MARY IMMACULATE COLLEGE
COLAISTE MHUIRE GAN SMAL

NNNNNNNNNNNNNNNNNNNN I\/”C

Studies on the Relationship between Irish Drama in the Irish
Literary Revival and the National Dramatic Movement of
China, Mediated through Translations in Japan, and through

the Chinese Intellectual Guo Moruo

Wang Zhe
Ph.D. Thesis

Mary Immaculate College

University of Limerick

Supervisor: Professor Eugene O’Brien

Submitted to Mary Immaculate College: September 2024



Abstract

The dramatic movement of the Irish Literary Revival had a profound influence on the
development of Chinese drama, especially the National Drama Movement of China.
This thesis focuses on early 20th-century China, delving deeply into why The May
Fourth scholars voluntarily introduced and translated Irish literature, and what
motivations allowed writers, who never met, to resonate strongly in their creative and
political philosophies. This study centers on two figures from each movement, J. M.
Synge from the Irish dramatic movement and Guo Moruo from China’s National Drama
Movement, exploring their intellectual and dramatic connection.

After an introduction and a literature review, this thesis is structured into three
main sections. Chapter 3 primarily analyzes Guo Moruo’s political philosophy,
examining the diachronic evolution of his ideas before and after his studies in Japan.
The fourth chapter discusses the introduction, translation, and adaptation of Irish
literature within the Japanese academic sphere. It examines the literary image of Irish
literature as understood by the Japanese academia and focuses on three Japanese writers’
adaptations of J. M. Synge. The final chapter considers the influence of various aspects
of Japanese culture, politics, and religion, and examines why the Japaneseadapted
Synge resonated more with Guo Moruo than the original Synge, considering China’s
national conditions and cultural background at the time. Finally, this chapter discusses
why Guo Moruo did not fully accept the Japanese-academic-adapted Synge, in his own

adaptations and his creative interpretation of Synge.
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Chapter 1: Introduction

Research background

This introduction outlines the overall objectives and research questions of the
thesis. It briefly introduces the two central movements that form the core of the study,
followed by a detailed discussion of the most significant section—the academic value,
significance, and research background of the chosen topic. I will present the research
context, the origins of the study, and its importance, particularly in light of the
diplomatic relations established between China and Ireland in 1979, which have since
developed steadily. High-level exchanges between the two countries were achieved in
the late 1990s, marked by Irish Prime Minister Bertie Ahern’s visit to China in 1998,
where he proposed the ‘Asia Strategy’ with a focus on China. This was followed by
visits from former Chinese Premiers Zhu Rongji and Wen Jiabao to Ireland, which
further strengthened bilateral political and economic ties. In recent years, Ireland has
deepened its engagement with Chinese provinces such as Fujian and Hubei in sectors
like high technology, food, agriculture, and environmental protection, resulting in
substantial progress. Notably, after Brexit, Ireland became the only native English-
speaking country in the European Union, positioning itself as a bridge between the UK
and the EU. This shift has attracted global attention, including from China, which has
maintained long-standing relations with Ireland. Consequently, research on Ireland has
been expanding globally. In China, Irish studies have taken on a multidisciplinary and

interdisciplinary focus, covering fields such as history, culture, politics, economics, and
1



international relations. However, to truly understand the origins of Sino-Irish relations,
one must return to the realm of literary studies, where the intersection of Chinese and
Irish literature began during the early 20th century translation movement led by Chinese
students studying in Japan, which carried strong political motivations.

The National Dramatic Movement in China, also referred to as the New Drama
Movement, emerged in the early 20th century with the primary objective of fostering
social and cultural change through the modernization and nationalization of theater.
This movement was heavily influenced by Japan's New Theater Movement, a
significant development within Japanese theater at the time. The Japanese New Theater
Movement sought to move beyond traditional forms such as Kabuki and Noh,
integrating elements of Western modern drama to create a theatrical form capable of
addressing contemporary social issues and individual psychology. The pioneers and
advocates of this movement drew considerable inspiration from Western modern drama,
translating and studying numerous European and American works, with the Irish
Literary Revival being one of the most notable influences. Through Japan, a cultural

connection between China and Ireland was thus established.

As a prominent figure in China's National Dramatic Movement, Guo Moruo
played a pivotal role in introducing J. M. Synge, a leading figure of the Irish Literary
Revival, to Chinese audiences by translating many of Synge's works into Chinese. What
drove Guo to transcend significant cultural, political, and religious barriers to connect

with and resonate with Synge? Did Guo ever have direct contact with Synge?



Furthermore, after being translated by Guo and interpreted by various Chinese scholars
of the time, can it be said that Synge’s works remained unchanged? What did Synge’s
"journey to China" entail, and what legacy did it leave behind? These questions form

the basis of this study and provide the research context for this thesis.

Synge and Guo

John Millington Synge stands as a towering figure in the Irish Literary Revival, and his
plays delve into the lives of the Irish peasantry, depicting their struggles, joys, and the
raw beauty of the Irish landscape with both realism and poetic lyricism. His work is
characterized by a deep empathy for his characters, coupled with an unflinching
portrayal of the harsh realities of their lives. Themes of nature, the human condition,
and the clash between the individual and societal norms are recurrent in his oeuvre,
offering insights into the complexities of rural Irish life (O’Neil, 2017).

Synge’s style combines elements of naturalism with rich, lyrical prose that draws
heavily from Irish folklore and the Gaelic language. This blend of realism and poetic
expression creates a distinctive voice that captures the essence of Irish life and the
rhythms of its speech. His use of dialect, in particular, lends authenticity to his
characters, allowing them to speak in a manner that reflects their cultural and social
backgrounds (Fitzgerald, 2019).

Synge’s most famous work, The Playboy of the Western World, sparked significant
controversy upon its premiere at the Abbey Theatre in 1907, due to its portrayal of

patricide and its unvarnished representation of Irish rural life. However, the controversy
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underscored Synge’s impact on Irish society, challenging prevailing norms and
encouraging a reevaluation of national identity (McDonagh, 2018). His works have left
an indelible mark on Irish drama, influencing generations of playwrights by
demonstrating the power of drama to provoke, challenge, and reflect societal values.

Guo Moruo, a prominent figure in the National Drama Movement and the New
Culture Movement, wielded his literary and intellectual prowess to spearhead the
modernization of Chinese literature and drama. Through his diverse body of work,
which spanned drama, poetry, and critical essays, he sought to reconcile the influences
of Western literature with Chinese themes, advocating for a literature that was both
revolutionary and deeply reflective of China’s quest for a new identity.

Guo was instrumental in adapting Western dramatic techniques and themes to
Chinese theater, which was traditionally dominated by classical forms. His works
introduced new ideas about individualism, freedom, and national identity, resonating
deeply with the aspirations of the New Culture Movement. His plays often tackled
social issues and critiqued traditional values, aligning with the movement’s goals of
cultural and societal renewal (Li, 2020).

Beyond drama, Guo’s poetry and essays contributed significantly to the literary
landscape of early 20th-century China. His early poetry, characterized by its embrace
of romanticism and revolution, echoed the tumultuous changes occurring within
Chinese society. Later, his works reflected a more complex understanding of China’s

cultural heritage and its place in the modern world (Zhang & Wang, 2021).



His critical essays on literature, culture, and society were influential in shaping
the discourse of the New Culture Movement. His advocacy for a synthesis of Chinese
and Western thought, and his critical stance against Confucianism, exemplified the
intellectual ferment of the era. Guo’s legacy is evident in the broad influence he had on
Chinese drama, literature, and intellectual thought, contributing to the foundation of
modern Chinese cultural identity (Chen, 2019).

Both John Millington Synge and Guo Moruo utilized their respective platforms
in drama and literature to reflect, critique, and influence the societies in which they
lived. Synge’s exploration of Irish rural life and Guo’s advocacy for modernization and
cultural renewal in China demonstrate the transformative power of literature and drama.
Their works not only provide a window into the societal concerns and cultural dynamics
of their times, but also continue to inspire and resonate with audiences today,
highlighting the enduring relevance of their contributions to global literature and

thought.

