having written and published several novels in
English. Until recently, only a few scholars in the West had researched her work
in depth, and even this was mostly due to C. T. Hsia’s claim in his authorita-
tive 1961 book on modern Chinese fiction that she was “the best and most
important writer in Chinese today”® But such praise only reached readers
interested in contemporary Chinese literature, and they were few in number
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outside Hong Kong and Taiwan. However, in the last few years, thanks to the
success of Ang Lee’s film Lust, Caution (ff > 7, 2007) and the controversies
surrounding it, interest in Chang’s work has received an international boost
beyond Sinological circles. Given the truly modern concerns that Eileen Chang
represented, this international recognition is timely.

In today’s world where cultures collide and interact in so many different
ways and places, Eileen Chang presents a fascinating study. She came from a
distinguished family—her great-grandfather was Li Hongzhang (%3 %), the
eminent late-Qing official. As well as having suppressed several rebellions,
Li Hongzhang was known to Westerners as the Superintendent of Trade—
the chief architect of foreign policy in the late Qing. He was such a highly
regarded figure that Queen Victoria made him a Knight Grand Cross of the
Royal Victorian Order. Despite this pedigree, the family fortunes had declined
considerably by the time Eileen was born. She was named Zhang Ying (5 %),
but her Europhile mother changed this to the English-sounding Zhang Ailing
(i.e. Eileen Chang 7% ¥) when she was ten years old.* As Karen Kingsbury
remarks, “even Eileen Chang’s name speaks her dual heritage: a surname linked
to the declining patriarchal world of the late imperial scholars and statesmen;
and a maternally bequeathed, English-derived given name, with its associa-
tions of modern-style female assertiveness”” Indeed, her mother so admired
things European that, when Eileen was only two, her mother left for the UK,
and stayed there for five years. From a very early age, then, Eileen’s life revolved
around Chinese high culture and the imagined allure of Europe.

Despite being born into a privileged family with such a cosmopolitan back-
ground, Eileen Chang was not a happy child. Not only was her mother more
concerned with personal liberation than with her children’s happiness; her
father, like so many of his class and generation, led a dissolute life, taking on a
second wife and using opium. Her parents’ irreconcilable differences and the
consequent drawn-out estrangement and divorce embittered them both and
had a lasting impact on the hapless child. Eileen recalls that “Dream of Genius”
(KA %, 1940), her first story, written at the age of seven, was about a family
tragedy, and her second story was about a young woman who commits suicide.
Her first published work, which appeared in her school magazine when she
was only twelve, was appropriately titled “The Unfortunate Her” (/) i,
1932).° The story is only a few pages long, but the protagonist’s lament—at
seeing her best childhood friend with a loving family as an adult—that “I
cannot bear to see your happiness, it only accentuates my sadness,”” already
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foreshadows the maudlin tone of her writings decades on. Indeed, Eileen
Chang’s descriptions of dysfunctional families such as the short story “The
Golden Cangue” (87T, 1943) stand as some of the best fictional pieces in
modern Chinese literature. While “The Unfortunate Her” verges on preten-
tiousness and childish self-pitying sentimentality, it foreshadows many of the
emotions and themes of Chang’s later writings. The young protagonist may not
be a likeable character, but her feelings are sincerely expressed and are far from
insipid. Apart from the obvious envy she manifests for her friend’s perceived
existence, there is a sad yearning for a loving and harmonious family life.

“The Unfortunate Her” was published a year after Eileen Chang’s parents
divorced. In the same year, her mother again left for Europe, her father remar-
ried, and Eileen’s relationship with him deteriorated. In the spring of 1938, after
a particularly vicious argument with her stepmother, her father beat Eileen
heartlessly and isolated her in a room for several months before she was able to
escape to join her mother, who had by then returned to Shanghai. While locked
up, Chang suffered from dysentery and nearly died. She wrote about this inci-
dent and her unhappy childhood in an essay entitled “What a Life! What a Girl’s
Life” (1938), which was published in the English language newspaper Shanghai
Evening Post. Thus, right from the beginning, Eileen Chang demonstrated that
she was keen to reach out to both English and Chinese readers. She contin-
ued to refine and utilize her bilingualism and biculturalism during the course
of her writing career. In her teenage years and earliest publications, Chang
already portrayed the themes that were to be repeated throughout her writing
career: the misfortunes that befall young women and the warped families of
urban China at that time, which give rise to emotionally isolated and crippled
personalities. That lingering sense of melancholy and desolation was to reso-
nate throughout her creative works. By Chang’s own reckoning, the word she
used most often is “desolation” (e i), reflecting the mood that dominates her
writings.® Indeed, Lin Zou argues that Chang was able to develop this feeling of
desolation into a very successful aesthetics for the commercial consumption of
the petty bourgeois.’

Despite her literary talent, Eileen Chang’s family circumstances meant
that for much of the time she was literally locked up, with nothing to do but
dream and read, and as she grew older she became increasingly introverted.
Unlike most of her contemporaries who were swept up in the New Culture
and nationalist movements, her concerns were focused on personal rather
than national salvation. The dramatic social upheavals taking place in China
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at the time were only background noise in her writings. In the midst of the
Japanese invasion of Shanghai in 1937-38, Chang was recounting in her essay
“Whispers” (A, 1944) her misfortunes as a young girl struggling to survive
her father’s drug-induced violence and mother’s self-indulgent bohemianism,
even as some of the fiercest fighting in modern times was claiming hundreds of
thousands of lives around her. The whole essay focused on the family violence
at home, and we only hear of the war because “we were kept awake at night
by the shelling” The only other mention of it is when Chang “wished a bomb
would land on our home. I would have been happy to die along with them”*
Eileen Chang’s ability to write about very personal turmoil in the midst of great
human upheavals as if such upheavals were happening elsewhere makes her
unique in modern Chinese literature. It also meant that she was, as she inti-
mates, not able or willing to parrot the nationalist or revolutionary slogans so
prevalent in that era. Such isolationism in the midst of war and revolution was
considered a great shortcoming in those days. Indeed, Chang’s unhappy child-
hood meant that she became, as her brother recalls, “self-defensive, selfish and
self-absorbed.*!

Nonetheless, it was not all tragedy and unhappiness. In 1939, Chang went
to study at the University of Hong Kong, with the understanding that she
would proceed directly to Oxford for further study. She worked hard and
did so well that she achieved very high grades and won two scholarships.
Unfortunately, the Japanese occupation of Hong Kong after a short but brief
battle in December 1941 and the consequent closure of the University meant
that she was not able to graduate, and her plans to study in England were also
dashed. Nonetheless, her years at the University of Hong Kong were pivotal
in the evolution of Eileen Chang as an author. The University had an inter-
national faculty and student body. While there, she met a diverse range of
people from different parts of China as well as Southeast Asia, many of whom
she would draw upon for inspiration in her later writings. She also made a
number of good friends, one of whom, Fatima Mohideen (Yanying R, was
a cheerful and intelligent woman. Their friendship was to last throughout their
lives. In fact, Yanying was probably the only friend that Chang truly admired
and loved. Yanying’s wit and good humour can be glimpsed in the “Sayings of
Yanying” (R P55 8%, 1944) that Chang collated and published.?

The University of Hong Kong also provided the linguistic environment that
enabled Chang to perfect her English writing skills. In fact, she made a com-
mitment to only writing in English during the time she was in Hong Kong, to
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the extent that when she returned to Shanghai in 1942 and tried to enroll in St.
John’s University she failed to get in because her Chinese grades were too low.
But her English was so good that her early paid writings were film criticism
pieces she wrote in 1942 for the only English language daily in Shanghai at the
time, Shanghai Times. She also wrote essays for magazines for the English read-
ership in China on aspects of Chinese life. Essays such as “Chinese Life and
Fashions” (1943), published in The XXth Century, demonstrated her increasing
awareness of how the mundane in Chinese culture could interest foreigners.
Furthermore, the sojourn in Hong Kong enabled her to look at her native city
from a distance—a crucial factor in developing her sensibility to Shanghainese
culture. In her 1943 essay “Shanghainese, After All” (B|JiKJ2& LA, 1943),
she shows how she came to really understand the Shanghainese by contrast-
ing them with people from Hong Kong. Much like the present day, in Eileen
Chang’s time these were the two most cosmopolitan and exciting cities in
Greater China. Clearly, her time in Hong Kong allowed her to gather much
material and inspiration for her subsequent creative writing.

