)

=
—qA
—1 A

iy

L.
TR

X & tHARE




THE IRON CURTAIN OF LANGUAGE
MAXINE HONG KINGSTON AND
AMERICAN ORIENTALISM

EENge: e st SRENE T X

JENNIE WANG
( ARiE) &

89k 2 wipmit



EHBERSRE (CIP ) 818
i R ST S REMER T E XM, — Bl 2 BFEH R,

2007.3
ISBN 978-7-309-05362-3

I DLk L -SSR SUEB - R E
IV. 1712.065

o [E R A 5 4348 CIP ZUR L7 (2007) 35 004397 %5

BENSKE — AT FH5XENET EX
w i

HREIT [k & vrgnt T E AR 579 B B4 200433
86-21-65642857 (| 1T &)
86-21-65118853 ( FH{KiTHY)  86-21-65109143 ( SRR HEI )

fupnet@ fudanpress. com  http.//www. fudanpress. com

H AL
R
W%

Eﬂk?g
aussﬁ

A ¥ LIl 4 vy & G ED 35 A1 BR 2 W
787 x960  1/16

26

495 T-

2007 4 3 J1 55— R — Rk

ISBN 978-7-309-05362-3/1 - 378
45.00 ot

fld|[&F 432 HI
ShiFERMIEI>ER

Gui A B S (AL, 3 (8] B ELACF R R AT R A 4R
R REUS



TABLE OF CONTENTS

PFElligE  wuss o 2 o § ¢ Sy § 1 FRSEIEY § EUSENTISY § FYRAMNENSS § CUREIESIGH § FUSNSRNEE § SOMMNS 1

INEEOAUCHION - +-cvcvcveeeremrmeeemneeeneneneneneneneneneeateeeeeenaeenenenenenenenenenens 9

Chapter 1 The Iron Curtain of Language: Place and Placement --------- 17

The Iron Curtain of Language «++ssssssssssssssssssisnninnnnnnninniinian 17

Pliiees it Plapeifisfii ~wess s semmwvswss s exwrmsys s sy ¥ s crenmpeas « sy 11 1 oo 31

The Glass Ceiling of Gender and Genre «sssessesesinniiiiiiniiniiiians 38
Chapter 2 The Postmodern Chaotic Arabesque and the Oriental

Wife’s Tale: A Replacement and Re-Orientation ------:--oveeet 52

The Exotic Is Familiar: Arabian Nights and American Chimera --------- 52

The East Is in the West: From Diotima to Flower Orchid «----eeveeeeeeees 62

The Economics of Exploitation in Literary Exchanges —«oceeeeeeeeeeeienns 64

The Woman Warrior as a Postmodern Chaotic Arabesque +-«+-veeeveeeeees 67

Chapter 3 Translating a Heroic Tradition of Chinese Women:

Thie Wontamm WRITIOE 955 ssmmenes » soamms o5« samssss s § s s § § 5 74
The Missionary Tradition and the Heroic Tradition — «-eeseereeeeeeeeennens 74
The River-Merchant’s Wife and the Master Narrative of American
Orienfalimn  sevmese s s susammuess s sommmss § 3 sonsmms 1 § SSauaess§ § SRERFRIS §§ § 658 95
The Myth of No Name Woman and Hawthorne’s The Scarlet Letter -+ 108
Transnational Influence and Revolutionary Theater —««ccoeeeeeeeeeeneennes 119
Golden Mountain Women and the Might of a Mother Tongue ««++++++-+- 126
The Legacy of “the Eastern Palace” in the Disneyland of Western
IMLOVIES +v v erermenenenenenenenteenesnsenenetenenenenenenenenesaesaraaeenenes 144
Daughters of Immortal Fame on the Borderland of Barbarian
Bapilefialdy -« semvwmns s o oo o o svarsmnces & sommmns » swworas s s s s 167