Research Significance

The geographical distance between China and Ireland is huge, and accordingly, great
differences on the perspectives of cultural heritage, population, and economic
development are also generated. However, since modern times, both China and Ireland
had experienced a history of external aggression and oppression, and both have
achieved the rapid development in terms of economy and society through exploring the

developing paths actively for the past thirty years. Therefore, these similarities provide
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the possibilities for studying the course of Irish literature from the perspective of
crosscultural analysis. Professor Li Chengjian pointed in A Study on Contemporary

Irish Drama:

Standing at the beginning of Twenty-first century and tracing back to the past forty
years’ developing progress of Irish drama, the contemporary Chinese academic
circle should pay attention to at least two perspectives of historical experiences of
it. Firstly, in order to deliver the historical attitudes and cultural standpoints, the
Irish playwrights demonstrate their strong awareness for social responsibilities
undertaking and culture participation through the form of drama. Secondly, with
the support of emerging culture industry, Irish national culture (Drama) has been
successfully broadcasted to overseas to model the image of Irish nationality, and
to carry forward the national culture. This type of successful experience needs to
be highlighted. Currently, ‘Carrying forward Chinese National Culture’ and
‘Going Abroad of Chinese Culture’ are the strategies of cultural development in
our China, so, to a certain extent, borrowing the exploring course and the
successful broadcasting experience of the Irish national literature as references
makes the study of contemporary Irish literature become essential and unavoidable.

(Li, 2015)

As one of the countries with an ancient civilization, and one of the countries with a large
population and national territorial area, China has received a lot of scholarly attention
from the rest of the world. Although Ireland is small in terms of land area, it has a long
and tumultuous history, similar to China, marked by numerous invasions and

colonization that gave rise to a resilient national consciousness. Ireland has endured the



Great Famine, fought for national independence, established the Republic, and
experienced the Celtic Tiger, evolving over centuries into an indispensable member of
the European Union. Throughout this period, Ireland has produced numerous world-
renowned writers and artists.

This trajectory of concurrent economic and cultural development has drawn close
attention from around the world, including China. Using the mode of comparative
studies in Irish and Chinese literature, and comparing perspectives of literature, culture,
nationality, social background, history of China and Ireland, leads to the generation of
significant new developments. To some certain extent, studies of this kind will promote
more mutual understanding of these two countries. In consideration of the current scarce
understanding of Chinese academia in terms of Irish culture and literature, let alone
among the general population, and the infrequent broadcasting of Chinese culture and
literature in Ireland, this kind of comparative study is both timely and necessary,
especially in the light of broader economic and political connections between the two
countries. After all, making progress together bases on basis of mutual learning is the
key to mutual understanding of two very different cultures. The eastward transmission
of Synge’s literary imagery, which this thesis focuses on, constitutes a significant aspect
of recent comparative literature and cross-cultural studies. The process by which literary
and cultural imagery undergoes domestication and transformation due to various

influencing factors during its transmission is a critical component of cultural exchange



and interaction between nations. Therefore, this thesis holds substantial academic

significance.

Research Purpose

This dissertation aims to elucidate four key aspects: firstly, how Synge’s literary
imagery, including the thematic elements of his works, transcended time and geographic
boundaries to reach China; and secondly, in the transmission of Synge’s literary imagery
to China, what roles did Irish nationalists, contemporary Japanese scholars, and, most
importantly, Chinese May Fourth scholars, particularly Guo Moruo, play. Additionally,
how did Synge’s literary imagery resonate with Guo Moruo, and what impact did this
resonance have on Guo’s own dramatic works at the time? Finally, I hope to show how
Synge’s literary persona and works underwent a process of cultural adaptation and
transformation through multiple translations and reinterpretations by Guo Moruo,
ultimately presenting a distinct literary spirit in China.

Hence this study focuses on the early 20th century, beginning with the initial
connections between Chinese scholars and the Irish Dramatic Movement. Given that
many Chinese scholars at the time engaged in translating and analyzing the Irish
Dramatic Movement, a broad horizontal analysis would risk superficiality. Thus, this
study selects Guo Moruo, a leading figure and primary translator of Synge in China, as
the focal point. By examining Guo Moruo’s work, this thesis will explore the broader
context and then delve into specific details, ensuring a cohesive and logically structured

analysis.



The early 20th century was a tumultuous period for China, marked by internal
and external strife. Following decades of the Opium Wars and the signing of humiliating
treaties, coupled with the Qing dynasty’s oppressive feudal rule and subsequent warlord
fragmentation, the nation was impoverished and its people suffered greatly. Scholars of
the era, including Guo Moruo, approached Western literature and culture with strong
political motives rather than mere literary curiosity. Consequently, the study first
explores his political and philosophical evolution before and after his studies in Japan,
contextualized within the broader socio-political landscape.

Emphasizing the pre- and post-study period in Japan is crucial, because Japan
served as the intermediary through which Chinese scholars accessed the Irish Dramatic
Movement. During the late Taisho and early Showa periods, Japan was a burgeoning
capitalist nation, vibrant with the adoption of advanced Western ideas and an open
societal attitude. The Irish Dramatic Movement thrived in Japan due to this intellectual
climate. Thus, this thesis traces the transmission path of Synge’s works in Guo’s work:
his interpretation of Irish nationalism; his understanding of Japanese academia, and
through this, his translations of Synge into Chinese.

Following this trajectory, this work examines how the Japanese academic
community translated and adapted Synge’s works within their cultural and political
context, leading to transformations in Synge’s literary imagery. The subsequent section
analyzes the impact of these adaptations on Guo, who immersed himself in Japanese

culture, and why this led him to the original works of the Irish Dramatic Movement,



including Synge’s plays. This analysis elucidates his selective approach to secondary
materials, and the reasons behind his choices, considering the political and cultural
differences between China and Japan and the evolution of Guo’s political philosophy.
After establishing the connections and logical framework, the study concludes by
analyzing his creative translations and adaptations of Synge’s works, based on his
evaluations of the Irish Dramatic Movement and of Synge himself. This final analysis
aims to reveal how Synge’s literary imagery became transformed upon reaching China,

and how it embodied new meanings within the Chinese literary context.

Outline of the Thesis

This dissertation is divided into six chapters, including the introduction, literature
review, three chapters of argumentation, and conclusion. Chapter 1, the introduction
aims to outline the historical context of the research topic. It begins with the current
national relations between China and Ireland and traces the historical connections
between the two countries’ drama movements to explain the genesis of this research
topic. This section will then introduce the representative figures of these two drama
movements, Synge and Guo. Finally, it will elucidate the research objectives and the
significance of cross-cultural studies.

Chapter 2 aims to provide a background introduction from the perspective of
literature review. It first introduces the historical context of the two writers under study,
including the Irish Literary Revival, the Chinese National Dramatic Movement, and the

Japanese New Theater Movement. Next, the chapter will systematically review Chinese
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research on Irish literature, covering prominent figures such as Wilde, Yeats, Shaw, and
Beckett. It will then narrow the focus to studies on Irish drama, including the literary
revival period and contemporary Irish drama research. Finally, the review will focus on
cross-cultural comparative studies, culminating in the comparative analysis of Synge

and Guo, to establish the research value of this thesis.

Chapter 3 serves as the foundation for the study, illustrating how Synge’s literary
imagery was transmitted to China and transformed. To understand how Synge’s works
were introduced to China, it is essential to discuss the range and experience of Chinese
students studying in Japan at the time. Their political philosophies were the fundamental
reason for translating foreign works. This chapter will chronologically detail Guo’s
political philosophies before and after studying in Japan, highlighting different periods
and corresponding political beliefs through a close reading of his representative works
and letters. It will divide Guo’s career into three phases and discuss his development:
as an enthusiastic student with patriotic fervor but limited by his economic conditions;
as a passionate young patriot openly expressing political views; and finally, as a
reflective thinker embracing internationalism and advocating anti-imperialist and anti-
feudal revolutions.

Chapter 4 begins with an analysis based on cultural transmission theories and cross-
cultural comparative theories to highlight Japan’s crucial role in the Sino-Irish drama
transmission and the necessity of Synge’s transmission in Japan. It will then examine

how three Japanese writers with different political inclinations and literary philosophies
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translated, evaluated, and adapted Synge’s works: Rytinosuke Akutagawa, Kikuchi Kan,
and Saijo Yaso. Akutagawa, representing the bourgeoisie, integrated religious and
philosophical reflections in his writings, resonating with Synge’s literary creation.
Kikuchi, representing the emerging bourgeoisie, focused on local governance and
cultural revival, adapting Synge to reshape discourse power and challenge traditional
norms and Saijo, an extreme nationalist and militarist in early Showa Japan, used
Synge’s techniques for political narratives and public agitation.

Chapter 5 covers a broad scope and involves intricate argumentative logic. First,
it will analyze why Japanese writers adapted Synge’s works by considering economic,
political, and religious factors. It will then explore why Chinese students, represented
by Guo, were influenced by these adaptations, considering Guo’s varying political
philosophies. This chapter will also compare the different national contexts of China
and Japan to explain why Chinese students chose to translate Synge’s original texts
rather than the Japanese adaptations. Finally, it will analyze how Guo inherited and
transcended Synge’s works, illustrating the transformation of Synge’s literary imagery
in China.