In the few years after she returned to Shanghai in 1942, Eileen Chang pro-
duced several short stories that catapulted her to celebrity status as a young
fiction writer. Her hugely popular “debut work” “Love in a Fallen City” ({f
1,2 %%, 1943) is rare among her fiction because it can be read as a romance
with a happy ending. The story is also significant because barely a year after it
was published, a script for “Love in a Fallen City” written by Eileen Chang was
staged successfully, demonstrating her ability to write across a variety of genres.
The first chapter of this volume is on male-female relations in “Love in a Fallen
City;” and Chapter 2 focuses on how the play has been rewritten for contem-
porary audiences in Hong Kong and cities in North America. In Chapter 1, I
describe how the young Chang was quite different from other more “main-
stream” writers of the time in her portrayal of romance and men, particularly
Westernized men. Indeed, even though she saw her stories as “romances” ({8
#7), her views were highly pragmatic and almost unromantic in terms of the
characters’ attitudes to love and marriage. The adaptation of the short story for
the stage so soon after the former appeared is telling, but more significantly, in
Chapter 2 Jessica Li demonstrates how its “new” version shows that Chang’s
works are, with few alterations, still highly relevant in a totally different culture
and time. The changes to the story, while small, are significant: in contempo-
rary Hong Kong, the female search for true love is paramount—diverging from
the original story’s emphasis on marriage as the ultimate goal.
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While these romantic tales were influential and helped propel Chang to fame,
her more tragic stories demonstrated to greater effect Chang’s skills in charac-
ter development and in portraying the stifling effects of family life. They are a
cutting and merciless description of men and women and their relationships in
a changing China. “The Golden Cangue” (1943) and “Red Rose, White Rose”
(AL B B0E, 1944), published a couple of years after Chang’s return to
Shanghai from Hong Kong, reveal the moral disintegration of women (in the
former story) and men (in the latter, also discussed in Chapter 1) caught up in
a Shanghai on the cusp of transforming into a modern society in the early years
of the twentieth century. There is no doubt that characters such as Cao Qigiao in
“The Golden Cangue” are some of the most memorable and iconic personalities
in modern Chinese literature. Indeed, C. T. Hsia claims that Chang has success-
fully combined Chinese and Western styles of fiction writing in “The Golden
Cangue,” opining that this is “the greatest novelette in the history of Chinese
literature'* Certainly, Qigiao encapsulates very effectively the frustrations and
destructiveness of a woman who is situated in a modernizing world but trapped
in a stifling traditional family. According to Eileen Chang’s brother Zijing, Cao
Qigqiao is based on a real aunt, a capable village girl who was married into the
Zhang family through marriage to an uncle who had rickets. Apparently, Eileen
Chang’s portrayal of this woman is accurate."®

Unlike her fictional creation Cao Qiqiao, Eileen Chang herself was not a
victim of circumstance. She was determined to break free of the shackles of
the family system that threatened to destroy her life, and at the same time to
build her reputation as a writer. Following the success of “Love in a Fallen
City” and “The Golden Cangue,” Chang continued to produce a series of
short stories such as “Shut Down” (¥$H, 1943), “Red Rose, White Rose,” and
“Waiting” (%%, 1944). At around the same time, she also wrote a number of
very influential essays such as “From the Mouths of Babes” (# 5 &, 1944)
and “Whispers,'¢ expressing her innermost thoughts about her private life
and the world around her. These essays invaluably document how a sensitive
observer perceived everyday life in Japanese-occupied Shanghai. Even in occu-
pied Hong Kong or Shanghai Chang’s career blossomed, as indicated by the
success of her stories. Her success in Japanese-occupied Shanghai showed that
she was capable of operating easily in the Chinese-Western binary, but also
in the milieu of Japanese occupation. As Nicole Huang shows in Chapter 3,
she was an incredibly savvy operator who was able to bridge a variety of cul-
tures and languages. Her popularity in Taiwan in later years suggests that she
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had pan-Asian tastes. This may be due to her ability to delight in the universal
and sometimes sublime significance of the mundane, such as clothing. Not
only did Chang have an eye for the everyday; her genius lay in her ability to
delight in “romancing the ordinary”" even at times of social dislocation. As
well as illustrating this point, Esther Cheung in Chapter 4 demonstrates how
Chang’s fiction and essays weave an intricate relationship between the literary,
the mundane and gender. Cheung shows that this relationship is not just a
“fashion show” that displays the surface of a shallow modern Shanghai, but can
be traced to an ancient memory of Chinese antiquity.

With the publication of her early stories and essays, Eileen Chang won
many admirers, one of whom was Hu Lancheng (#H%), a cultured litera-
tus who served in Wang Jingwei’s puppet government. Holding an important
government position as an undersecretary in the Ministry of Information, Hu
had considerable influence in the cultural sphere. He was editor of the literary
journal Bitter Bamboo Monthly (777 / 1), in which Eileen Chang had some
essays published, including her response to critics of her work, most notably Fu
Lei, who had earlier claimed that stories such as “Love in a Fallen City” were
too ornate and lacking in substance."® When Hu met Chang he was already
married. This did not stop him from pursuing her, and he published glowing
essays in praise of his latest romantic interest. He describes Chang as a staunch
upholder of individualism, and likens her to a goddess who places great value
on both human beings and the material world." A year later, he wrote another
essay in which he compares Chang to the leftwing writers. He accuses the
leftwing writers of promoting collectivism without understanding that collec-
tives are made up of individuals and claims that in order to write about the
masses well, one must know about relationships between individuals. That, he
says, Chang does well.*

By the time this second essay was published in June 1945, Hu and Chang
had already been married for nearly a year. Their courtship and ensuing
doomed marriage would have been non-controversial had the times been
normal. Indeed, Chang would have been happy with Hu Lancheng had he
been a more devoted husband. But the times were abnormal, and though
talented, Hu was powerful mainly because he was an official in the puppet
regime that owed its existence to the invading Japanese. To make matters
worse, when the Japanese were retreating and Hu had to go into hiding, he
continued his womanizing ways and became romantically involved with
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other women even after Chang had sent him money to help him survive.
Her deep sense of betrayal comes through in her recollections of this period.
In Chapter 5, Shen Shuang points out that one reason the readership in the
Mainland has been so fascinated by Eileen Chang in recent years could be
because the Mainland is still feeling the effects of the Cultural Revolution,
when stories of betrayal by family members and close friends were wide-
spread. Shen uses Chang’s narratives to explore the relationship between
the sense of betrayal, historical memories, and the formation of the Chinese
identity. She goes beyond the conventional perception of betrayal as immoral
or unethical, and demonstrates how Chang’s case shows that it is best under-
stood in historical and personal contexts.

Even though her writings have experienced a revival in recent decades in
the Sinophone world, including Mainland China, Eileen Changs life as wife
of a Japanese collaborator and her insistence on being “apolitical” made her
unwelcome in Communist China after 1949, although her literary talents
did help her to lead a reasonably successful life there for a couple of years
under the new regime. In fact she published the novel Eighteen Springs (1
J\F) in 1950, and even participated in the inaugural Writers' and Artists
Conference in Shanghai in 1950. But in 1952 she went back to Hong Kong,
where she worked for the United States Information Service, and wrote the
novel The Rice-Sprout Song (1955) in English.*! Produced in the opening stages
of the Cold War, the novel could be considered a propaganda work showing
the widespread suffering being experienced in China. In the same vein, Chang
also finished the novel Love in Redland (77#i 2 %), which she subsequently
translated into English as Naked Earth (1956).* In these works she again dem-
onstrated her ability to manage two entirely different languages and cultures.
She then went to America in 1955, where, apart from a short spell in Taiwan
in 1960-62, she remained until her death in 1995. In America, Chang spent
some years immersing herself in classical Chinese literature. She loved English
literature, but was also thoroughly conversant with traditional Chinese fiction,
which she adored. When she obtained some short-term research positions
at universities in America such as the University of California, Berkeley and
Miami University in Ohio, she translated The Sing-song Girls of Shanghai (¥ -
TE%112#, 1894) and researched the novel Dream of the Red Chamber (ALHEEE,
1792). Such academic work was probably considered “safe” given the Cold War
climate of the time. As Wang Xiaojue indicates in Chapter 6, Chang’s Dream of
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the Red Chamber research and forays into screenwriting are best appreciated in
the wider context of Cold War politics and how they affected diasporic writing
across disparate languages and cultures.

In stark contrast to her self-proclaimed haste to publish and become famous
when she was younger, the semi-autobiographical works Chang wrote in adult-
hood literally took years to appear. The most significant work (if only because it
resulted in the film that launched her twenty-first century international fame)
is “Lust, Caution,’® a short tale that underwent several revisions before being
published in 1978. As noted above, the story twists the martyrdom of the beau-
tiful secret agent Zheng Pingru (1918-40) into a tale of betrayal. Zheng failed
to assassinate Wang Jingwei’s security chief Ding Mocun; she was executed, but
never betrayed her comrades. However, in “Lust, Caution,” the heroine warns
her lover/would-be victim moments before the assassination attempt, and he
escapes. He quickly rounds up all the conspirators (including the heroine) and
has them executed. Critics such as Cai Dengshan have written in depth about
the historical events to reflect on Chang’s complicated love affairs and mar-
riages in complex political intrigues and times,** and other critics have also
comprehensively explored the connections between and controversies sur-
rounding Eileen Chang’s story and Ang Lee’s film.*

Neither the story nor the historical incident would have come to inter-
national attention but for the fact that Ang Lee chose to make a film based
on this tale of multiple betrayals. And, to borrow a phrase from Lee Haiyan,
Ang Lee’s film successfully shows how the collaborator security chief gets
“under the skin” of the young protagonist Wang Jiazhi by way of a series of
explicit sadomasochistic scenes in the movie. When he gives her an expensive
diamond ring at the climactic point just before the assassination, she momen-
tarily believes that this sadistic security chief is in love with her and warns him
to escape; in so doing, she betrays her comrades, herself, and the nationalist
cause. While Ang Lee has liberally reinterpreted the relationship between the
heroine and her lovers/comrades, his film vividly captures the sexual-political
dimensions of the story and makes explicit the many layers of betrayal that the
story narrates.

The results of the “partnership” between two of the most talented artists in
twentieth-century China in the production of the film is the focus of atten-
tion in Chapters 7 and 8 by Gina Marchetti and Hsiu-Chuang Deppman. Gina
Marchetti’s chapter plays on the idea of betrayal, showing how Lee’s film goes
beyond Chang and betrays its literary source. She shows how Lee appreciates
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the perspectives of all his characters, transforming Chang’s anger toward Yi
(and men of his ilk) into some form of understanding. Deppman by contrast
shows that despite using different framing strategies, Chang and Lee “match”
each other and in their different ways both present the issue of human cruelty
extremely adroitly employing the resources at their disposal. Certainly, both
the novel and the film are finely crafted works, and both are multi-layered,
multi-vocal texts. However, even though the subtle psychological portrayals of
the interplay between individual romantic reveries and the political demands
of wartime nationalism may owe something to Eileen Chang’s personal experi-
ences, “Lust, Caution” is a work of fiction.