The Redemption of a Woman Writer in Chinese History, Poetry,

>>>>>>>> |



it 5B

THE IRON CURTAIN OF LANGUAGE

O Payy s s oamusmsn s §§ S4RURBb §SAKIORREYS § SAASRRGEES § SATBASSS § 54 177
Chapter 4 Deconstructing the Master Narrative of the Yellow Peril:
China IVICIL <55 & somansin b Sa0misas § § S & 4 mmmes § o s s 4 193
Literary Fathers Chinese and American:
“On Discovery” of Flowers in the Mirror — «=coseeeveseeseeniienin 193
The Coolie Fiction and the Yellow Peril:
Media and Missionary Power ««ceeeereermmmmmnennenerimiiii.. 207

Life, Liberty, and the Pursuit of Happiness:

From the Sandalwood to the Sierra Nevada Mountains ««««+eceeeeeeee 229
Literacy, Laws, and the Legacy of Language:

“The Father from China” and “The Wild Man of the Green

SWAMP”  weeeeressneesnstimimtinniiniiiei i s 256
Wars and Wisdom of Survivors:
“The American Father” and “The Brother in Vietnam” «:veeeeeveee 275
Translation and the Mortality of the Teacher’s Tongue:
“The Xdventures of Lo Bum Sun™ sssss s sensesmess s : sosvssms ; smsessss s 12 203
Chapter 5 Re-Orienting American Orientalism through the Black
Curtain in a Puppet Show: Tripmaster Monkey --------c------ 303
“Hippies, Indians, Chinese, Quakers, Women Martin Luther King Jr. ,
and Vegetarians” «+++++sssseesmesmmitiiiiiiiiiin 304
“She was no China Man the way he was China Man”  «coeoevereeeeennss 311
Wittman Ah Sing/Whitman I Sing/Wit Man Ah Sing/Noman Asing/
No Man I Sing  «eeereereerrmrrmm 315
“The Present-day U.S. A. Incarnation of the King of the Monkeys. ” +-+--- 321
“Chineseness does not come to an actor through genetic memory. 7 -++ 333
“It’s the business of a playwright to bring thoughts into reality. ” «-+--- 339
“My love story is the talk of Chinatown. ” «eeeeeereereemimeni.. 351
“What have you done to educate the world lately?” ««oeeveeeeeeeeiincnnn 364
Postscript  ‘Five Books 0f Peace” -----cteevvemmmmmmnnnniineiiiiiiiiiien. 372
Appendix: What Is Common in Chinese World Literature? — Speech
on International Women’s Day at Fudan University ------------ 374
Bibliography ----ooooeeeeeertimii 379
AcKnowledgement -+ ccoorereremmmmiinnniiiiiiiii 403
ADOUL The AULROE -« cvcecceteerenemeenenennentmeenentenenemeeneaeeeneaeeneanenenens 407

2 <<<<<K<L<L<



The book is entitled “The Iron Curtain of Language: Maxine Hong Kingston
and American Orientalism. ” Kingston’s genius lies in her ability to part “the
black curtains” on a piece of white paper, playing with light and darkness, sub—
verting the stereotypes and dominant paradigms in American Orientalism. The

metaphor of the curtain first appears in The Woman Warrior —

I was making a stage curtain, and it was the moment before the cur—
tain parted or rose .... I spread them [the pictures | ( so black and full
of possibilities) and pretended the curtains were swinging open, flying

up, one after another, sunlight underneath, mighty operas. ( 165)

A decade later, composing Tripmaster Monkey, Kingston literally staged the cur—
tains in Wittman Ah Sing’s theater. In a booklet entitled Through the Black Cur-

tain, she speaks of the curtains during war times —

All my life, I've looked for those black curtains; I wanted to part
them, and to see what is on the other side. Probably, the curtains
were not only imaginary; | saw actual curtains. The blackout curtains
of World War II. My mother and father laughed and talked while
climbing up and down the ladder and unfurling lengths and folds of
drapery. They have owned curtains before. Sun rays shot out the top

and side edges. We were safe from the street, the city, strangers,

World War I1. '

The black curtains are metaphorically linked with a world war, the blackout, the

writer’s room without a view , insulated and isolated from the world outside. The
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author of The Woman Warrior is writing in a “prison-house” of language, in an
attempt to reach “the other side,” out of darkness into light.