Chapter 6 offers a conclusion to the thesis. It will summarize the findings of the
study, emphasizing the comprehensive relationship chain of how Synge’s works were
transmitted from Japan to China, and the transformation of his literary imagery in China.
It will also highlight the significance of such detailed cross-cultural research, which is

unprecedented in both Chinese and Irish academic circles, and affirm the academic
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value of this study. Finally, it will showcase the drawbacks of this thesis and list the

research gaps which can be further studied in the future.
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Chapter 2: Literature Review

At the dawn of the 20th century, amidst the tumult of empires crumbling and nations
rebirthing, two distinct yet parallel cultural movements emerged on opposite sides of
the globe: the Irish dramatic movement within the Irish Literary Revival and the
National Drama Movement in China. These movements, born from a crucible of social
upheaval, colonial pressures, and a burgeoning desire for national identity, sought to
reinvigorate and redefine the cultural landscapes of Ireland and China, respectively.
Central to this comparative analysis are the towering figures of John Millington Synge
in Ireland, and Guo Moruo in China, whose works not only epitomized the essence of
their respective movements, but also played a pivotal role in the cultural renaissance
and political discourse of their times. This literature review delves into the depths of
these movements, unraveling the complex tapestry of historical, social, and cultural
threads that wove the fabric of Irish and Chinese national drama.

The significance of comparing these movements lies in their profound impact on
the national consciousness and cultural identity of Ireland and China. Through a
meticulous exploration of primary texts, critical essays, and historical documents, this
review aims to illuminate the shared aspirations and divergent paths of these movements.
The methodology embraces a holistic approach, incorporating comparative literature to

dissect the thematic and stylistic elements of Synge and Guo’s works; historical analysis

14



to contextualize their contributions within their respective national struggles; and
cultural studies to understand the broader societal implications of their legacies.

In Ireland, the late 19th and early 20th centuries were marked by a quest for
cultural revival and political independence. The Irish Literary Revival, with drama as
its beating heart, sought to reclaim Irish identity from the clutches of colonialism,
reviving Gaelic culture and folklore. Synge, with his groundbreaking plays, stood at the
forefront of this movement, challenging societal norms and portraying the raw beauty
of rural Irish life. His works, including The Playboy of the Western World, ignited
controversies and conversations, pushing the boundaries of what Irish drama could
achieve.

Conversely, in China, the early 20th century was a period of profound intellectual
and social ferment. The New Culture Movement, and the subsequent May Fourth
Movement, represented a seismic shift in Chinese thought, advocating for the
abandonment of Confucian traditions in favor of modernization and Western ideals.
Against this backdrop, Guo Moruo emerged in the vanguard of the National Drama
Movement, infusing Chinese drama with new life and ideologies. His adaptations of
Western classics and original works echoed the tumultuous quest for a new Chinese
identity, blending revolutionary ideas with artistic innovation.

The parallel examination of Synge and Guo, and the movements they represent,
offers unparalleled insights into how drama can serve both as a mirror to societal

changes and also as a hammer with which to shape them. This literature review not only
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aims to bridge the geographical and cultural divide between Ireland and China, but also
to highlight the universal power of drama in articulating national identity, catalyzing
social change, and forging a collective cultural memory.

Through this extended analysis, the review will underscore the enduring relevance
of Synge and Guo’s contributions to their countries’ cultural heritages. It will explore
how their legacies continue to resonate within the realms of literature, drama, and
beyond, shaping the discourse on national identity and cultural renewal. This
comparative study is not merely an academic exercise but a tribute to the transformative

power of drama and literature in shaping the destiny of nations.

Ireland: The Late 19th and Early 20th Century

The period spanning the late 19th and early 20th centuries in Ireland was characterized
by a profound national introspection and a burgeoning desire for political autonomy.
The country, under British rule, experienced a series of cultural, social, and political
movements aimed at reclaiming its identity and sovereignty. Among these, the Irish
Literary Revival emerged as a pivotal force, intertwining the cultural renaissance with
the fervent push for independence.

Ireland’s cultural renaissance was deeply rooted in its historical grievances and
aspirations. The Great Famine of the 1840s had left deep scars, exacerbating the Irish
people’s disenfranchisement and emigration. Against this backdrop, the Gaelic League
was founded in 1893, with the aim of reviving the Irish language and traditions,

signaling the start of a broader cultural awakening. This renaissance was not only about
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reclaiming the past, but was also about forging a future where Ireland could stand as a
nation distinct from British influence.

The Irish Literary Revival, which took place against this complex socio-political
tapestry, was marked by the works and efforts of key figures like W.B. Yeats, Lady
Gregory, and J.M. Synge. These individuals believed that the essence of national
identity lay in its folklore, myths, and linguistic heritage. Through their literary and
dramatic productions, they sought to instill a sense of pride and self-awareness among
the Irish people. Yeats, in particular, championed the idea that art could serve as a
vehicle for national and political expression, famously asserting that ‘education is not
the filling of a pail, but the lighting of a fire’ (McDonagh, 2019, p. 87).

The establishment of the Abbey Theatre in 1904 by Yeats, Lady Gregory, and
others was a landmark moment for the revival. It became a platform for showcasing
Irish life and folklore through drama, challenging the prevailing stereotypes and
narratives imposed by colonial rule. Synge’s The Playboy of the Western World (1907),
with its portrayal of Irish rural life and its departure from traditional moral and religious
norms, sparked controversy and dialogue, illustrating the revival’s capacity to provoke
societal reflection and debate.

The Irish Literary Revival was intricately linked to the burgeoning nationalist
movement, culminating in the Easter Rising of 1916, a pivotal event in Ireland’s
struggle for independence. The cultural awakening had nurtured a sense of national

consciousness and unity, providing the ideological underpinnings for political action.
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The revival’s emphasis on a distinct Irish culture and identity played a crucial role in
galvanizing support for independence, demonstrating the power of cultural expression

as a form of resistance and assertion of sovereignty.

China: The New Culture and the May Fourth Movements

The late Qing Dynasty was a time of turmoil and decline for China, characterized by
military defeats, foreign concessions, and internal unrest (Wang, 2020). The defeat in
the First Sino-Japanese War (1894-1895), and the subsequent Treaty of Shimonoseki
were particularly humiliating, highlighting the Qing Dynasty’s weakness and the urgent
need for reform. These events set the stage for the intellectual and cultural ferment that
would emerge in the early 20th century.

The New Culture Movement began around 1915, following the fall of the Qing
Dynasty in 1912, and the establishment of the Republic of China. This movement was
aradical break from the past, questioning the foundations of Chinese society and culture,
particularly Confucianism, which had been the dominant ideology for centuries (Li&
Zhang, 2022). Intellectuals like Chen Duxiu, Hu Shi, and Lu Xun were at the forefront
of this movement, advocating for democracy, science, and a departure from the feudal
values they believed were holding China back (Chen, 2021).

One of the hallmark initiatives of the New Culture Movement was the promotion
of the vernacular Chinese language, Baihua, over Classical Chinese. This was intended
to make literature and education more accessible to the general population, thereby

democratizing knowledge and encouraging broader participation in cultural and
18



political discourse (Hu, 2019). The movement also saw the introduction of new literary
forms and themes, with an emphasis on realism and on the exploration of social issues.
This period witnessed the rise of modern Chinese literature, with writers like Lu Xun
critiquing traditional society and exploring the struggles of individuals in a changing
China (Lu, 2021).

The May Fourth Movement, which took place on May 4, 1919, was a direct
protest against the Treaty of Versailles’ decision to transfer German concessions in
Shandong Province to Japan rather than returning them to China (Yang, 2020). This
event sparked widespread national outrage, and demonstrated the Chinese people’s
disillusionment with the Western powers and the Beiyang government. What began as
a student protest in Beijing quickly spread across the country, evolving into a broader
movement encompassing a wide range of societal reforms (Wu, 2021). This Movement
amplified the New Culture Movement’s calls for modernization and reform, pushing
for a thorough overhaul of Chinese culture, education, and politics. It was a critical
moment in the development of Chinese nationalism and an anti-imperialist ethos that
would shape the country’s future trajectory.

The intellectual ferment of this period led to significant debates about China’s
path forward. The concepts of ‘“Mr. Science’ and ‘Mr. Democracy’ became rallying cries
for those seeking to transform China into a modern, powerful nation capable of standing
up to Western and Japanese imperialism. This period laid the groundwork for the

subsequent political movements in China, including the rise of the Chinese Communist
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Party and the Nationalist Party (Kuomintang) (Zhang, 2019). The New Culture and May
Fourth Movements profoundly influenced Chinese society and culture. They not only
challenged the traditional social hierarchy and Confucian values but also promoted a
vision of a new, modern China. The movements played a crucial role in shaping the
ideologies of the generation that would lead China through the rest of the 20th century,
including figures like Mao Zedong, who participated in the May Fourth protests.