In real life, Eileen Chang actually married Hu Lancheng, even though the
marriage did not last long. Despite a couple of attempts to save it, Hu Lancheng’s
infidelities and the collapse of the puppet regime that he served caused the
couple to go their separate ways. After Japan surrendered, Eileen Chang was
in danger of being officially charged with being a “cultural traitor”—indeed,
this was a label she was given by some in Shanghai after the War ended—in
the same way that Wang Jiazhi (and even the actress who played the role) in
“Lust, Caution” has aroused unforgiving accusations of selling out. In June
1947, Eileen Chang divorced Hu Lancheng, who escaped to Japan in 1949. The
story was published over thirty years after they separated, so if it was indeed a
result of Chang’s tumultuous marriage to Hu, it does seem he “got under her
skin” Even though “Lust, Caution” underwent several revisions before it was
published, it is a relatively short piece in the Chang oeuvre.

In the last decades of her life Eileen Chang was deeply involved in writing
two long novels, one in Chinese and one in English. She began writing the
Chinese work, the semi-autobiographical novel Little Reunion (/)N# [H]), in
the early 1970s. By July 1975, she had finished half of it. But the novel was
only published posthumously in 2009. This was due mainly to the advice
and intervention of her friend and quasi-literary agent Stephen Soong (K
), who feared that Hu Lancheng would profit from her fame or use her
personal revelations to harm her.?” Undoubtedly, fans will continue to specu-
late about the feelings Eileen Chang and Hu Lancheng had for each other
or whether publishing Little Reunion before she died would have had any
effect on Chang’s reputation.® But as Pang Laikwan illustrates in Chapter 9,
Chang’s alter ego in the novel, Julie, seems to be most passionate towards the
character in the novel that is Hu Lancheng’s counterpart. Pang deftly looks at
the dilemma of someone like Eileen Chang, who could be almost detached
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and merciless in her assessments of people but could at the same time create
so lovingly and in such detail some of the most memorable characters in
modern Chinese literature. Pang gives us a number of perspectives on the
meaning of the term “tuanyuan” ([, reunion) and what it suggests about
human relationships, especially those between the protagonist Julie and
her mother and lover, who seem to be unambiguously modelled on Eileen
Chang’s own mother and Hu Lancheng.

Cold war politics and other world tensions might have created in Chang a
sense of insecurity about the possibility of personal and political betrayal. But
as Sang Tze-lan shows in Chapter 10, instead of radically revising the manu-
script of Little Reunion, as suggested by Stephen Soong, Chang chose to delay
and withhold the novel from publication, effectively demonstrating her lack
of concern about her “moral” reputation or whether she would be bothered
by the ageing Hu. In this way, Eileen Chang seems to have transcended the
conventional ideologies of motherhood and nationalism. If she was insecure
about human relationships, it could have been due as much to her parents—a
mother who “abandoned” her twice to go to Europe when she was very little,
and a father who sided with her stepmother and beat her savagely—as to her
failed marriage to Hu Lancheng. It could even be argued that she looked for a
parental figure in her relationships. Hu Lancheng was fifteen years her senior
and Ferdinand Reyher (1891-1967), her second husband whom she married
in 1956, was thirty years older. More significantly, while Chang had herself
worked for the American Information Service, which at that time was mostly
concerned with fighting Communism, Reyher was known to be leftwing and
sympathetic to the Communists, and a close collaborator of Bertolt Brecht.
Coming at the height of the Cold War and fears about the Red Peril, this sug-
gests that Chang was unconcerned about whether her private affairs would
harm her reputation politically.

Unless her unpublished papers, which Roland Soong is now gradually
making public, tell us otherwise, Chang’s main concern in America was liter-
ally how to survive with minimal fuss. There is little to indicate that she was
involved in social action in America, and she was probably even less active
politically there than she had been in China. Even though Eileen Chang
spent more than half her life in America and was married to Reyher for over
ten years, and despite the fact that in recent years there have been waves of
“Eileen Chang fever” and her life and works have been subjected to minute
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examination in Taiwan, Hong Kong, and Mainland China, there has been
nothing major written about her life in America or her marriage to Reyher,
apart from an excellent book by Sima Xin. C. T. Hsia remarks that the absence
of even one photo of Reyher in Chang’s book Mutual Reflections: Looking at My
Old Photo Album (¥HEC : B EHAT, 1994) is a “strange” situation.” In
fact, this “strange” phenomenon seems to characterize the second, “American”
half of Chang’s life. She became more and more introverted, and did not say
much about America at all, but instead repeatedly revised what she had written
about her life as a young woman in Shanghai and Hong Kong, or translated
and interpreted traditional Chinese novels such as Dream of the Red Chamber
and The Sing-song Girls of Shanghai. She became increasingly reclusive, and by
the end of her life was taking great precautions to avoid being bothered by visi-
tors. Her introspection did produce some extremely enlightening novels. As
early as the 1950s, she began writing the novel The Book of Change in English.
This project was so large that it eventually became two books, with the first
part becoming The Fall of the Pagoda. The two semi-autobiographical novels
that resulted recapture Chang’s memories from her earliest childhood until she
returned to Shanghai from Hong Kong. She was never able to find a publisher
for these books, and only in 2010 did they appear with Hong Kong University
Press amid great anticipation and acclaim.

In Chapter 11, which focuses on these posthumously published works,
David Wang shows that the way in which Eileen Chang repeats herself has
given rise to a peculiar poetics, one that highlights not revelation but deriva-
tion. Because she was a sensitive person living in times of tumultuous cultural
transformation, her sensitivities are worth relating, and they are worth exam-
ining. At a time when most writers were obsessed with the idea of saving or
changing the Chinese nation or Chinese culture, Eileen Chang presents a per-
sonal story, one that she felt compelled to rehearse many times. She manages
to reveal her feelings and thoughts not via the theme of revolution or national
salvation so prevalent at that time, but through a deliberate involution in the
telling of her life. One thing is sure: this singular voice will continue to appeal
to readers, who will no doubt respond to it in their own individual ways.

The contributors to this volume have given their responses from different
perspectives to different aspects of Eileen Chang’s life and work. This is just a
beginning. I hope we have done Eileen Chang justice and that more research
on Chang and her times will follow.
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woman writer of the time who was not particularly friendly with Chang, also wrote
of Chang’s penchant for setting fashion trends. See Zhang Zijing 5% T #¥, My Sister
Eileen Chang )1 1h 7R % ¥¢ (Shanghai: Wenhui chubanshe, 2003).

The group photo is an index to important cultural figures in occupied Shanghai.
Chen Binhe (1897-1945), considered an enigmatic figure in modern Chinese
history, had many ties with the Leftist movement early in his career. He had been
an editor at Shenbao H 3 since the early 1930s, and was known as a fierce critic of
Chiang Kai-shek’s Nationalist government. In 1936 he fled to Hong Kong, only to
reappear in 1941 in Shanghai, where he was transformed into a promoter of pan-
Asian projects and ideologies. When the war ended, he fled to Japan, dying a mys-
terious death in a mental institution in 1945. Jin Xiongbai (1904-85), a well-known
figure in Shanghai’s newspaper circle, became a key member of the Wang Jingwei
government during the occupation. When the war ended, he was prosecuted, and
was imprisoned for a period of time but released in 1948. He lived out the second
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half of his life in Hong Kong and was the author of a series of memoirs about his
newspaper career and the vicissitudes of the Wang Jingwei administration.

See “A Roundtable Discussion on Sai Shokis Dance” /R HFEIEERR, The
Miscellany Monthly 12, 2 (November 1943): 33-38. For a discussion of Choe’s
wartime activities, see Sang Mi Park, “The Making of a Cultural Icon for the
Japanese Empire: Choe Seung-hui’s U.S. Dance Tours and ‘New Asian Culture’ in
the 1930s and 1940s,” positions: east asia culture critique 14, 3 (2006): 597-632. See
also Wen-hsun Chang, “Choi Seung-Hee and Taiwan: ‘“The Joseon Boom’ in Taiwan
of the Pre-war Period,” Platform Anthology: Asia Culture Review (September 2009):
28-32, and a short documentary on Choe titled Choi Seunghee: The Korean Dancer,
produced and directed by Won Jong-sun (West Long Branch, NJ: Kultur, 1998).
For a study of Chang’s essay writing, see Nicole Huang, Women, War, Domesticity:
Shanghai Literature and Popular Culture of the 1940s (Leiden: Brill, 2005), 122-58.
For a Chinese version of the relevant section, see Writing against the Turmoil:
Eileen Chang and Popular Culture of Occupied Shanghai BLI &5  5RE ¥ Blify
W3 IRp 10 b 9l SO 22 K 3B A3 304, trans. Hu Jing (Shanghai: Shanghai Sanlian Press,
2010), 149-92.

Original text in “Written on Water” Jii &, 1945, 7-8. The paragraph here is trans-
lated by Andrew E. Jones, in Written on Water, co-ed. with an introduction by
Nicole Huang (New York: Columbia University Press), 7-8.

See examples in Jacqueline Atkins, ed., Wearing Propaganda: 1931-1945: Textiles
on the Home Front in Japan, Britain, and the United States (New Haven: Yale
University Press, 2005).

My gratitude to Wen-hsun Chang, who shared her readings of these two portraits
with me.

See Written on Water, 53-54.

See David Schimmelpenninck van der Oye, “The Genesis of Russian Sinology,’
Kritika: Explorations in Russian and Eurasian History 1, 2 (Spring 2000): 355-64.
See also Schimmelpenninck van der Oye’s new book entitled Russian Orientalism:
Asia in the Russian Mind from Peter the Great to the Emigration (New Haven: Yale
University Press, 2010), in which he again traces Russian interest in the Orient to
well before the Revolution of 1917. The long history of the Institute of Oriental
Manuscripts in St. Petersburg, which can be traced to Peter the Great in the 1700s,
testifies to the genesis of Russian studies of Asia. By the 1860s, the acquisition of
various Asian languages had become of paramount importance to the Russian
Empire. See http://www.orientalstudies.ru/eng/ (accessed February 19, 2010). My
gratitude to Louise Young and David MacDonald for suggesting these sources.