What enables her to imagine the Other, tracing history and her “mythic ori—
gin” back to China, to represent and recreate the self and the Other in America?
Where comes the light that allows her the vision to penetrate the black curtain and
the spirit to resist the “deathly embrace” of American Orientalism?” How does she
weave the tapestry of her texts, twist the wires, untie the knots, and tear down the
Iron Curtain of language? As we see in the metaphor quoted above, the curtains
are imaginary. In the “unfurling” hands of her parents, who “have owned cur-
tains before,” the “draperies” are associated with an ethnic heritage, reminding
us of the blank Buddhist scrolls obtained from India by the Chinese pilgrims in the
legend of Journey to the West ( Kingston was translating the Chinese legend into
Tripmaster Monkey the time when she wrote Through the Black Curtain.) Won—
derful ideas from “mighty operas” of Chinese literature, like red lanterns, lit up
the stage curtain, filling in the blank scrolls of American Literature with powerful
voices from another tongue, the voices of Asian-American men and women. The
most alien system of thoughts and languages, literary forms and classic philosophy
provide the most stimulating, dynamic, revolutionary energy in the creative mind.
It is her ethnic heritage — her parents” “draperies” — that enlivens the soul and
spirit of the author, like “the sunrays shot out the top and side edges” of the black
curtain, that blocks the view of the outside world. Inside the prison house of lan—
guage, we could hear the laughter of her parents, breaking the silence in dark-
ness.

In Kingston, the redeeming strength of women’s liberation comes from her
mother’s talkstories and the Chinese theater. The war in The Woman Warrior, as 1
discuss in the book, is theatrical rather than real. In Tripmaster Monkey, it is a
stage war, directed by the puppet master “through the black curtain,” voicing
over a multitudes of puppet heads. The author’s masked, mandarin, matriarchal
voice carries the might of a mother tongue, which penetrates cultural myths and
stereotypes— ‘swinging open, flying up” the black curtains of the Cold War lan—
guage, the school language, the media language, the colonial language, and the
master narrative of American Orientalism. The grand performances of Kingston’s
“mighty operas” open the eyes of the West to the heroic spirit of Asian women.

Her stories of Golden Mountain Women and Golden Mountain Heroes challenge
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and change the images of Chinese women and China men in America, and in
, 3
“China. ”

Such is the power of creative writing that academic writing in prosaic lan—

guage fails to compete. The Woman Warrior was published in 1976 when the Iron
Curtain between US and China was expected to thaw. The book lighted the fire—
works that celebrated the dawn of a new epoch. Since then three decades have
elapsed, the Iron Curtain has been lifted in diplomatic relations, immigration
laws, China trade, and popular culture; yet in mainstream media and press, the I-
ron Curtain stands still. Sheltered behind the Iron Curtain of television shows,
movies and missionary preaching, popular consciousness in large parts of the
country remain hostile, prejudiced, and ignorant of Chinese people and Chinese
culture. The China discourse in American Orientalism remains ahistorical — unen—
lightened, immune to the social, economic, and political changes and progresses
taking place rapidly and dramatically at home and abroad.