The legacy of these movements is still evident today, as they represent a pivotal
moment in China’s quest for identity, modernity, and national strength. They
underscored the power of cultural and intellectual movements in driving societal and
political change, setting the stage for the dramatic transformations China would undergo

in the following decades (Xu, 2022).

Historical Overview of Japanese Theater

Japanese theater has a rich and diverse history spanning over a millennium. Its oldest
form, Noh (or Nogaku), can be traced back to the 14th century. Noh is a musical drama
known for its elegant and symbolic gestures performed by actors in masks (Kawatake,
1984). Kabuki, emerging in the 17th century, became the most popular form of theater
among the common people. Kabuki is known for its highly stylized performances, the
vibrancy of its makeup and costumes, and its incorporation of music and dance (Leiter,
2002). Bunraku, a form of puppet theater, rose to prominence around the same time as
Kabuki. Accompanied by narrative music, Bunraku presents human-sized puppets

operated by puppeteers in full view of the audience (Keene, 1976). Traditional Japanese
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theater is rich and varied, with a history that spans several centuries. Each form of
theater has its unique characteristics, storytelling methods, and cultural significance.
The major traditional forms include Noh, Kabuki, and Bunraku, each of which has
played a significant role in shaping Japanese performing arts.

Noh theater emerged in the 14th century and was formalized by Kan’ami and his
son Zeami, who established the fundamental structure and aesthetic principles of Noh.
It was initially performed at religious sites and enjoyed the patronage of the samurai
class (Kawatake, 1984). Noh is characterized by its minimalist stage, use of masks,
slow-paced movements, and poetic language. The stories often revolve around
supernatural themes, historical events, or classical literature. The performers wear
elaborate costumes, and the main actor (shite) wears a mask to portray various
characters.

Nobh is considered a high art form in Japan, and it has influenced various aspects
of Japanese culture, including literature, art, and dance. It reflects the Zen Buddhist
philosophy, with an emphasis on simplicity, depth, and the transient nature of life.
Kabuki originated in the early 17th century and was founded by Okuni, a female
performer. Unlike Noh, Kabuki was popular among the common people and evolved
over the centuries to include more extravagant and dramatic elements (Leiter, 2002).
Kabuki is known for its stylized drama, elaborate makeup, extravagant costumes, and
use of hanamichi (a walkway extending into the audience). The performances are lively,

with music, dance, and dramatic acting. Male actors, called onnagata, perform female
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roles. Kabuki reflects the Edo period’s urban culture and is closely tied to the lives of
common people. It has remained popular to this day and is an integral part of Japanese
cultural heritage.

Bunraku developed during the late 16th to early 17th centuries. It reached its peak
in the 18th century under the influence of Chikamatsu Monzaemon, a prominent
playwright (Keene, 1976). Bunraku features large, intricately crafted puppets operated
by puppeteers in full view of the audience. The stories are narrated by a chanter,
accompanied by a shamisen (a three-stringed instrument). The narratives often focus on
historical or romantic themes. Bunraku is considered a sophisticated art form, and like
Kabuki, it reflects the values and aesthetics of the Edo period. It has influenced various
aspects of Japanese literature and theater, including Kabuki.

These traditional theater forms have not only shaped the performing arts in Japan,
but have also played a significant role in preserving and transmitting Japanese culture,
values, and aesthetics through generations. They continue to be celebrated and
performed today, serving as a testament to the enduring appeal and cultural significance

of traditional Japanese theater.

Introduction of Western Theater to Japan

The introduction of Western theater to Japan marks a profound intersection with the
nation’s history of foreign interaction, modernization, and the pursuit of a national
identity. This integration began in earnest in the latter half of the 19th century, following

earlier contacts that had been established as far back as the late 16th century. During
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this initial period, Portuguese Jesuit missionaries introduced the first Western-style
plays as a method of evangelization. These religious-themed dramas, starkly different
from traditional Japanese theater, represented the initial infusion of Western dramatic
traditions into Japan.

The Meiji Restoration in 1868 signified Japan’s end to its isolationist policy,
ushering in a period of rapid modernization and Westernization, which prominently
included the arts. In 1895, the formation of the Shochiku Company, which would
become one of Japan’s most influential theater and film companies, played a pivotal
role in popularizing Western-style dramas and cinematic adaptations. The early 20th
century saw significant figures such as Tsubouchi Shoyd, often regarded as the father
of modern Japanese drama, who translated Shakespeare’s works and promoted the study
and adaptation of Western literature and drama. His plays, inspired by Ibsen and
Shakespeare, introduced modern playwriting techniques to Japan. Alongside him,
Shimamura Hogetsu advocated for the establishment of a ‘New Theater’ (Shingeki)
influenced by Western realism, bringing works by Henrik Ibsen and others to Japanese
stages, resonating deeply with contemporary societal critiques and notions of individual
freedom. By the 1920s, Shingeki, or New Drama, became synonymous with modern
theater in Japan, incorporating Western-style acting techniques, contemporary themes,
and innovative stagecraft. The translation and performance of plays by Anton Chekhov,

August Strindberg, and Bernard Shaw profoundly influenced Japanese theater.
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The post-World War II era brought another wave of Western influence during the
American occupation from 1945 to 1952, emphasizing democracy and individual rights.
American plays, particularly those themed around freedom and anti-fascism such as
Arthur Miller’s Death of a Salesman, were promoted and gained popularity. Japanese
playwrights and directors began to innovatively merge Western and Japanese styles, as
seen in Yukio Mishima’s modern adaptations of traditional Noh and Kabuki plays,
integrating contemporary themes with Western playwriting techniques.

As the 20th century closed, increased globalization and exchange led to
crosscultural theater collaborations. Directors like Suzuki Tadashi gained international
recognition for productions that blend Western plays with traditional Japanese theater
techniques, exemplified by his interpretation of ‘The Trojan Women using Noh elements.
Contemporary Japanese playwrights like Oriza Hirata continue to be influenced by both
traditional Japanese theater and their Western counterparts, creating works that resonate
globally while staying rooted in Japanese sensibilities. This dynamic process reflects
more than mere cultural assimilation; it illustrates a critical engagement by Japanese
artists, scholars, and audiences with Western plays, adapting them to reflect Japanese
contexts and using them as tools for societal critique, political commentary, and artistic

experimentation.

Development of a Fusion of Japanese and Western Theater

The development of a fusion between Japanese and Western theater is a fascinating

journey, encapsulating Japan’s dynamic engagement with global cultural trends, while
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preserving its unique artistic heritage. From the late 19th to the early 20th century,
pioneers like Tsubouchi Shoyo initiated the assimilation of Western theatrical elements
into Japanese plays. These early adaptations, while noticeably Western in their stylistic
choices, retained a strong Japanese character in their content and portrayal of characters.

The term ‘Shingeki’ or ‘New Drama’ emerged to denote this modern,
Westerninfluenced theater in Japan. Early Shingeki works were often translations or
adaptations of Western plays, but over time, they began to weave in Japanese
sensibilities. The expressive movements characteristic of traditional forms like Noh,
and the vibrant staging of Kabuki, were integrated into these modern performances,
creating a theatrical experience that was both international and inherently local. Post-
World War II Japan saw further experimentation and fusion in theater. Directors like
Suzuki Tadashi played a pivotal role, incorporating the physicality of traditional
Japanese theater with the textual depth of Western plays. His Suzuki Method of Actor
Training is a testament to this blend, drawing from both Western and Japanese theatrical
traditions. Similarly, playwright Yukio Mishima brought modern themes and motifs to
traditional Kabuki plays, thereby enriching the repertoire.

In the contemporary era, Oriza Hirata’s ‘Quiet Theater’ reflects the influence of
Western ‘slice-of-life’ plays, focusing on the minutiae of everyday life, while
maintaining a distinct Japanese perspective. The Angura (Underground) Theater
movement, emerging in the 1960s, exemplified the blend of Western counterculture and

Japanese theatrical traditions, capturing the socio-political unrest of the era. Beyond
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drama, dance and performance art in Japan have also seen significant fusion. Butoh, the
‘dance of darkness,” combines elements of Western modern dance and Japanese
performance traditions. Its existential themes and surreal performances resonate with
Western philosophical concerns, delivered through a medium reminiscent of traditional
Japanese theater’s controlled physicality.

The fusion of Japanese and Western theater is not limited to domestic stages; it
has also led to international collaborations, resulting in productions that transcend
cultural boundaries. These collaborations often merge diverse techniques and narratives,
creating universal resonance and highlighting the adaptability and fluidity of artistic
expressions.

In summary, the fusion of Japanese and Western theater represents a crosscultural
dialogue, celebrating both the universality of human experiences and the uniqueness of
Japanese artistic heritage. It has not only enriched the Japanese theatrical landscape but
also made significant contributions to global theater, showcasing the endless

possibilities that arise when different cultural artistic expressions come together.