See Written on Water, 30. Eileen Changs knowledge of the Japanese language
seems to have stayed with her in the later stages of her life. In Qiu Yanming’s 1987
interview with Wang Chen-ho F#{fll, Wang reminisces about the time when
Chang visited Taiwan in the fall of 1961 and briefly stayed at Wang’s parents’ home
in Hualian. Wang mentions that Eileen Chang could speak Japanese, and that her
conversations with Wang’s mother were often conducted in Japanese. See Qiu
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Yanming [ Z B, “Eileen Chang in Taiwan” 5RE ¥ 7E 51, in The World of Eileen
Chang SRE YT, ed. William Tay B34 £k (Taipei: Yunchen, 1989), 21.

See Written on Water, 141. Chang’s essay was originally published in Miscellany
Monthly in August 1944.

My translation.

See Sankashii zenchitkai (The Complete and Annotated Poems of a Mountain Home,
INZKEEA2GE#) (Tokyo: Kazama shobo B H 5, 1971), 142. T am grateful to
Charo D’Etcheverry who located the original poem for me.

Zhou's original Chinese translation is: “B R » FUET > TAMER > AA
Z [#] > BERI K HI”; rendered in English, it is almost identical to the revised text by
Shen Qiwu. See Zhi An IE /&, “On the ‘Bitter Bamboo Poem” ¥ 777, Southern
Weekly i J7# R, April 3, 2008.

Written on Water, 143. My translation.

See Shen Qiwu JLRUHE, “Random Notes from My Southbound Journey” B A€ bifi
2E | Bitter Bamboo 2 (November 1944): 11-12. My translation.

See Written on Water, 165-56.

See Ikegami Sadako, “Eileen Chang and Japan,” in Reading Eileen Chang, 86.

See Written on Water, 186.

See Written on Water, 185.

Toho's touring schedule is cited in Ikegami Sadako, “Eileen Chang and Japan,”
Reading Eileen Chang, 89-92.

Source cited in Yau Shuk-ting ES#UF, The Filmic Relations between Hong Kong
and Japan: In Search of the Origin of the Pan-Asian Film Sphere %5 H T B{R
SR R A4 2 JR (Hong Kong: Tiandi tushu, 2006), 54. An English edition
of Yau’s book was published as Japanese and Hong Kong Industries: Understanding
the Origins of East Asian Film Networks (New York: Routledge, 2009).

The most recent remake of the Tanuki Goten story was directed by Suzuki Seijun
KI5 H in 2005, and was also a musical, starring Zhang Ziyi as Princess Racoon.
See “On Dance;” in Written on Water, 189.

For a discussion of wartime transnational Japanese film culture in general, see
Michael Baskett, The Attractive Empire: Transnational Film Culture in Imperial
Japan (Honolulu, HI: University of Hawaii Press, 2008).

A list of Japanese films shown in Shanghai can be found in Yau Shuk-ting, The
Filmic Relations between Hong Kong and Japan: In Search of the Origin of the Pan-
Asian Film Sphere, 191-99.

See Yiman Wang, “Screening Asia: Passing, Performative Translation, and
Reconfiguration,” positions: east asia cultures critique 15, 2 (2007): 319-43.

See C. T. Hsia E ki, “Letters from Eileen Chang to Me” IREF LK ME T,
Unitas W& 3L 150 (April 1997): 155-58. My translation.

See Su Weizhen #f{& K, ed., The World of Eileen Chang, Sequel SR ¥ 15 >
AR (Taipei: Yunchen, 2003), 185-86. My translation.

“A Return to the Frontier;” The Reporter (March 1963): 38-39.

See Crown Magazine 278 MiF% 650 (April 2008): 70-91. My translation.
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My translation. The essay was first published in Heaven and Earth Monthly X3
MRS 18 (March 1945); reprinted in Lingering Melodies ¥ (Taipei: Huangguan,
1987), 49-63. The title implies a clever pun. The phrase shuangsheng ¥, meaning
two or more characters with the same initial consonant, is often used in conjunc-
tion with dieyun ¥, meaning two or more characters with the same vowel for-
mation. It is a linguistic terminology that suggests the basic rhyming principles in
the Chinese language, but can also imply a sense of harmony. For a discussion of
the roundtable talk as an important cultural genre in Shanghai of the 1940s, see
Nicole Huang, Women, War, Domesticity: Shanghai Literature and Popular Culture
of the 1940s, 75-76.

Lingering Melodies, 58-59. My translation.

Chapter 4

1.

10.

See Huang Ziping # T, “Changing Clothes’ and ‘Mutual Reflections™: Images
of Clothes and Ornaments in Eileen Chang’s Writings” B A4S FRIMEIA—k
EAE S I ACH, in Re-reading Eileen Chang T iR %2, ed. Liu Shaoming
BI48 4, Leung Ping-kwan FF 4, and Xu Zidong #F T3 (Hong Kong: Oxford
University Press, 2002), 132-39; and Rey Chow, “Modernity and Narration—in
Feminine Detail,” in Woman and Chinese Modernity: The Politics of Reading between
West and East (Minneapolis: University of Minnesota Press, 1991), 84-120.
See Chang Hsiao-hung 5/MIL, “Fetish and Eileen Chang: Sex, Commodity and
Colonial Charm” W) IREF, + ¥k - 7 i Bl R ZA U, in Reading Eileen Chang:
Collected Essays from the “International Conference on Eileen Chang Research” [
GRS oS B R T E SCEE, ed. Yang Ze Mg (Taipei: Maitian, 1999),
177-210; and Li Xiaohong Z2BE4L, Eileen Chang: In the Face of Tradition TH¥H{H
MR E ¥ (Kunming: Yunnan People’s Publishing House, 2007).
See Nicole Huang, Women, War, Domesticity: Shanghai Literature and Popular
Culture of the 1940s (Leiden: Brill, 2005).
Huang, Women, War, Domesticity, xxiv.
See Leo Ou-fan Lee 2, “Eileen Chang: Romances of a Fallen City;” in Shanghai
Modern: The Flowering of a New Urban Culture in China, 1930-1945 (Cambridge:
Harvard University Press, 1999), 267-303; and “Historical Associations 2” JEE 5 1
A (), in Reading Lust, Caution: Literature, Film, and History Wi > % 0 X
£~ % - JEL (Hong Kong: Oxford University Press, 2008), 87-96.
See Harry D. Harootunian, History’s Disquiet: Modernity, Cultural Practice, and the
Question of Everyday Life (New York: Columbia University Press, 2000), 5.
Walter Benjamin, Reflections: Essays, Aphorisms, Autobiographical Writings, ed.
Peter Demetz, trans. Edmund Jephcott (New York: Schocken Books, 1978), 182.
Quotation from Walter Benjamin, cited in Richard Wolin, Walter Benjamin, An
Aesthetic of Redemption (Berkeley: University of California Press, 1994), 130.
Huang, Women, War, Domesticity, 51.
Huang, Women, War, Domesticity, 128.
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See Lim Chin Chown M3EHM, Eileen Chang’s Discourse: Writing of Female
Subjectivity and Castration TRERFA - LV LB ESFBHHEET (Taipei:
Hungyeh Publishing, 2000), in which he argues that Chang’s fiction reveals a dual
consciousness. While Chang reveals how women in her time are subordinated to
tradition and patriarchy, she insists on a subversive attitude toward oppression.
Paul de Man, “Literary History and Literary Modernity,” in Blindness and Insight:
Essays in the Rhetoric of Contemporary Criticism (Minneapolis: University of
Minnesota Press, 1983), 157.

Charles Baudelaire, The Painter of Modern Life and Other Essays, ed. and trans.
Jonathan Mayne (London: Phaidon Press, 1964), 13.

The translation is taken from Eileen Chang, “Writing of One’s Own,” in Written on
Water i 5, trans. Andrew F. Jones, co-ed. with an introduction by Nicole Huang
(New York: Columbia University Press, 2005), 17.

Romances AT %] 4% (Shanghai: Shanhe tushu, 1946) was published two years
after the first edition. The enlarged edition contained five new fictional works and
an epilogue “Days and Nights of China” by Chang. In the preface, Chang revealed
that “Days and Nights of China” was developed from a poem of the same title that
she had written earlier.

Walter Benjamin, “Theses on the Philosophy of History,” in Illuminations, ed.
Hannah Arendt, trans. Harry Zohn (New York: Schocken Books, 1969), 258.

C. T. Hsia, A History of Modern Chinese Fiction, 1917-1957 (New Haven: Yale
University Press, 1971), 389.

Hsia, A History of Modern Chinese Fiction, 398.

Hsia, A History of Modern Chinese Fiction, 396.

Hsia, A History of Modern Chinese Fiction, 414.

In Wang Guowe’s critical essay “On the Dream of the Red Chamber” (ALHLZFT
7, 1904), he proposes two ways of classifying Chinese literature. Peach Blossom
Fan deals with history, politics, and the nation while Dream of the Red Chamber
tends toward the universal and the philosophical. See “On the Dream of the Red
Chamber,” in Wang Guoweis Three Literary Treatises T [k CE 52 =ff
(Beijing: The Commercial Press Library, 2001): 1-24.

See Liu Zaifu, “Eileen Chang’s Fiction and C. T. Hsias A History of Modern
Chinese Literature,” trans. Yunzhong Shu, MCLC Resource Center, July 2009.
http://mclc.osu.edu/rc/pubs/liuzaifu.htm (accessed February 19, 2010). The
original Chinese essay was first published in Re-reading Eileen Chang.