In academic writing, to write on the subject of “China men” and Chinese
women, Chinese culture and the Chinese tradition in American English is to write
in a negative language. First, one has to struggle against the existing stereotypes
and cliches in American English, and dance with Death — the “deathly embrace”
of American Orientalism. Second, one is subjected to editorial taboos and tattoos.
The taboos are the don’ts — do not speak for the Chinese ( I was warned writing
on Kingston) . Do not break the rules of the game, the masculine and feminine
principles in Western conception of the East, the West always in the position of
the savior, and the East the saved. Without Said’s theory of Orientalism, one
would not understand the mechanism of such restrictions. The tattoos are the dos
that attract attention — the color coded signs and labels of identity politics, which
list the value of the work in acceptable market price, and print on the body and
skin of an author, regardless of the author’s originality or creative genius. If the
label is a “Chinese woman,” she is expected to “cry rape,” ‘third world” sexual
abuse, and violation of “human rights,” “at the bottom of the well,” so on and
so forth, so as to follow the first world feminist agenda. If a “China man,” he
must express the anguish of “emasculation,” or “castration,” join the “queer,”
and turn against the women of his own kind, inflict self-abuse, self-denial and
self-negation in a self-destructive fashion. If the author writes with human dignity ,

self-esteem , and a strong voice, s/he will be labeled a “nativist,” or “national-
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ist,” an academic alien, excluded from the institution of English Studies, and
marginalized to the field of minority studies.

To speak or write positively on the subject is “unidiomatic. ” But, in the the—
ory of Edward Said’s Orientalism, it is the idioms and idiomatic expressions that
have corrupted the system of representation. “I would not have undertaken a book
of this sort,” as he states in Orientalism, “if 1 did not also believe that there is
scholarship that is not as corrupt, or at least as blind to human reality , as the kind
I have been mainly depicting. ”* I felt the same way during the twelve years of re—
searching and writing on the subject. To deal with the Iron Curtain of language in
Kingston criticism in America is an impossible task. Maybe it is a vain effort to
reach out to an audience that is schooled in the Cold War language, the biblical
language, the colonial English language, the Euro—entric theoretical language,
the insensitive, dehumanized, jargon—ridden, high-tech language, the colonizers’
language , the gender-split language , the self-abusive language, not to mention the
official language in the media.

The Iron Curtain of language not only blocks the perception of positive fea—
tures of China and Chinese culture, the humanities of China men and Chinese
women, more seriously, it denies critics the ability to articulate what they actually
see or read in Kingston’s texts. Hence cultural misreadings a central issue in
Kingston criticism. The stereotypes Kingston demystifies with her postmodern fic—
tive strategies, the refreshing ideas, images and metaphorical language that she
recreates through the performance of “puppet shows” are unnamable in everyday
American English. They are lost in literary criticism, in the dead language of
American Orientalism, with which critics criticize unthinkingly on the subject of
China, China men and Chinese women, Chinese culture and tradition.

To lift the Iron Curtain of language in academic writing, if possible at all, it
is the scholar’s job to name the unnamable, empty the signs and idioms in Orien—
talism, and invent a new language, which must be antibiotic, affirmative, and
liberating , as the fictionists do in creative writing. In Kingston study, what is nee—
ded is a close reading and hard listening — listening to the accents and differ—
ences, possibilities and surprises, the dialogic, disruptive, bilingual puns, the
alien voices, the metaphorical language, and the metaphysical conceits, that shoot
like “the sun rays” through the edges of the black curtain, so that we may borrow

something from another tongue, either through translation or through comparative
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studies. “Thus interesting work is most likely to be produced by scholars whose

allegiance is to a discipline defined intellectually and not to a ‘field” like Oriental—
ism defined either canonically, imperially, or geographically,” as Said believes
( Said 326) . Accordingly, I find it limiting to place Kingston study in the narrow—
ly defined fields or critical concerns of Ethnic Literature, Asian-American Stud-
ies, Women’s Studies, Gender Studies, or Multicultural Literature.

In writing this book, I find the most useful information and critical concepts
come from Comparative Literature, Postmodernist Fiction, Postcolonial Theory,
Social History, Transnational Study, and also from 18th Century English Study,
19th Century American History, 20th Century Women’s Liberation in China, as
well as the study of Chinese Theatre and Drama. To address “what is Chinese and
what is American” in Kingston’s writing, which is a main subject in this book, I
had to do research in the original language. Incidentally, I was raised in China,
and like Kingston, grew up with talkstories, folk tales and legends. I loved all
sorts of regional ballads and opera. It was from the scrolls of scripts that hung by
the stage in traditional opera performance where | learned the living language of
Chinese classics and narrative verse. But I must say that I did not know what was
Chinese until I came to America; and I did not know what was American till
Kingston’s writing challenged me to tell what was and was not Chinese.