The Practice of Adapting and Interpreting Western Plays in Japan

Japanese theater, steeped in tradition yet continually evolving, has embraced the
adaptation and interpretation of Western plays, resulting in a fusion of cultural
narratives and theatrical techniques. This practice, which has flourished over the years,
serves as a testament to Japan’s openness to external influences and its capacity for

innovation in the arts. The adaptation and interpretation of Western plays in Japan is a
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multifaceted practice, rooted in a desire for artistic innovation, cultural exchange, and
the reinvigoration of traditional theater. At the core of this endeavor is a pursuit of
modernity, as Japanese theater artists continually seek ways to evolve and enrich their
craft by integrating diverse influences and perspectives. The late 19th and early 20th
centuries, characterized by Japan’s rapid modernization, saw intellectuals and artists
striving to bridge the gap between the East and West, fostering an environment that was
receptive to foreign artistic forms.

The infusion of Western narrative styles and themes provided Japanese theater
with fresh, novel content, expanding the artistic palette available to playwrights and
directors. These adaptations allowed for a re-examination and reinterpretation of
universal themes such as love, conflict, and identity through a distinctly Japanese lens,
thereby enriching the country’s theatrical tradition. Notable critic Tanaka Hiroshi
highlights the significance of this practice, stating, ‘the inclusion of Western plays in
our repertoire has broadened our artistic horizons, offering new and diverse avenues for
creative expression’ (Tanaka, 1998).

In addition to fostering artistic growth, the adaptation of Western plays also serves
as a means of cultural diplomacy and exchange. By interpreting and presenting foreign
narratives, Japanese theater contributes to a global dialogue, promoting cross-cultural
understanding and appreciation. As renowned director Suzuki Tadashi articulates, ‘our
endeavor to reinterpret Western plays is not just about artistic expression; it is also about

building bridges, creating a mutual understanding between disparate cultures’ (Suzuki,
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2002). This practice reflects Japan’s broader commitment to internationalism and its
recognition of the arts as a universal language, capable of transcending borders and
bridging divides.

Furthermore, the adaptation of Western plays in Japan reflects a conscious effort
to preserve and revitalize traditional theatrical forms. By integrating elements of Noh,
Kabuki, and other indigenous styles into Western narratives, artists breathe new life into
these ancient practices, ensuring their relevance in contemporary society. This delicate
balancing act between preservation and innovation highlights the Japanese theater
community’s respect for its cultural heritage, as well as its willingness to embrace
change and diversity.

In essence, the practice of adapting and interpreting Western plays in Japan is a
testament to the country’s dynamic and evolving theater scene. It encapsulates a
collective desire to explore new artistic frontiers, foster international connections, and
ensure the continued vitality of traditional Japanese theater, all while contributing to a

rich and diverse global cultural tapestry.

Notable Adaptations of Western Plays in Japan

The landscape of Japanese theater has been profoundly enriched by the adaptation
of Western plays, a process that has not only introduced international narratives to
Japanese audiences but also fostered a unique blending of theatrical traditions
(Miyamoto, 2004a). This endeavor has produced several notable adaptations that stand

as testaments to the creative dialogue between Japanese and Western cultures.
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One of the most celebrated figures in this context is Yukio Ninagawa, whose
visionary adaptations of Shakespeare have captivated audiences both in Japan and
around the world. Ninagawa’s approach to Shakespeare, is emblematic of the potential
for cross-cultural reinterpretation; his production of Macbeth, for instance, is set against
the backdrop of feudal Japan, with samurai warriors taking the place of Scottish lords
(Ninagawa, 1999). This reimagining not only brings the play closer to Japanese
audiences by situating it within a familiar historical and cultural context, but it also
highlights the universality of Shakespeare’s themes. The use of traditional Noh and
Kabuki elements in the staging and performance further underscores the synthesis of
styles that characterizes Ninagawa’s work, offering a visually stunning and emotionally
resonant experience that transcends linguistic and cultural barriers.

Anton Chekhov’s plays have also found a receptive home in Japan, with directors
like Amon Miyamoto offering reinterpretations that resonate deeply with Japanese
sensibilities. Miyamoto’s adaptations often emphasize the subtleties and nuances of
Chekhov’s exploration of human relationships, aligning them with the introspective
quality of traditional Japanese drama (Suzuki, 2002). By transplanting Chekhov’s
narratives into Japanese settings, these adaptations create a bridge between the Russian
playwright’s keen observations of human nature and the Japanese audience’s
appreciation for understated emotion and social nuance.

The movement known as Angura, or Underground Theater, in the 1960s, further
exemplifies the innovative spirit of Japanese adaptations of Western plays (Tanaka,

1998). Angura productions were characterized by their experimental nature, blending
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various artistic disciplines and cultural influences in a challenge to both traditional
Japanese and Western theatrical norms. This movement, with its avant-garde approach
and emphasis on social and political themes, reflected a broader cultural shift towards
questioning and redefining identity in post-war Japan.

These adaptations, and others like them, underscore the rich potential for
crosscultural exchange in the realm of theater. Through the creative reinterpretation of
Western plays, Japanese directors and playwrights have not only expanded the scope of
their own artistic traditions but also contributed to a deeper, more nuanced
understanding of the universal human condition. In doing so, they have affirmed the
theater’s power to connect disparate cultures, fostering a sense of shared humanity
across divides of language and geography.

In sum, the notable adaptations of Western plays in Japan represent a vibrant and
ongoing conversation between East and West. They showcase the adaptability and
ingenuity of Japanese theater, illustrating how traditional forms can evolve to
incorporate new influences while maintaining a distinct cultural identity. Through these
creative endeavors, Japanese theater continues to explore the complexities of human
experience, offering audiences fresh perspectives on familiar stories and deepening the

global dialogue of the arts.

Methods of Adaptation and Interpretation within Japanese Cultural forms

The methods of adapting and interpreting Western plays within Japanese cultural

aesthetics represent a nuanced and complex process, deeply rooted in Japan’s rich
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theatrical heritage. This creative endeavor involves more than merely translating text
from one language to another; it is an intricate act of cultural translation that requires a
sensitive understanding of both the source material and the target culture. Japanese
directors and playwrights navigate this process with a deep reverence for their own
traditional forms, such as Noh, Kabuki, and Bunraku, while simultaneously embracing
the narrative and thematic richness of Western plays.

At the heart of this adaptation process lies the principle of ‘hon’yaku’ (translation),
which in the context of Japanese theater, extends beyond linguistic conversion to
encompass cultural and aesthetic reinterpretation. This principle is evident in the works
of esteemed directors like Yukio Ninagawa, who masterfully blends Shakespearean
dramas with elements of Noh and Kabuki. Ninagawa’s adaptations are not mere
transpositions of Western plays into a Japanese setting; they are transformative works
that weave the essence of Japanese aesthetics into the fabric of Western narratives. For
instance, Ninagawa’s Macbeth, as already mentioned, is set in the Sengoku period,
employing Kabuki’s theatrical techniques and Noh’s musical elements to create a
version of Shakespeare’s play that resonates with Japanese cultural sensibilities while
retaining the universal themes of ambition, power, and guilt (Ninagawa, 1999).

Another method involves the incorporation of traditional Japanese music,
costumes, and stagecraft to create a visual and auditory experience that is distinctly
Japanese. The use of Noh masks in the portrayal of Western characters, for example,

introduces a layer of symbolic meaning unique to Japanese theater, allowing for a
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deeper exploration of character psychology and thematic complexity. This practice not
only enriches the audience’s experience but also bridges the gap between the modern
and the traditional, the foreign and the familiar (Suzuki, 2002).

Furthermore, the adaptation process often entails a thematic reinterpretation,
whereby universal themes are re-examined through the lens of Japanese philosophy and
social norms. This approach allows Japanese theater to engage in a dialogue with
Western plays, exploring issues such as identity, morality, and societal roles from a
perspective that is rooted in Japanese cultural and historical context. Through this
dialogue, Japanese adaptations of Western plays contribute to a global theatrical
discourse, offering insights that are both culturally specific and universally relevant.

In conclusion, the methods of adaptation and interpretation within Japanese
cultural aesthetics highlight the dynamic interplay between tradition and innovation in
Japanese theater. By integrating Western narratives with Japanese theatrical forms,
artists create works that are at once uniquely Japanese and globally resonant. This fusion
of cultures enriches the theatrical landscape, fostering a deeper understanding and

appreciation of the diversity and universality of human experiences.