Liu, “Eileen Chang’s Fiction and C. T. Hsias A History of Modern Chinese
Literature?

Chang, “Writing of One’s Own,” in Written on Water, 17-18.

Chang, “From the Ashes,” in Written on Water, 52.

Chang, “Writing of One’s Own,” 17.

Chow, Woman and Chinese Modernity, 85.

Liu, “Eileen Chang’s Fiction and C. T. Hsias A History of Modern Chinese
Literature?
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Liu, “Eileen Chang’s Fiction and C. T. Hsias A History of Modern Chinese
Literature”

See Rey Chow’s Woman and Chinese Modernity; and Hu Lancheng SR, “On
Eileen Chang” 7R E ¥ (1944) and “Eileen Chang and the Leftist” JRE ¥ Bl A
IR (1945), in Writing in the Age of Turbulence BLTH 33X (Hong Kong: Cosmos
Books, 2007), 12-30 and 31-37.

See Henri Lefebvre, Critique of Everyday Life, trans. John Moore (London: Verso,
1991-2005).

Rob Shields, Lefebvre, Love and Struggle: Spatial Dialectics (London and New York:
Routledge, 1999), 65.

Harootunian, History’s Disquiet, 55.

See Benjamin, “Theses on the Philosophy of History;” 261-63.

Peter Osborne, The Politics of Time: Modernity and Avant-garde (London: Verso,
1995), 196.

Chang, “Epilogue: Days and Nights of China,” in Written on Water, 214.

See Georg Simmel, “The Metropolis and Mental Life;” in The Blackwell City Reader,
ed. Gary Bridge and Sophie Watson (Malden, MA: Blackwell Publishers, 2002),
11-19.

Chang, “On the Second Edition of Romances,” in Written on Water, 199.

Chang, “On the Second Edition of Romances;” 199.

See Lee, “Eileen Chang: Romances of a Fallen City” for his discussion of decadence
in Chang’s fiction.

Chang, “On the Second Edition of Romances;” 199.

Richard Lehan, The City in Literature (Berkeley and Los Angeles: University of
California Press, 1998), 73.

Osborne, The Politics of Time, 189.

See Sapajou with R. T. Peyton-Griffin, Shanghai’s Shemozzle (Hong Kong: China
Economic Review Publishing, 2007). The publication collates the cartoons crafted
by Russian army-lieutenant-turned-cartoonist Georgii Avksent’ievich Sapojnikoff,
who also went under the artistic alias of Sapajou. Sapojnikoff became a refugee
in Shanghai in 1920, and for fifteen years, beginning in 1925 and through the
Japanese occupation, published daily cartoons in the North-China Daily News, the
most influential English language newspaper of the time.

Chang, “Epilogue: Days and Nights of China,” 215.

Franz Kafka, The Diaries of Franz Kafka, 1910-23, ed. Max Brod, trans. Joseph
Kresh and Martin Greenberg (Harmondsworth: Penguin Books, 1964), 301.
Chang, “Writing of One’s Own,” 16.

Chang, “Writing of One’s Own,” 17.

Chang, “Writing of One’s Own,” 18

Chang, “Epilogue: Days and Nights of China,” 214.

This translation is taken from Eileen Chang, “Preface to the Second Printing of
Romances,” trans. Karen S. Kingsbury and Chang, Love in a Fallen City and Other
Stories (London: Penguin, 2007), 2.
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Chang, “Steamed Osmanthus Flower: Ah Xiao’s Unhappy Autumn,” trans. Simon
Patton, ed. Eva Hung, Traces of Love and Other Stories (Hong Kong: Research
Center for Translation, CUHK, 2009), 60.

Tao Fangxuan P75, Colorful Clothing of Eileen Chang 53 5——5RE ¥ (Hong
Kong: Joint Publishing, 2009).

Eileen Chang, Mutual Reflections: Looking at My Old Photo Album ¥t &3t © F&
JEAH{# (Hong Kong: Huangguan, 1994).

Chang, “Epilogue: Days and Nights of China,” 218.

Chang, “Chinese Life and Fashions,” Unitas ¥ & 3L 5 (1987): 71. The essay was
originally in English and published in The XXth Century 4 (January 1943): 54-61.
Chang later expanded it into a Chinese essay entitled “A Chronicle of Changing
Clothes” (BE AKX L, 1944).

See Chang, “Yanyings Catalogue of Clothes” #RAAHE, Ming Pao Daily News
(December 25, 2009): D06. The essay was originally published in April 1945 in Li
Bao, a Shanghai tabloid.

See http://online.sfsu.edu/~wenchao/translation/nora.pdf for Li Wenchaos new
translation of Lu Xun’s “After Nora Walks Out, What Then?” (accessed February
19, 2010).

Chow, Woman and Chinese Modernity, 85.

Chapter 5

1.

Based on the files of the poet Nie Gannu, which have recently been opened to the
public, writer Yu Zhen wrote a long article on the persecution of Nie before and
during the Cultural Revolution. The article contains many detailed descriptions of
the spying activities carried out by Nie’s friend, artist Huang Miaozi, whose reports
to the authorities caused Nie to be sentenced as “an anti-revolutionary element”
This article was published in the lesser-known journal The Chinese Writer H B {E
% in February 2009. On March 18, 2009, the popular essayist Zhang Yihe’s article
“Who Sent Nie Gannu to Jail?” appeared in Southern Weekly B /7 #7K. She later
wrote several other articles that revealed that the translator Feng Yidai had been
sent by the authorities to spy on her father Zhang Bojun. All of these articles were
widely circulated on the Internet after their publication, prompting many discus-
sions and debates in the public sphere.

The Taiwan and Hong Kong editions of Little Reunion /)N[#|[B] were published in
February 2009. The mainland Chinese edition of the novel did not come out until
April 2009, but many people had read sections of the novel on the Internet by the
time the mainland version was published.

For mainland criticism of Ang Lee’s film and Chang’s short story, see the website
“Utopia” (http://www.wyzxsx.com/), which organized a discussion forum on both
texts. Many articles included in this forum had previously been published in the

« »

print media. See Huang Jisu’s articles, “Lust, Caution’ and Eileen Chang,” “Lust,
Caution’ and Ang Lee,” and “China Has Stood Up, but People Like Ang Lee Are
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Still Kneeling Down,” all of which can be found on “Utopia” as well as many other
websites.

Conventional interpretations of Eileen Chang’s works portray her as an aesthetic
writer not concerned with major political issues. One can trace the origin of this
line of criticism to C. T. Hsia’s A History of Modern Chinese Fiction (1961), which
was the first academic endeavor to seriously consider Chang’s work in the context
of modern Chinese literary history.

See my manuscript “Betrayal and Historical Representation in Zhang Ailing’s
‘Little Reunion]” under review by MCLC.

Crystal Parikh, An Ethics of Betrayal: The Politics of Otherness in Emergent U.S.
Literatures and Culture (New York: Fordham University Press, 2009), 10.

Parikh, An Ethics of Betrayal, 10.

See Shuang Shen, Introduction, Cosmopolitan Publics: Anglophone Print Culture in
Semi-Colonial Shanghai (New Brunswick: Rutgers University Press, 2009).

For a discussion of May Fourth cosmopolitanism, see Chapters 2 and 3 of Shu-mei
Shil's book The Lure of the Modern: Writing Modernism in Semi-Colonial China,
1917-1937 (Berkeley: University of California Press, 2001). Here I am using
“May Fourth tradition” to refer to the literary production in the post-May Fourth
period that consciously followed the legacy of the May Fourth and New Culture
movements.

See Rey Chow’s Woman and Chinese Modernity: The Politics of Reading between
East and West (Minneapolis: University of Minnesota Press, 1991) for a discussion
of the Mandarin Ducks and Butterflies School and its relationship to May Fourth
discourse.

For a critique of some current discourses of Chinese cosmopolitanism from a
diasporic perspective, see Ien Ang, On Not Speaking Chinese (London: Routledge,
2001).

Quoted by Martin K. Doudna in Concerned about the Planet: The Reporter
Magazine and American Liberalism, 1949-1968 (Westport, CT: Greenwood Press,
1977), 94.

Parikh, An Ethics of Betrayal, 12.

In Asia/Pacific as Space of Cultural Production, Rob Wilson and Arif Dirlik have
tried to rethink the space “Asia Pacific” as not just “formulated by market plan-
ners and military strategists” but a “space of cultural production” (Durham: Duke
University Press, 1995, 6). Yunte Huang uses the term “transpacific” as a place of
“history, literature, counterpoetics,” as indicated in the title of his book Transpacific
Imaginations: History, Literature and Counterpoetics (Cambridge, Mass.: Harvard
University Press, 2008).

Parikh, An Ethics of Betrayal, 32.

For a definition of “Sinophone,” see Shu-mei Shi’s discussion in Visuality and
Identity: Sinophone Articulations Across the Pacific (Berkeley: University of
California Press, 2007), 23-39.
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Yunte Huang argues in his book Transpacific Imaginations: History, Literature,
Counterpoetics that the trans-Pacific has to be narrated from the perspectives of
“both shores” In fact, the “trans-Pacific” has more than two shores. The strategic
role played by an urban locale such as Hong Kong—a city of refugees and diasporic
peoples of various kinds—in the Cold War imagination complicates the portrayal
of the trans-Pacific as just consisting of the United States and China.