In order to determine what Kingston was possibly informed of China the time
she wrote The Woman Warrior and China Men, 1 chose to examine a marginal
media — the Chinese newspapers published in the United States and circulated a—
mong the Chinese immigrant communities in California, that her parents read. 1
surveyed three newspapers with varied editorial bias from the period of 1966 to
1976. In dealing with the critical controversies over the story of “No Name
Woman,” I discovered a comparable text — an English translation of a short story
written by a Chinese woman writer — Ding Lin’s “A Girl in the Xia Village. ”
The most effective critical methodology I drew from a new historicist study of
Hawthorne’s The Scarlet Leiter. To explore the lyricism in Kingston’s narrative
structure of China Men, I enjoyed reading the original text of Cai Yen’s “Eighteen
Laments Sung to a Hujid" ( {84+ /\#1)) ° To hear the language of a fifth gen—
eration Chinese-American young man, Wittman Ah Sing in Tripmaster Monkey, |
loitered around Telegraph Avenue in Berkeley, Haight-Ashbury district and North

Beach, listening to the black vernacular, street music, the San Franciscan Ameri—
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can accent. | read a most informative and exciting social history — Todd Gitlin"s
Sixties: Years of Hope, Days of Rage, a rich reservoir. Another social history,
Mary Roberts Coolidge’s Chinese Immigration, published as early as in 1910,
gave me proper insight into American politics on the subject. To sort out the com—
plexity of genre classifications in Kingston study, I discovered a minor genre to be
most helpful in reading Kingston — the Arabesque. In that literary tradition, the
East has long lived in the Western imagination, and the West has recreated an
Eastern form in German, English, and American Literatures.

The structure of this book is organized in a self—reflective form, that of a
Postmodern Chaotic Arabesque. ® Each chapter is organized in a series of essays;
each can be read by itself on individual topics, as indicated by the subtitles; but
the chapters are linked by related topics and sequenced in a thematic progression,
focusing on Kingston’s dance with the “deathly embrace” of American Oriental-
ism. In writing this book, I learned most from Kingston. Her freedom of imagina—
tion and innovation, her literary borrowings and literary disruptions, her creative
energy and subversive power — have been an infinite source of inspiration. Her
“talkstories” are never artless, formless fibs, or documentary oral narratives, but
fictive digressions, which offer metaphorical reflections on thematic progressions.
They open up not only a marginal space to accents and surprises, but also a trans—
national space for cultural as well as literary transformations. Transnational juxta—
positions and digressive disruptions become a beautiful formal principle to repre—
sent historical discontinuities.

My ecritical methodology is apparently eclectic and interdisciplinary , devel-
oped over the years through various stages from postmodern aesthetics to transna—
tional theory and practice. In the meanwhile, I never gave up close reading.
Without close reading, one cannot address the misreadings effectively and con—
vince the experts. Without text and context, theoretical impositions only turn into
literary stereotyping, and cultural studies are out of touch with language and its
function in cultural transformation.

One of my good intentions in writing this book is to produce substantial useful
readings for teachers of Kingston’s works in English literature classes. Therefore,
each essay contains a close reading of sort, which can be used individually to
teach a story or two from Kingston’s books, or deal with a certain critical issue in

Kingston criticism. Some of the essays were developed from my lecture notes, so
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I have some confidence in their usefulness for teachers. The book is open to the

reader like a feast at “China Buffet,” one may select a combination of both Amer-
ican and Chinese cuisine to please one’s appetite. | hope my multiple critical dis—
courses and seasoned Chinese spices will be to the taste of Kingston readers.