Review of Previous Studies on Irish literature in China

Irish literary studies are a prominent field within Irish studies both in the West and in
China. As early as the New Culture Movement, Irish literary works were translated and
introduced to China, where they were received and appreciated by Chinese readers. By

the 1980s, Chinese scholars’ research on Irish literature had entered a phase of
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comprehensive promotion. Given the diverse approaches to Irish studies worldwide, it
is challenging to provide an exhaustive review, and such a review would not be directly
relevant to the theme of this thesis. The transmission of Synge’s literary imagery in
China, constrained by the limitations of native language research, and by the
complexities of Chinese textual studies, has seen most comparative scholars focusing
on Sino-Irish studies based in China, with only a few Irish scholars specializing in
Chinese studies. Therefore, this thesis concentrates on the review of Chinese research
on Irish literature.

China’s studies on Irish literary writers and their works are most concentrated,
extensive, and in-depth regarding James Joyce. In the late 1990s, the successive
publication of different Chinese translations of Joyce’s Ulysses marked a new phase in
Joyce studies in China. Studies on Joyce in China has yielded substantial results. The
most representative work is Dai Congrong’s The Formal Experiments in Joyce’s Novels
(2005), which presents many new insights, such as linking his six works through the
stages of realism, modernism, and postmodernism. The book points out that the
development stages of Joyce’s novelistic art correspond to the developmental process
of modern English novels. It describes Ulysses as a monument to modernism, ‘marking
the end of Western heroic literature since the Middle Ages’, and Finnegans Wake as ‘an
extraordinarily important experimental novel during the transition from modernism to

postmodernism in Western literature’ (Dai 2005, 68 & 105).
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Papers published in China mainly focus on Joyce’s three most famous works,
namely Ulysses, A Portrait of the Artist as a Young Man, and Dubliners. These studies
delve into the structural form, thematic significance, writing techniques, narrative art,
style, epiphanies, and stream-of-consciousness techniques of these works, as well as
feminist interpretations and aesthetic studies. Academic journals feature numerous
papers analysing individual short stories from Dubliners, exploring the mystery of
‘E-C’, and providing detailed analyses and interpretations of aspects such as the
representation of time and space, women, language variation, musical form, and
narrative techniques in Ulysses.

China has also made significant progress in the study of W.B. Yeats. Fu Hao’s
books, Yeats and 4 Critical Biography of Yeats (1999), detail the life of the renowned
Irish poet, playwright, and prose writer. Most dissertations on Yeats were published
after 2004, correlating with the recent rise in Yeats studies in China. The most studied
themes include the use of Irish folklore and mythology in his poetry and its impact on
Irish nationalism, his relationship with the Irish Literary Revival, and his connections
with national culture and identity construction. Additionally, there is considerable focus
on the depiction of female figures in his poetry, stylistic analysis, and narrative
strategies. These trends indicate that Chinese studies on Yeats are primarily
concentrated on his poetry’s engagement with Irish mythology, nationalism, and
identity, which are also key concerns among contemporary Irish writers. In academic

journals, articles often provide detailed analyses of specific poems, specialized
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examinations of Yeats’s gyre theory and mystical philosophy, and studies on the
symbolism and magical elements in his works.

In recent years, Yeats studies have primarily focused on analyzing his poetry
through emerging theories such as ecological anti-colonial poetics. Scholars have
examined Yeats’s translation works to explore the anti-colonial practices reflected
therein and have investigated the national political implications of Yeats’s theatre
through an analysis of stage design in his dramatic performances. For instance, Hu
Zeyuan's 2023 article Yeats s Ecological Anti-Colonial Poetics and His Poetry Creation
traces the origins and key content of Yeats’s ecological anti-colonial poetics from his
literary theories and explicates the ecological anti-colonial writings in his works. One
of the most innovative aspects of Yeats’s “cultural nationalism” is his critique of the
industrial rationality and commercial civilization represented by Britain, along with the
corresponding discourse of “progress.” Yeats proposed an Irish model of ecological
development distinct from that of Britain. Through his ecological anti-colonial writings,
Yeats subverted Britain’s demonizing depiction of Irish nature and achieved a form of
cultural anti-colonialism for Ireland. Similarly, Li Yuan's I Call to the Eye of the Mind:
W.B. Yeats's Ritual Theatre and National Politics in At the Hawk's Well provides an
insightful analysis of the interplay between mysticism, theatre, and politics in Yeats’s
work. It effectively demonstrates how Yeats’s engagement with Noh theatre helped him
develop a unique form of ritualistic drama that could address both spiritual and national

concerns. The author’s exploration of the hypnotic and manipulative aspects of Yeats’s
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ritual theatre adds depth to the understanding of how art can be used to shape political
and national identities.

Research on Seamus Heaney in China began in the 1990s, particularly gaining
momentum after Heaney won the Nobel Prize in Literature in 1995. Professor Li
Chengjian has highlighted issues of identity construction and recognition in Heaney’s
poetry in his books and journal articles. This focus is driven by Heaney’s unique identity
and the distinctive political situation in Northern Ireland.

In recent years, influential articles on Seamus Heaney have concentrated on the
work of two scholars. Yuan Guangtao, in 4 Portable Monument: Seamus Heaney's
Beowulf and Cultural Memory (2023), provides a thorough analysis of Heaney's
*Beowulf* translation within the framework of cultural memory, positioning Heaney
not only as a translator but also as a cultural mediator. He highlights how Heaney’s
work transcends mere linguistic translation to engage in a broader dialogue with history,
culture, and identity. Additionally, in his 2021 article Continuous Digging: The Bog and
Cultural Memory in Seamus Heaneys Poetry, Yuan offers a nuanced and in-depth
analysis of the symbolism of the bog in Heaney’s poetry. He demonstrates how
Heaney’s work bridges personal, cultural, and political memories, using the bog as a
rich, multi-layered symbol that evolves over time, reflecting Heaney’s deep engagement
with the complexities of identity, history, and memory.

Another important scholar, Dai Congrong, in 4 Community of Poets: Seamus

Heaney and the Belfast Group, offers a comprehensive exploration of the role the
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Belfast Group played in shaping Seamus Heaney’s career. The article effectively
highlights how the group provided Heaney with a vital space to develop his craft,
receive critical feedback, and build connections with other writers.

Studies on Beckett also gained momentum in the 1990s. Wang Yahua (2005)
conducted an in-depth study of Beckett’s novels, pointing out that Beckett’s exploration
of the self is a process of formal experimentation. In Beckett’s novels, the protagonists
ultimately achieve an authentic existence, which is, paradoxically, nihilistic, and
represented by death or silence. The novels enact transitions from clarity to chaos,
culminating in a complex and formless narrative web: ‘This process, on the one hand,
presents the chaotic subconscious activities of the characters as an object of
representation, and on the other hand, becomes a kind of structure’. Thus, Beckett
practiced the creative philosophy of ‘content is form, and form is content’ (Wang 2005,
9).

In 2000, to commemorate the centenary of Oscar Wilde’s birth, the China Literary
Press published a six-volume Chinese edition of The Complete Works of Oscar Wilde,
encompassing his novels, plays, poems, essays, letters, and fairy tales. Among the
works by Chinese scholars, Zhang Jieming (2005) examined aestheticism and Wilde
from a modern perspective, identifying Wilde’s aesthetic characteristics as ‘beauty in
sensibility, beauty in taste, beauty in imagination, and beauty in formal innovation’
(Zhang 2005, 82). Li Yuan’s The Aesthetic Dandy: Oscar Wilde’s Self-Construction and

Rebellion (2010) takes the unique European cultural figure of the dandy as the main
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thread, integrating Wilde’s artistic concepts and the content of his works through the
dandy spirit, and strives to explore Wilde’s self-construction as a dandy in his artistic
ideas and literary creations.

In recent years, Chinese scholarship on Oscar Wilde has been particularly fruitful,
with several high-quality studies emerging. Among them is Chen Zhiying’s Wildean
Resistance: Individualism, Art, and Ireland in “The Soul of Man under Socialism”
(2024) which presents a compelling analysis of Wilde’s intersectional approach to art,
politics, and nationalism. It demonstrates how Wilde’s artistic philosophy goes beyond
aesthetics to engage with the political realities of his time, particularly the struggle for
Irish independence. Chen effectively shows how Wilde’s socialism is not a typical
Marxist or collectivist socialism but one that prioritizes individual development, which
he believes can only be fully realized under a socialist system. However, the article
could delve more deeply into the contradictions in Wilde’s thought. While Wilde
champions individualism, his socialist leanings suggest a collective struggle, and the
tension between these two ideals could be more fully explored. Additionally, the article
could benefit from further analysis of how Wilde’s ideas were received by contemporary
audiences, particularly in Ireland and Britain, to understand the broader impact of his
work on political and cultural discourse.