In her analysis of Chang’s translation of her own story “Stale Mates” (1956) into
the Chinese “Wusi yishi” TLPUEH (1957), Jessica Tsui Yan Li finds that Chang’s
translation manages to “represent” the source text without “reproducing” it faith-
fully, and that there is a relationship of interdependence between the source text
and the translated text, the author and the translator. “This interdependent rela-
tionship breaks through the boundaries between the source texts and translations
as well as between author and translator. The two works cannot substitute one
another; this renders the significance of the two texts as a whole greater than that
of the texts seen in isolation,” according to Jessica Tsui Yan Li in “Politics of Self-
Translation: Eileen Chang,” Perspectives: Studies in Translation 14, 2 (2006): 101.
Li’s reading emphasizes the “whole” that is “greater” than the text in each language,
which sounds a lot like Benjamin’s notion of the “suprahistorical kinship” among
languages and his understanding of translation and the original as “fragments”
However, not only is the unalienated “whole” an idealistic notion, but in Chang’s
case, what is the original is already open to question.

Tina Chen, Double Agency: Acts of Impersonation in Asian American Literature and
Culture (Stanford: Stanford University Press, 2005), 14.

Judith Butler, “Betrayal’s Felicity;” Diacritics 34, 1 (2004): 82.

Klaus Mehnert, “Shoulder Straps—And Then?” The XXth Century. 6, 2 (February
1944): 81.

Eileen Chang, “Chinese Life and Fashions,” The XXth Century (January 1943): 54.
Eileen Chang, “A Chronicle of Changing Clothes” BT, in Written on Water
3, trans. Andrew E. Jones, co-ed. with an introduction by Nicole Huang (New
York: Columbia University Press, 2005), 65.

Eileen Chang, “Peking Opera through Foreign Eyes,” in Written on Water, 105.
Chang, “Peking Opera through Foreign Eyes,” 111.

This manuscript was published in the March 2008 issue of Muse (Hong Kong),
64-72.

John G. Cawelti and Bruce A. Rosenberg, The Spy Story (Chicago: The University
of Chicago Press, 1987), 20.

Cawelti and Rosenberg, The Spy Story, 21.

Chang, “The Spyring,” 67.

Chang, “The Spyring,” 67.

Chang, “The Spyring,” 72.

Cawelti and Rosenberg, The Spy Story, 55.

Walter Benjamin, The Arcades Project, trans. Howard Eiland and Kevin McLaughlin
(Cambridge: The Belknap Press of the Harvard Press, 2003), 420.
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Chen, Double Agency. See Chapter 6 for a discussion of Chang-rae Lee’s Native
Speaker.

Chang, “The Spyring,” 70.

Chang, “The Spyring,” 70.

Chang, “The Spyring,” 70.

Chen, Double Agency, 15.

Chen, Double Agency, 15.

Doudna, Concerned about the Planet, 127.

Eileen Chang, A Return to the Frontier Fi3R#§ (Taipei: Huangguan chubanshe,
2008), 63.

Chang, A Return to the Frontier, 64.

Chang, A Return to the Frontier, 64.

Chang, A Return to the Frontier, 66.

Chang, A Return to the Frontier, 74.

Chang, A Return to the Frontier, 74.

Sidonie Smith and Julia Watson, Reading Autobiography (Minneapolis: University
of Minnesota Press, 2001), 150.

Chapter 6

1.

For a reading that focuses on Chang’s special destruction of political orthodoxy
in these two anti-Communist novels, see David Der-wei Wang, “Three Hungry
Women,” in The Monster That Is History: History, Violence, and Fictional Writing
in Twentieth-Century China (Berkeley, Los Angeles, and London: University of
California Press, 2004), 117-47; and his preface to the reprint of Eileen Chang’s
The Rice-Sprout Song (Berkeley, Los Angeles, and London: University of California
Press, 1998), xii—xxv.

Kenny K. K. Ng, “Romantic Comedies of Cathay-MP&GI in the 1950s and 60s:
Language, Locality, and Urban Character;” Jump Cut: A Review of Contemporary
Media 49 (Spring 2007, www.ejumpcut.org/archive/jc49.2007/text.html).

Stephen Soong later became Eileen Changs lifetime friend. It was actually with
Soong’s support that she was able to obtain the opportunity to write screenplays
for MP&GI during the 1950s and 60s, and screenwriting became her main source
of income. For further discussion on the MP&GI screen committee, see Poshek
Fu, “Modernity, Diasporic Capital, and 1950’s Hong Kong Mandarin Cinema,”
Jump Cut: A Review of Contemporary Media 49 (Spring 2007, www.ejumpcut.
org/archive/jc49.2007/text.html); Law Kar, “A Glimpse of MP&GI’s Creative/
Production Situation: Some Speculations and Doubts;,” and Shu Kei, “Notes on
MP&GI” in The Cathay Story, ed. Wong Ain-ling (Hong Kong: Hong Kong Film
Archive, 2002), 58-65; 66-81.

For a study of Eileen Chang’s film scripts, see Leo Ou-fan Lee, “Eileen Chang:
Romances in a Fallen City;” in Shanghai Modern: The Flowering of a New Urban
Culture in China, 1930-1945 (Cambridge, MA: Harvard University Press, 1999),
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Mladen Dolar, “At First Sight,” in Gaze and Voice as Love Object, ed. Reneta Salecl
and Slavoj Zizek (Durham, NC, and London: Duke University Press, 1996), 135.
Chang, Little Reunion, 187-88.

As Jean Baudrillard has pointed out, distance can no longer be conceptualized in
this global world, where advanced communication technology erases the exist-
ence of strangers. We have simply lost the ability to accept and respect the state
of “incomprehension.” This inability to come to terms with otherness is therefore
not only an attribute specific to some persons, but a social phenomenon permeat-
ing our global society. See Jean Baudrillard and Marc Guillaume, Radical Alterity,
trans. Ames Hodges (Los Angeles: Semiotext[s], 2008), 113-31.

Chang, Little Reunion, 177.

Chang, Little Reunion, 180.

Chang, Little Reunion, 324.

For a pertinent reading of the relationship between pain and self, see Jane Kilby,
“Carved in Skin: Bearing Witness to Self-Harm,” in Thinking through the Skin, ed.
Sara Ahmed and Jackie Stacey (London: Routledge, 2001), 124-42.

For an elaborate discussion of the use of the notion of “otherness” in contempo-
rary critical discourse, see Tamise Van Pelt, “Otherness,” Postmodern Culture 10, 2
(January 2000). http://muse.jhu.edu/journals/postmodern_culture/v010/10.2vanpelt.
html (accessed September 18, 2011).

As Van Pelt reminds us in the aforementioned article, Lacan’s theory develops from
his earlier mirror stage theory to the later theory of the registers: in the former,
Lacan attempts to explain the dynamics of an intrapsychic alterity in interpersonal
terms; it is only in his later theory of the registers that he focuses primarily on
intrapsychic dynamics, thereby moving from the (imaginary) other to the (sym-
bolic) Other.

Jessica Benjamin, The Bonds of Love: Psychoanalysis, Feminism, and the Problem of
Domination (New York: Pantheon Books, 1988), 20.

Benjamin, The Bonds of Love, 21.

Jessica Benjamin, Shadow of the Other: Intersubjectivity and Gender in
Psychoanalysis (New York: Routledge, 1998), 86.

Joseph S. M. Lau, a long-time Eileen Chang scholar and personal friend, finds
this book second-rate compared to the works Chang created in her golden age—
the 1940s. For Lau, the value of Little Reunion lies mostly in its autobiographical
nature, in the sense that we can better understand Chang and her works through
this piece. Liu Shaoming #1484 (Joseph Lau), “No Little Reunion Yet” /NFI oK
[B], Ming Pao FH#t, March 16, 2009. In fact, this position coincides with the Little
Reunion-mania in the Chinese-speaking world. Immediately after its publication
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in February 2009, comments on the work abounded, both in print and online,
by lay readers and devoted scholars, and the pirated and imported versions were
widely read in mainland China in the mere two-month gap before its official sim-
plified Chinese version was published in April 2009. Not surprisingly, an enormous
amount of readerly and critical effort has been devoted to matching the characters
in the book to actual persons, as well as to the reconstruction of Chang’s own life,
which has attracted so much curiosity. Some fans claim to be able to trace the iden-
tities of even the most minor characters. See, for example, Meidusha’s 275 blog,
“Little Reunion and Its Characters” /M# B - DA Kz #1355 A %), March 2009, http://
schlafen.pixnet.net/blog/post/22868102 (accessed April 15, 2009). Because of the
book, the personal lives of past literary figures such as Hu Lancheng (as Zhiyong),
Sang Hu (as Yanshan), and even Ke Ling 11 & (as Xunhua) have enjoyed renewed
popular attention.

Benjamin, Shadow of the Other, 90.

Chang, Little Reunion, 181-83.

Chang, Little Reunion, 189-90.

Chang, Little Reunion, 190.

Martin Heidegger, “The Age of the World Picture,” in The Question Concerning
Technology and Other Essays, trans. William Lovitt (New York: Harper and Row,
1977), 115-54.

51. Benjamin, Shadow of the Other, 93.

Chapter 10

1.  Changlived in the United States from 1955 to 1995. She spent a short time in Hong
Kong in 1961 to write film screenplays and made a brief visit to Taiwan later that
year, but otherwise spent all her time in the United States.

2. The title of the novel has been variously translated into English as “Little Reunion”

and “small reunion.” Song Yilang (Roland Soong), son of Song Qi and the executor
of Chang’s literary estate, states that he originally translated the title as Little
Reunion but now believes that the title should be translated as Small Reunions.
He cites Chang’s usage of the same phrase /M#H in something she wrote on
August 13, 1991 that described the trajectory of her childhood and adolescence as
resembling “bamboo sections,” in that it consisted of four periods—each four years
long—demarcated by the departures and returns of her mother. Following these
was a five-year period that ended in Chang’s return from Hong Kong to Shanghai
(in 1942) to be reunited with her aunt. In her own words, she experienced “several
small reunions” (¥ /N[ [H) following periods of separation; see Song, “A Blog
about Little Reunion” {/NEE) Y BLOG, Post 30 (May 19, 2009), at http://
zonaeuropa.com/culture/c20090419_1.htm#016 (accessed September 30, 2009).
Although Song’s discovery is illuminating, I will use the less awkward Little
Reunion as the translation for /MEI|E], to be consistent with other contributing
authors of this volume.
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Eileen Chang comments on the connection between Little Reunion and The Book
of Change in a letter dated March 14, 1976 to Song Qi, excerpted in Song Yilang
RLLEA, “Preface to Little Reunion” /NHIEITI &, in Eileen Chang, Little Reunion
/NE[E (Taipei: Huangguan, 2009), 6. According to Song Yilang, Chang began
to work on The Book of Change in 1957 (“A Blog about Little Reunion,” Post 16,
May 4, 2009, at http://zonaeuropa.com/culture/c20090419_1.htm#016, accessed
September 30, 2009).