For the past ten years, | taught American Literature in a regional university in
Cedar Falls, lowa, the heartland of America. On the front lawn of my house,
there stood an American flag. My little Ford carried two bumper sticks— “Land
of the Brave, Home of the Free” and “God Bless America! ” We lowans have a
national reputation for being patriotic as well as xenophobic. We are proud of who
we are, and innocently believe “we are the best,” without having been exposed to
the world outside. My students from the English Department are almost all white,
few immigrants, blacks or Asians. Except for a couple of graduate students from
Taiwan or Indonesia, | have taught none of my kind. Many of my students come
from family of war veterans or soldiers in military service. Many of their families
have suffered losses from war, either the death of family members or postwar
nightmares. 1 feel deeply for the kind of students who ask leave of absence to say
good-bye to their fiancées before going to war, and those who come to my classes
to find their voices to tell their family stories. It was with these students in mind,
I wrote on Kingston, speaking against the cold wars and hot wars, the Iron Cur—
tain of language and American Orientalism — the war in words.

This book is dedicated to my students in lowa, those quiet, deep, sensitive,
caring , patient, polite, innocent souls from cornfields, small towns, Indian re—
serves, and ethnic villages. It was their wish to broaden their horizon, their
friendly interest and feedback, their dedication and support, their intelligence and
sensitivity , and their sense of justice, that assured me of the value of teaching
Kingston, the difference I could make, and have made in their liberal arts educa—

tion, in their souls.

Notes

[1] Kingston, Through the Black Curtain, 5.

[2] T borrow a metaphor from the title of Ma, Shen-Mei’s book The Deathly Embrace:
Ortentalism and Asian-American Identity ( Minneapolis: University of Minnesota
Press, 2000) . Ma uses this phrase to depict the enthralling power of Orientalism over
Asian-American writers. Ma’s idea comes from the dragon lady image on the book

jacket of the first edition of Kingston’s The Woman Warrior. See Introduction to his
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book, xvii=xix.

[3] T am aware that Kingston used the word “Gold” ( Mountain) at one time. The Chi-
nese word Jin ( 43) means “gold,” and also “golden. ” I prefer the “Golden Moun-
tain"as in “the Golden Gate Bridge. ” For me, California is a golden state, blessed
with sunshine. The golden color gives glory to yellow. Yellow is the color associated
with the Chinese as a race. “Golden Mountain Women” gives glory to the pioneers
and heroic immigrants in Kingston’s books, who deserve it, to my mind, not for the
gold they made, but for the hope they had, the glorious spirit they carried on — the
spirit of the American West. They are hopeful Western American Californian folks.

[4] Said, Orientalism, 326.

5] Hujia ( #47) is a reed flute or whistle used by the northern tribes in ancient China.
The last chapter of WW is entitled “A Song for a Barbarian Reed Pipe. ”

[6] T shall discuss “Postmodern Chaotic Arabesque” as a genre in Chapter 2.
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Introduction

In summer 1996, when I was examining Kingston’s manuscripts and archive
material in The Rare Book Collection in the Bancroft Library at Berkeley, in an
attempt to assess Kingston’s achievement, her contribution to humanities in West—
ern civilization, I came across a book review of China Men published in Washing—
ton Post, June 22, 1980. The cover featured three passport-size pictures: Maxine
Hong Kingston, Pablo Picasso, and Charles Darwin. It was either an odd combi—
nation or a happy coincidence that Kingston stood in such good company. It
placed her in a position seldom acknowledged by Kingston crities. Its editorial
perspective was at once enlightened and enlightening. The visual illustration con—
structed an intellectual paradigm otherwise unthinkable in W estern imagination; its
pictograph gave me a language and logic to articulate my appraisal and admira—
tion. Indeed, if Darwin revolutionized the Western concept of the human origin in
the 19th century, and Picasso revolutionized the Western vision of the human self
in the early 20th century, in the late 20th century, it was Kingston, an American
woman writer, who revolutionized the Western perception of the human other.
“In her ground-breaking book The Woman Warrior: Memoirs of a Girlhood
Among Ghosts,” as President Clinton spoke of her achievement at the reception of
her Presidential Humanities Medal in 1997, ‘she brought the Asian-American ex—
perience to life for millions of readers and inspired a new generation of writers to
make their own unique voices and experiences heard. ”