Jiang Yusi focuses on the early expressions of dandyism and aesthetic modernity
in Oscar Wilde's fairy tales in his On Dandyism and Aesthetic Modernity in Oscar

Wilde's Fairy Tales. He provides a thought-provoking analysis of Oscar Wilde’s fairy
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tales, moving beyond traditional interpretations of them as moralistic children’s stories.
By situating Wilde’s tales within the broader context of dandyism and aesthetic
modernity, the author sheds new light on the philosophical underpinnings of Wilde’s
work. The discussion of aesthetic autonomy and salvation is particularly compelling, as
it highlights Wilde’s belief in the transformative power of art, while also acknowledging
the limitations of this ideal in the face of social and moral concerns.

Gao Weiquan examines Oscar Wilde's treatment of Celtic identity within the
context of British imperialism, using three of Wilde’s works: The Model
Millionaire, The Portrait of Mr. W. H., and The Picture of Dorian Gray in Oscar Wilde
and Celtic 'Imperial Discourse': Starting with Erskine in the 'Portrait Trilogy (2022)
which offers a detailed and insightful examination of the political and cultural
dimensions in Oscar Wilde’s works, particularly in relation to his complex relationship
with Celtic identity and British imperialism. By focusing on the character Erskine, Gao
effectively highlights Wilde’s engagement with both imperial and nationalist discourses,
demonstrating how Wilde navigated the contradictions of being both an Irishman and a
participant in the British cultural establishment. However, this journal could delve
deeper into Wilde’s personal views on the Irish question, particularly how his public
statements and private correspondence align with the political messages in his works.
Additionally, while the focus on Erskine is well-founded, a more comprehensive
analysis of how other characters in Wilde’s works reflect Celtic and imperial identities

would further enrich the discussion.

39



Research on Irish drama in China overlaps with studies on Irish literature, as
figures like Yeats were not only novelists but also renowned playwrights. The studies
on Irish drama in China mainly focus on the eminent Irish playwrights or the text of the
plays in the period of the Irish Literary Revival. He Shu (2002), in From Home to the
World — The Studies on the Irish Literary Revival, has teased and studied the combined,
conflicted and detached history of the Irish Literary Revival and the Irish National
Movement, illustrates the national origin and characteristics of the development of the
Irish drama. However, the academic orientation of this work is not from the perspective
of dramatic literature, but from the perspective of historical science.

There are also theoretical studies of Synge, O’Casey and their respective plays
which examine the literary aesthetic value of their works. Most of the studies are
concentrated in masters’ theses, particularly those written by students of the few
scholars in China who specialize in Irish literature. Consequently, the reference value
of these theses is not particularly high. However, this also reflects that the study of Irish
literature in China is still in its pioneering stage.

Among the noteworthy journal articles, Li Yuhua’s (2002) Weeping Amid
Laughter, Advancing Amid Grief: A Review of Synge s The Playboy of the Western World
reveals Synge’s unique ‘Irish-style tragicomedy’ artistic style. The article points out that
through an absurd ‘patricide’ story, Synge exposes the weaknesses of certain aspects of
the Irish national character and, indeed, of the Literary revival Movement, and uses this

dramatic form to awaken the public, highlighting the vast difference between fantasy
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and reality. Synge’s works reveal that indulging in fantasy can only lead to tragedy,
while facing reality is the path to true freedom and liberation. This analysis
demonstrates the profound social criticism and national reflection inherent in Synge’s
works. Additionally, in her 2016 paper The Aesthetic Art of Modern Tragedy in John
Millington Synges Riders to the Sea, the same author extends her interpretation of
Synge’s tragic aesthetic. She argues that the core of Synge’s tragedy lies in reflecting
the modern man’s sense of loss and ‘alienation’ from society. The characters are
depicted as isolated ‘outsiders’, whose actions gradually lose meaning, ultimately
spending their lives in spiritual torment and numbness.

Studies on O’Casey are even scarcer. The only noteworthy study is Ye Hong’s
‘Tragicomedy: From Tradition to Modernity—A Study on Sean O’Casey’s Dublin
Trilogy’ (2005). The article suggests that O’Casey’s works reveal the painful situation
of the Irish people in their historical context, and delve into the inherent flaws in aspects
of the Irish national character. This universality allows his works to transcend temporal
and spatial limitations, not only reflecting the plight of the Irish people but also the
universal human condition of tragedy. Moreover, O’Casey’s ingenious use of comedic
elements in his plays does not mitigate the tragic effect but rather deepens the tragic
themes.

As for Irish drama since 1960s, in the past decade, Chinese academia has
gradually begun to take notice, resulting in the emergence of some introductory

monographs and influential academic journal articles. For example, Professor Chen Shu,
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who is one of the forerunners in this area, gave a brief introduction to contemporary
Irish drama to Chinese readers to remedy the omission of translations of contemporary
Irish drama in his The Irish Dramatic Movement (1986). Professor Li Chengjian’s A
Study on Contemporary Irish Drama, which was published in 2015, is the first book
that introduce the contemporary Irish drama systematically to Chinese readers.

Another significant voice in this area is that of Li Yuan, a distinguished young
scholar in Beijing Foreign Studies University, whose The History of Irish Drama in
20th Century (Li Yuan, 2013), has been accepted as a major project of National Social
Sciences Fund. His The Renarration of the National Identity — The Irish Drama in the
Period of Celtic Tiger (2013), reveals the essential characteristics of the Irish national
narration in 20th century, from the theoretical perspective of national identity. Besides
that, The Bog of Cats, which was written by the contemporary playwright, Marina Carr,
was translated by Li Yuan. This was the first Chinese translated version of a text from
contemporary Irish drama.

Since 2018, research on Brian Friel has increased in China, with several
highquality articles being published. One notable example is Xiang Dingding’s ‘Brian
Friel’s Story Plays and Contemporary Reflections on “Irishness”* (2018). In this article,
the author analyzes Friel’s dramatic works to reveal his reflection and deconstruction
of the myth of ‘Irishness’ within the context of contemporary Irish culture. Xiang argues
that Friel’s plays deconstruct the monolithic, nostalgic narratives of ‘Irishness’ through

techniques such as counter-narrative and irony, highlighting the anachronism of these
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traditional narratives in modern society and critiquing their oppressive impact on
contemporary experiences. Friel’s works call for the construction of a new, diverse Irish
identity. Despite providing an in-depth analysis of Friel’s dramatic works, the study has
its limitations. Firstly, it focuses mainly on specific works by Friel, with less attention
to the works of other Irish playwrights, thus failing to provide a comprehensive view of
the evolution and development of Irish drama as a whole. Secondly, the analysis is
predominantly literary and cultural, lacking a thorough examination of the social,
economic, and political contexts, which somewhat limits the understanding of the
transformation of ‘Irishness’.

Another significant study is Qi Yaping’s The New Historicist Historiography in
Brian Friel s ‘Making History’ (2019). Qi argues that Friel, by embedding fictional life
fragments into established historical facts, showcases the rhetorical nature of historical
narrative, and emphasizes the characteristics of plot construction and literary pastiche
in historiography. The article also notes that Friel aims to challenge and dismantle the
authority of official history, exploring new ways to reconstruct Irish cultural identity.
However, despite discussing the historical background of Making History, the article
lacks a detailed analysis of the complex historical relationship between Ireland and
Britain, failing to fully illustrate how these historical contexts specifically influence
Friel’s creation. Additionally, the article focuses solely on Making History, without
placing the play within its contemporary context to compare it with other plays and

playwrights of the same period, and lacks a higher-level, more ideological analysis.

43



As for other contemporary Irish playwrights such as Frank McGuinness and
Martin McDonagh, they have also garnered academic attention in China. However,
most of this attention is concentrated in masters’ theses from various normal universities,
with very few academic journal articles. The perspectives presented are often lacking
in depth, and the overall quality of these studies is not high.

Regarding comparative studies between Irish drama and Chinese drama, there are
only a few articles that analyze the influence relationship between the National Drama
Movement in China and the Irish Literary Revival. There are no articles comparing the
development of drama in other periods, including modern and contemporary drama.
This has resulted in a research gap in the macro-level comparative development of Sino-

Irish drama.

Previous Studies on the Relationship between Synge and Guo Moruo

As Gao Moruo was the first scholar introducing Synge’s plays into China, the literary
relationship between the two writers deserves analysis and investigation. Since the
1980s, the study of foreign literature in China has gradually resumed, with some
discussion about the relationship between Guo Moruo and Synge. Although the number
of the studies about the literary relationship between the two writers at home and abroad
is not high, nevertheless there are still some research achievements. Most of the studies
derive from the perspectives of comparative literature, while others focus on the

translation.
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Some researchers have analysed the aesthetic purports and creative ideas shared
between the two dramatists. For example, Liu Jue (1986) pointed out that the bond
between Guo Moruo and John Synge was their common views of the theatrical aesthetic
ideal and dramatic artistic temperament. While Zhong Dehui (1984) mentioned that
Guo Moruo believed that Synge’s sympathy with the lower classes made his dramas
outstanding. In addition, Yuan Diyong (1993) considered that the factors of realism
existing in Synge’s works were the motivation for Guo to translate those plays.