A year after the publication of Little Reunion, Chang’s two English autobiographical
novels were released by Hong Kong University Press in the spring and fall of 2010.
I regret not being able to delve into them here due to space limitations. Suffice it to
say that, as texts written for the purpose of courting an English-speaking audience,
Chang’s English novels should be situated in the literary and cultural contexts
of mid-century America, which deserves a full study of its own. For a related
discussion, see Shuang Shen’s chapter in this volume, which interprets Chang’s
shorter English writings in terms of Cold War politics and her struggle to find a
place for herself and her works while in exile. For a reading of Chang’s repeated
rewriting of her life story as epitomizing a poetics of “involution and derivation,”
focusing especially on Chang’s English autobiographical novels, see David Wang’s
chapter in this volume. My own chapter is dedicated to understanding Chang’s
self-fashioning textual performances directed at Chinese reading publics as her
mirror and audience.

Eileen Chang, “On Reading” #XF &, in Changs View 5%F& (Taipei: Huangguan,
1991), 155-97. “On Reading” was followed by a shorter essay, “An Afterword to
‘On Reading” (#XFE &) 1£7L, in the same year. Publication years are based
on the chronology included at the end of Huangguan’s 2001 collector’s edition of
Eileen Chang’s Collected Works: 555 ¥ HLj#{ 44 (Taipei: Huangguan, 2001), 14:
247-54. For the dates of composition, see Eileen Chang, The Story of Regret /950,
(Taipei: Huangguan, 1991), 4; and Song, “Preface to Little Reunion,” 3-17.

The 1970s also saw Chang devote considerable energy to a textual study of Dream
of the Red Chamber, which deserves separate consideration.

Chang, “On Reading,” 189.

Zhang Xiaohong 5/, “Legally Pirating Eileen Chang—There Will Never Be
a Reunion Hereafter” Ak NGRE Y » {EMKANE A, United Daily %A,
February 27, 2009.

Chang, Little Reunion, 3.

Song, “Afterword to Little Reunion” /NI [BIfZFL, http://www.zonaeuropa.com/
culture/c20090305_1.htm (accessed September 30, 2009).

Chang, Little Reunion, 15-16.

Chang, Little Reunion, 4, 5.

Chang, Little Reunion, 6.

Chang, Little Reunion, 8.

Chang, Little Reunion, 8.
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Wit in modern Chinese usually means hindrance or interference. However, here it
seems to be used interchangeably with E#f, or inappropriate words, an expression
that appears in another letter Chang wrote (dated July 18, 1975) commenting on
her revisions (Chang, Little Reunion, 4).

Du Yu K:TH, et al., annotated, The Three Biographies of The Spring and Autumn
Annals FFK =1 (Shanghai: Shanghai guji chubanshe, 1987), 144.

If the deceased held an official title or if the family was affluent, it was common
for their family to commission an eminent writer to write a lavishly embellished
biography based on a draft provided by the family; see Pei-yi Wu, The Confucian’s
Progress: Autobiographical Writings in Traditional China (Princeton: Princeton
University Press, 1990), 24, 58. See also Denis Twitchett, “Chinese Biographical
Writing,” in Historians of China and Japan, ed. W. G. Beasley and E. G. Pulleyblank
(London and New York: Oxford, 1961), 95-114.

Paul de Man, “Autobiography as Defacement,” MLN 94, 5 (1979): 919-30; Philippe
Lejeune, On Autobiography (Minneapolis: University of Minnesota Press, 1989),
13.

Quoted in Song, “Preface to Little Reunion,” 13. The English words “unconventional”
and “unsympathetic” appear in the Chinese original.

See, for example, Sima Wensen H)E AR A History of Cultural Traitors’ Crimes b'a
LT FEE L (Shanghai: Shuguang chubanshe, 1945). It is difficult to ascertain
Sima’s identity and relationship to the returning Nationalist government. The
label “cultural traitor;” though ill defined, was common in popular media at the
time and was adopted by the state in its prosecution of certain prominent writers
and intellectuals who had held administrative positions during the Japanese era.
Chang never held any position, so she was never prosecuted by the state despite
suffering virulent personal attacks in the press. For further discussion, see Xia Yun,
“Traitors to the Chinese Race (Hanjian): Political and Cultural Campaigns against
Collaborators during the Sino-Japanese War of 1937-1945," Ph.D. dissertation,
University of Oregon, 2010, especially Chapters 4-5.

Lejeune, On Autobiography, 3-21.

Lejeune gives a basic definition of autobiography thus: “Retrospective prose
narrative written by a real person concerning his own life, where the focus
is his individual life, in particular the story of his personality” (Lejeune, On
Autobiography, 4). This definition describes Little Reunion well, even if formally it
is not what Lejeune would call a classic autobiography.

Lingzhen Wang, Personal Matters, Women’s Autobiographical Practice in Twentieth-
century China (Stanford: Stanford University Press, 2004); Nicole Huang, Women,
War, Domesticity: Shanghai Literature and Popular Culture of the 1940s (Leiden:
Brill, 2005), Chapter 5; Amy Dooling, Women’s Literary Feminism in Twentieth-
century China (New York: Palgrave, 2005), especially discussion on Bai Wei;
Ruihua Shen, “New Woman, New Fiction: Autobiographical Fictions by Twentieth-
century Chinese Women Writers,” Ph.D. dissertation, University of Oregon, 2003.
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Sidonie Smith, A Poetics of Women'’s Autobiography: Marginality and the Fictions of
Self-Representation (Bloomington: Indiana University Press, 1987), 45.

Compared with letters and diaries, poetry was a relatively public genre commonly
used by late imperial Chinese women. For a taste of the common motifs of longing
and sickness in late imperial women’s poetry, see Kang-i Sun Chang and Huan
Saussy, eds., Women Writers of Traditional China: A Collection of Poetry and
Criticism (Stanford: Stanford University Press, 1999). Although women may
have expressed their thoughts and feelings in less formulaic ways in their private
letters and diaries, few such writings were published. One late imperial woman
who wrote a very original public work about her life expressing frustration and
discontentment with the lack of career opportunities for women was Wu Zao %
¥, but she was a rare exception rather than the norm; see Wei Hua, “The Lament
of Frustrated Talents: An Analysis of Three Women’s Plays in Late Imperial China,”
Ming Studies 32 (1994): 28-42. It should also be noted that Wu Zao’s work, The
Disguised Image %, though highly self-referential, is very different from a
modern autobiography in that Wu speaks through a dramatic persona, and the
plot concerns mainly the present, not the past.

Wang, Personal Matters, 61-139; c.f. Sally Lieberman, The Mother and Narrative
Politics in Modern China (Charlottesville: University Press of Virginia, 1998).
Chang, Little Reunion, 30, 32, 136, 144-45, 149.

Dooling, Women’s Literary Feminism, 3-6.

Chang, Mutual Reflections, 20.

Chang, Little Reunion, 138.

Sima, A History of Cultural Traitors’ Crimes, 2-6, 49-50. See also Anonymous, The
Heinous History of Female Collaborators % 4T 5 (Shanghai: Dashidai shushe,
ca. 1940s), 10. For Hu’s recollection of his involvement in Wang’s government, see
Hu Lancheng B Wi, This Life in This World %41t (Taipei: Yuanjing, 2004),
173-257; this edition restores the chapter on Wang’s regime that was excised from
the 1976 Yuanjing edition. The complete version was first published in Japan in
1959 under the variant title 4144 For a collection of Hu’s political writings
during the war, see Hu Lancheng, War Is Difficult, So Is Achieving Peace Bt Fl 7R
A% (Shanghai: Zhonghua ribao guan, 1940).

Chang, Little Reunion, 64.

Chang, Little Reunion, 38, 104, 107, 110, 119-22, 197.

Chang, Little Reunion, 241.

Chang, Little Reunion, 8.

Eileen Chang, Written on Water it & (Taipei: Huangguan, 1991), 21.

Elsewhere, Chang tentatively translates the term 4L /N5t into English as “the
novel of manners” (Chang, “Remembering Hu Shi” 1E5H# 2, in Chang’s View,
153).

Chang, “On Reading;” in Chang’s View, 188.

Chang, “On Reading,” 188.

Chang, “On Reading,” 188.
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Chang, “On Reading,” 189.

Chang, “On Reading;” 190.

Chang, “On Reading;” 190.

Her excitement as a teenager upon discovering allusions to her paternal
grandparents’ lives in A Flower in a Sea of Sin is described in Mutual Reflections,
34-38; the incident also appears in Little Reunion, 119-22, but the novel’s title is
changed to Record of a Clear Night (i 1 #%).

Chang, “On Reading;” 185.