Maxine Hong Kingston, the first Asian-American writer accepted in the can—
on of American Literature in the late 1970s, only after a decade and half, by the
early 1990s, was reported to be the most widely read, anthologized, and taught
living American author. Her works are acclaimed masterpieces in world literature,
which have established her reputation not only as a leading Asian-American writ—

er, but also a major American author, a leading author of our times. Her first
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book, The Woman Warrior: Memoirs of a Girlhood Among Ghosts ( 1976) ' cre—
ates one of the most powerful and memorable female characters in American fic—
tion — Brave Orchid, a Chinese immigrant woman who raises her daughter( s)

with the “talkstories” of Chinese legendary women. Reinventing ethnic tradition
with fantasy, dreams, and imaginary speculation, Kingston dynamically intro—
duces into American literary imagination a heroic tradition of Chinese women.

The book won the National Book Critics Circle Award in 1977 and the Anisfield—
Wolf Race Relations Book Award, 1978. Her second book, China Men ( 1979) 2
reconstructs the lost history of Chinese immigration in North America from the late
19th century to the period of the Vietnam War, composed in a unique form, mix—
ing myth, tall tales, lyric, and metafiction with documentary history. This “Chi-
nese Ulysses,” immediately recognized by critics as an “American classic” upon
publication, won the National Book Award in 1981 and the 1981 Hawaii Award
for Literature. Her third book , Tripmaster Monkey: His Fake Book ( 1989) ,” won
both Pen USA West Award in Fiction and also the American Academy and Institu—
te of Arts and Letters Award in 1990. The book is what I call “Kingston’s post—
modern representation of a new ‘China Man,”” in which a native-born, fifth gen—
eration Asian-American, 1960s Berkeley graduate, Liberal Arts major, a poet,
playwright, street artist/activist, named “Wittman Ah Sing” is incarnated with
the spirit of the Monkey King from Asia. His colorful features, artistic talents,
and locomotive voice can be identified with the beat poets, the rock musicians,
the street activists — an archetype of today’s ethnic minority community leader.

Thus, Kingston redefines American identity and recreates the role of the Artist in
relation to his community. Self-conceived as a Maker of the American language,
like Walt Whitman, Kingston wrote another book To Be the Poet, which was pub—
lished by Harvard University Press in 2002. The Fifth Book of Peace, its original
manuscript had been burned in a fire in Oakland Hills, was finally re-composed
and published in 2003. It was intended to produce a new language, a language of
Peace, in order to heal our national wound from the Vietnam War. * Kingston is an
ambitious writer, and her works are important in American literary history.

In 1991, to meet the demand of curriculum instruction, Modern Language
Association published its Approaches to Teaching Kingston’s The Woman Warrior
under its “Approaches to Teaching World Literature” series. Edited by Professor
Shirley Geokdin Lim, the book produced pages of references to books, articles,
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interviews, films, video productions, and recordings for Kingston study. Since

then, an increasing number of journal articles and conference papers, dissertation
and book chapters appeared, written by writers across race, gender, and nationali—
ties ( see “Kingston Criticism”) creating a substantial body of Kingston criti-
cism.’ In recent years, bookdength publications began to appear, including a vol-
ume of interviews with Kingston, a collection of critical essays, a critical compan—
ion, a book on Kingston’s use of Chinese sources, a major author book, etc.

Kingston’s influence on contemporary Asian-American literature is monumen—
tal. Since she opened the door for a generation of Asian-American writers and crit—
ics in mainstream American literary criticism, Kingston has become the “Muse,”
the “guardian angel” in Asian-American writing today. Almost every publication
on the subject of Asian-American literature in general contains either an evocation
of her name or a reference to her pioneer work. Her three exemplary books have
mapped out the major themes and directions for a generation of Asian-American
writers. It was Kingston who nourished the spirit of what critics call a “renais—
sance” of Asian-American literature. As Garrett Hongo puts it in Under Western
Eyes, a collection of personal essays by rising stars of Asian-American writers,
“if it weren't for Maxine Hong Kingston, I wouldn’t have my imaginative life”;
and he dedicated the book to Maxine Hong Kingston, “the Gold Mountain
Hero. ”°

However, Kingston’s fame was not created by Asian-American critics in the
first place. Much of Kingston criticism is written and published by non-Asian fem-
inist critics and writers. Popularly known as the author of WW, Kingston’s impact
on a generation of American feminist writers and critics across ethnic and national
boundaries is dynamic and far—reaching. The stories of Chinese heroines she intro—
duces into American literature make a radical difference and provide alternative
models for the women’s liberation movement in America. For a generation of
American feminists, Kingston enables and empowers women writers to liberate the
voices of “mothers and daughters” from a patriarchal cultural and literary tradi-
tion, as portrayed in American classics such as Hawthorne’s The Scarlet Letter,
( which had challenged Kingston’s literary imagination in writing WW) . From Al-
ice Walker’s Color Purple and Joyce Kogawa’s Obasan to Amy Tan’s The Joy
Luck Club, and many contemporary female narratives, it has been literary history

ever since.
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Kingston’s achievement reaches beyond the claim of feminist ecriticism. In
Ethnic Passages , Thomas J. Ferraro points out that Kingston not only reclaims the
literary market for female and Asian-American narratives, but also provides para—
digms in ethnic literature for readers and for writers of other groups to do the same
as she does before a literary public. In the study of ethnic literature, immigrant
writing,, multiculturalism, and postcolonial theories, Kingston is always the most
fascinating,, powerful, and stimulating subject for scholars and teachers across
gender and race. For some critics, Kingston may serve as a token “minority, eth—
nic, Asian-American, woman writer” to be included from the “margin”; for oth-
ers, to the contrary, Kingston attracts critical attention because her creative genius
challenges such tokenism. In The Politics of Voice: Liberalism and Social Criti—
cism from Franklin to Kingston (1992) , Malini J. Shueller places Kingston in the
center of the canon instead of the margin. Shueller recognizes Kingston’s unique
position as a woman writer who “destabilizes” the concept of gender. Even
though postmodern critics have different aesthetic interests from that of the new
historicist, feminist, and the multiculturalist, in Poetics of Postmodernism
(1988) , Linda Hutcheon identifies Kingston’s fictions as “historiographic
metafiction,” which opens the metafictive discourse to issues of gender and race,
thus “historicizing the postmodern. ” Kingston study covers a good variety of areas
in literary and cultural criticism.

From Malaysia to Australia, Kingston is treated as a subject of “diaspora,”
while in California and Florida, a model of “internal colonization. ”’ In Canada,
Kingston’s achievement offers an exemplary case for the debate over bilingual edu—
cation. In Europe, she is the promise of multiculturalism under a new world or-
der. ( Ferraro’s Yale dissertation reports that The Woman Warrior is studied for
the second—year oral comprehensive at the University of Geneva.) In Hong Kong
and Taiwan, Kingston deconstructs national and ethnic identities, initiates a dia—
logue between the “barbarian” and the “exotic. ” Mimi Chan’s article “ ‘Listen,
Mom, I'm a Banana’” ( meaning white inside) calls our attention to The Asian
Voice in English with an inviting metaphor. *

The quantity of Kingston criticism itself is an intriguing subject in the study
of Orientalism in America. The different perspectives and varied readers” respon—
ses to Kingston’s works, Kingston’s own response to her critics and reviewers’

cultural misreadings, the protest and defence from the Asian-American communi—
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