Chang, “On Reading;” 184-85. New journalism was a style of news writing that
arose against the background of the civil movement and anti-war protests in
the US in the 1960s and 1970s, using some literary conventions then considered
unconventional for news reporting. Representative writers included Truman
Capote, Norman Mailer, Thomas Wolfe, Joan Didion, and Robert Christgau. See
Thomas Wolfe, The New Journalism: Conversations with America’s Best Nonfiction
Writers on Their Craft (New York: Vintage Books, 2005); Michael L. Johnson, The
New Journalism: The Underground Press, the Artists of Nonfiction, and Changes in
the Established Media (Lawrence: The University Press of Kansas, 1971). Judging
from Eileen Chang’s reading list in “On Reading,” she was well informed about
cultural developments in the US. Her championing of factual representation in the
Chinese social novel would make her a close ally of the American new journalists
in their theoretical outlook. For instance, Truman Capote wrote In Cold Blood
(1966) as a “nonfiction novel,” and Norman Mailer advocated “history as the novel,
the novel as history” However, based on her terse comments on new journalism,
Chang apparently did not care for the strong political agendas of some new
journalists.

Chang mentions that the story was based on some “material” she had obtained,
which vaguely implies that it was inspired by a real incident (Chang, The Story of
Regret, 4). Since the story’s adaptation as a film by Ang Lee, there has been wide
speculation that it is loosely based on the KMT underground agent Zheng Pingru’s
attempt to lure and assassinate the collaborationist intelligence chief Ding Mocun
in 1939. On the Zheng Pingru incident, see Luo Jiurong & A %%, “Historical Reality
and Literary Imagination: Gender and the Discourse of the Nation in the Death of
a Female Spy /i s FUELBLSCERARR 4 —f Lo [HIRME 2 SRR HT A B A P ) B
Bl f& 5w 4k ” Research on Women in Modern Chinese History ¥t o Bl I % 52 i 5%
11 (2003): 47-98; for an excellent study comparing the Zheng incident and Eileen
Chang’s story “Lust, Caution,” see Guo Yuwen %5 E£5E, “A Study of Eileen Chang’s
‘Lust, Caution,—Mentioning Also the Relevant Historical Records and Ang Lee’s
Screen Version of the Story 5RE ¥ (E) FAT—Hf KAH B 2 JiE s wt i Bl 2=
R BR NTU Studies in Taiwan Literature 518 CEWFFEET] 4 (2007):
41-76.

On Eileen Chang’s comic screenplays, see Kenny K. K. Ng, “The Screenwriter as
Cultural Broker: Travels of Eileen Chang’s Comedies of Love,” Modern Chinese
Literature and Culture 20, 2 (Fall 2008): 131-84; Poshek Fu, “Eileen Chang,
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Woman's Film, and Domestic Culture of Modern Shanghai,” Tamkang Review 29, 4
(1999): 9-28.

Eileen Chang, Lust, Caution and Other Stories, trans. Julia Lovell (London:
Penguin, 2007), 4. Citations of the story in English are based on this translation.
Chang, Lust, Caution, 3.

Chang, Lust, Caution, 20.

Chang, Lust, Caution, 29.

Chang, Lust, Caution, 40.

Chapter 11

1.

10.

The Shanghai Evening Post was run by Carl Crow (1884-1945), a Missouri-born
newspaperman, businessman, and author. Carl Crow arrived in Shanghai in 1911
and made the city his home for a quarter of a century. For more information, see
Paul French, Carl Crow, A Tough Old China Hand: The Life, Times, and Adventures
of an American in Shanghai (Hong Kong: Hong Kong University Press, 2006). The
title of Eileen Chang’s essay was provided by newspaper editors.

C. T. Hsia was the first scholar to introduce Eileen Chang as a canonical writer to
the English-speaking world. See Hsia’s chapter on Chang in A History of Modern
Chinese Fiction, 1917-1957 (New Haven: Yale University Press, 1961).

Chang’s letter to Stephen Soong, April 2, 1963.

For more comprehensive discussions of Chang’s bilingualism and rewriting, see
Liu Shaoming #1478 (Joseph Lau), “Transmigration: On the Shuttling of Eileen
Changs Bilingual Translations” A #/: : 5RE LY 13 H.3%; and Zhang Man
i%%2 “The Flow of Culture in the Midst of Intertextual Flux” SU{b.7E CAS [H] 27
1T ¢ SR ERAFIEE], in Chen Zishan B T3, Re-reading Eileen Chang o
R (Shangahi: Shanghai shudian chubanshe, 2008), 214-33; 234-46.
According to Stephen Soong, Chang wrote the English version first. See also Kao
Chuan-chih E2 2, Eileen Chang Reconsidered RIS EL (Taipei: Maitian, 2008),
418.

See my introduction to The Rouge of the North (Berkeley: University of California
Press, 1998), viii.

See Kao’s analysis, 321-44.

Chang’s letter to Stephen Soong KK, September 5, 1957.

I am using Andrew E Jones’s translation. See Written on Water 5, trans. Andrew
E Jones, co-ed. with an introduction by Nicole Huang (New York: Columbia
University Press, 2005), 131.

It should also be noted that Chang married Ferdinand Reyher (1891-1967) in
1956. This marriage was nevertheless soon burdened by Reyher’s health problems
and the resultant financial strain. As with the writing of The Fall of the Pagoda,
Chang wrote The Book of Change in the midst of worrying about Reyher and their
future.
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Chang’s letters to Stephen Soong, June 23, 1963; January 25, 1964. In the 1963
letter Chang called her novel The Leifengta Pagoda Has Fallen T8/ T in the
1964 letter she called it The Leifeng Pagoda ‘7 I& 1% .

For Lu Xun and contemporary literati’s responses to The Fall of the Pagoda, see
Eugene Wang’s succinct analysis in “Tope and Topos: The Leifeng Pagoda and the
Discourse of the Demonic,” in Writing and Materiality in China, ed. Judith Zeitlin
and Lydia Liu (Cambridge, MA: Harvard University Press, 2003), 517-35.

See T. A. Hsia’s analysis in The Gate of Darkness: Studies on the Leftist Literary
Movement in China (Seattle: University of Washington Press, 1968), Chapter 4.
Walter Benjamin, Illuminations, trans. Harry Zohn (New York: Schocken, 1969),
257-58.

Chang, “Writing of One’s Own,” Written on Water, 18.

Eileen Chang, “Love in a Fallen City”: “Hong Kong’s defeat had brought Liusu
victory. But in this unreasonable world, who can distinguish cause and effect?
Who knows which is which? Did a great city fall so that she could be vindicated?
Countless thousands of people dead, countless thousands of people suffering,
after that an earthshaking revolution... Liusu did not feel anything subtle about
her place in history” Karen Kingsbury’s translation, in Love in A Fallen City (New
York: New York Review of Books, 2007), 167.

Chang, “From the Ashes,” Written on Water, 52.

Eileen Chang, The Book of Change (Hong Kong: Hong Kong University Press,
2010), 230.

Cheng Zhongying X H1 3%, Theory of Benti in the Philosophy of Yijing 5% A< B8
(Beijing: Beijing University Press, 2006), 3-34.

Cheng, Theory of Benti in the Philosophy of Yijing, 29.

“The Great Treatise 1,” Zhouyi J& 5 B8 L, trans. James Legge, Chinese
Text Project "B ¥ 543 F1{b5H#1, http://chinese.dsturgeon.net/text.pl?node=
46908&if=gb&en=on.

Gilles Deleuze, Difference and Repetition, trans. Paul Patton (New York: Columbia
University Press, 1995). See also ]. Hillis Miller’s discussion of repetition as an
aesthetic principle of fictional creation, in Fiction and Repetition (Cambridge:
Harvard University Press, 1982), Chapter 1.

Chang, The Book of Change, 10-11.

Chang, The Book of Change, 201.

This character is based on Chang’s best friend at the time, Fatima Mohideen, a girl
whose father was from Ceylon and her mother a native of Tianjin.

Chang, The Book of Change, 181.

For more definition of derivative aesthetics, see my discussion in Fin-de-siécle
Splendor: Repressed Modernities of Late Qing Fiction, 1849-1911 (Stanford:
Stanford University Press, 1997), 76-80.

Chang, The Book of Change, 20.

See my discussion in Fin-de-siécle Splendor, 89-101.
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This novel is a playful parody of Cao Xueqin’s masterpiece. It was aborted by Chang
after she composed the initial chapters and has never been published.

I am using David Hawkes’ translation, The Story of the Stone, vol. 1 (New York:
Penguin, 1973), 51.

“REF NFECAIME) > HEM=2E LAE)” Eileen Chang, “Afterword to
the Mandarin Edition of The Sing-song Girls of Shanghai” BIFEN I FAE) i
f%L, in Chang, trans. with annotations, B#E& FAEFIE, vol. 11 (Taipei:
Huangguan chubanshe, 1995), 724.

By “translingual practice” I am referring to the theory of translated Chinese
modernity developed by Lydia Liu, in Translingual Practice: Literature, National
Culture, and Translated Modernity—China, 1900-1937 (Berkeley: University of
California Press, 1995). I am using the term in Chang’s case anachronistically so
as to stress Chang’s alternative view of translation. Chang wrote her English essay
“Chinese Life and Fashions” in 1943 for the English language journal The XXth
Century. She translated and revised the piece for the Chinese language magazine
Past and Present 14, retitling it “A Chronicle of Changing Clothes” B AXFC.
This piece was later included in Chang’s collection “Written on Water” Ji & . See
Andrew F Jones’s triangulated translation into English of Chang’s translation into
Chinese in Written on Water, 65-77.

Afterword

1.

Leo Ou-fan Lee ZERAE, Watching Lust, Caution: Literature, Cinema, History i
@ 7 S - ER - B (Oxford: Oxford University Press, 2008).

Doris Sommer, Bilingual Aesthetics: A Sentimental Education (Durham: Duke
University Press, 2004); and Bilingual Games: Some Literary Investigations (New
York: Palgrave, 2004).

See my reviews of these two novels: “Her English Problem” (review of The Fall of
the Pagoda) and “Change and Chang” (review of The Book of Change), in Muse
(Hong Kong) 41 (June 2010): 105-08; and 45 (October 2010): 89-93.
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