Analyzing the impact of Synge on Guo is still a hot spot for some researchers. In
the Master’s thesis, Yan Biyu (2009) pointed out that the colloquial words used by Guo
to express the character’s moods are influenced by Synge, and Yan Biyu also noted /n
the Shadow of the Glen as well as the blind person in Nieh Ying as examples to support
the point. Besides, in another Master’s thesis, Yan Xiaoying (2007) pointed out that the
symbolism in Guo Moruo’s play Morning, was influenced by Riders to the Sea, which
is one of the representatives among symbolic dramas. Also, some researchers also
believed that Guo’s handling of characters’ emotion, myths and legends in his works

were all related to Synge’s creative experience.

Other scholars tended to discuss translation skills. Liao Simei (2009), pointed out
that Guo used the methods of domestication and foreignization in his translating process
to translate Synge’s six works, while Yuan Diyong (1993) talked about the translation
of proper nouns and moods, of which Guo adopted free translation. In addition, in the

book Study on Guo Moruo’s Translation (2009) edited by Fu Yonglin, researchers
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analyzed Guo’s translated version of the titles, pointing out the profound meaning of
Guo’s translation on the dramas’ names. For example, one of Synge’s plays, The

Playboy of the Western World, was translated by Guo Moruo as {FEisp9fEEJL) !,
while it has also been rendered as  { FAEBEFIX ) 2. Today, however, the translation {7
FFREIETE/AF) is more commonly used, and this version has been staged again.

From a contemporary perspective, in terms of fluency and faithfulness to the original
text, the latter seems superior to the former. However, the author argues that in
translation, one should consider the perspective of the audience—ensuring that the title

conveys the essence and spirit of the work without misleading readers. The term "£ 9%,
/AF 3" is a direct Chinese translation of “Playboy”. Yet, from the content of the play,

it is clear that the protagonist is not a figure solely indulging in vice. Moreover,

translating "west world" as “Fg 77t 52" in the Chinese context typically refers to

developed, capitalist Western nations. Therefore, a direct translation might lead readers
to believe the story revolves around a wealthy, extravagant playboy living in a

developed country. In contrast, Guo Moruo’s translation is more faithful to the original,

UIf translate directly, {THiEA96&)L) shoule be The Valiant in the Western Area
2 If translate directly, {FEEBEEINY should be The Brave Man in the Western Area

3 w3 N\

w4 /~F in Chinese context, is always derogatory, refers to the people who are flirtatious with relationship and

live an extravagant life.
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reflecting his unique insights into translation practices. His version considers not only
linguistic accuracy but also cultural and historical connotations, avoiding
misconceptions that might arise from a direct translation. As the particularity of the
study object, there have not been much research abroad about Guo Moruo and Synge.
Some scholars only slightly mentioned it in their articles. For example, Jerusha
McCormack (2013) pointed out that Guo has translated a collection of Synge’s plays,
and has written a fervent requiem for the death of the hunger striker, Terence
MacSwiney.

Through the review of the aforementioned papers, it is clear that after decades of
research and development, the comprehensive picture of Irish literature is gradually
being unearthed by Chinese scholars and presented to Chinese readers. Current research
is no longer limited to the great literary figures in Irish history; contemporary Irish
playwrights and novelists are also slowly gaining attention and being translated into
Chinese. Studies on the unique characteristics of Irishness are becoming more refined,
allowing Chinese academia and readers to clearly distinguish between Ireland and
Britain. However, as in-depth studies of individual authors or specific types of writers
become more thorough, cross-cultural comparative articles are becoming increasingly

rarc.

Among these rare cross-cultural comparative articles, most are Master’s theses
written by students of Irish literature scholars, with only a few high-quality journal

articles. These articles mainly focus on how Synge’s literary techniques influenced Guo
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Moruo and broadly discuss why Guo Moruo chose to translate Synge, often mentioning
in passing that both China and Japan were motivated by nationalist political purposes.
However, this broad explanation leaves many questions unanswered. Was the Japanese
academic community uniformly translating Irish drama for the same political purpose?
Did scholars from different social strata share the same political philosophy? What were
the experiences of Chinese students studying in Japan? Why did they not simply
translate the already adapted Japanese versions of the plays? How did the literary
images of Irish playwrights resonate with scholars in a distant Eastern country and what
transformations did these images undergo? These are areas that current research has yet
to explore in detail.

The Chinese academic community has not yet provided detailed explanations on
these topics, let alone the Irish academic community. Due to the scarcity of Chinese
language learners, and the influence of the Irish government’s cultural policies towards
China, research on Chinese literature in Ireland is still in its infancy. Apart from
Professor Jerusha McCormack at UCD, who has compared Chinese and Irish literary
figures from the same period, such as James Joyce and Lu Xun, and some attention that
has been paid to the novels of Chinese Nobel laureate Mo Yan, there are almost no
comparative studies between Irish and Chinese literature. Specific studies on Synge and
Guo Moruo or on the transmission of Synge’s works in China are even rarer.

Therefore, this thesis focuses on the Irish Literary Revival and the Chinese

National Dramatic Movement, selecting the most representative authors from each
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movement, Synge and Guo Moruo, to provide a detailed and comprehensive analysis
of how Synge and his works were transmitted to China via Japan. It also explores the
transformations in Synge’s literary imagery in China. By using the eastward
transmission of Synge’s literary imagery as a starting point, this thesis aims to reveal
how scholars in specific periods introduce foreign literature based on their political and
philosophical views and to illustrate the complexity of establishing literary and cultural
relations between China and Ireland. Such a comprehensive and detailed study is
unprecedented in both Chinese and Irish academia, demonstrating the academic value

of studying this topic.

Chapter 3 Political Philosophy of Guo Moruo during
1910-1930

The period from 1910 to 1930 was one of immense turbulence and transformation in
Chinese history, marking a critical transitional phase between the collapse of the old
order and the establishment of a new one. During this time, China underwent a
significant shift from a feudal imperial system to a republican regime. The revolution
led by Sun Yat-sen, known as the Xinhai Revolution, successfully overthrew the
twothousand-year-old feudal monarchy, leading to the establishment of the Republic of

China.
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The continuous wars and political instability during this period severely impacted
on agriculture and traditional handicrafts, paving the way for the initial development of
modern industry and transportation. With the demise of the Qing government, the
traditional imperial examination system was abolished, and a Western-style education
system gradually took its place. This new system promoted democracy and science,
while rejecting feudal traditions, leading to the flourishing of new ideas and culture,
which in turn propelled the modernization of society. Meanwhile, foreign powers
continued to expand their influence in China, exploiting economic privileges through
unequal treaties, thus undermining China’s sovereignty.

Overall, these two decades were marked by internal strife, external threats, social

unrest, and economic hardship. Yet, this period was also filled with opportunities and
challenges that laid the groundwork for China’s subsequent development.

Amidst the backdrop of internal and external crises and the urgent need for
modernization, many Chinese youth scholars opted to study abroad in Europe, the
United States, and Japan. They sought to acquire advanced scientific knowledge and
ideological insights to facilitate China’s social reforms and national modernization.
Among these students studying in Japan was Guo Moruo.

The years from 1910 to 1930 were a crucial period in Guo Moruo’s life,
transitioning from his youth to his emergence as a prominent figure. During this time,
he established himself as a poet, playwright, and historian, while also undergoing

significant developments in his political thought and philosophy. This chapter focuses
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on Guo Moruo’s 20 years of study in Japan, combining a close reading of his writings,
poetry, and correspondence with friends and family during this period to provide a

detailed analysis of the evolution of his political philosophy during his time abroad.

Guo Moruo in Japan and the Beginnings of his Political Philosophy

In 1914, Guo Moruo crossed the ocean from Leshan City, Sichuan Province to Japan

and began his decade-long career as a student. As one researcher has summarised, ‘3X

+F, ERFEESEERZZLONTE, BEBAEBBRRE DREMNT+
TE’ (‘this was a decade of change in the history of the Chinese revolution, and a decisive

decade in the history of Guo Moruo’s intellectual development’) (Tang, 1981:180) .

During this period, Guo Moruo grew from a young student who had written ‘%/J 8
['1°4 (First Leaving from the Kui Gate), to the creator of new poetry, whose intellectual

trajectory was inextricably linked to the things he experienced and thought about during
his travels to Japan. It can be said that the journey to the east was an important event in
Guo’s relationship with literature.

Literature, to a large extent, can be considered partly as a reflection of real life,
and the political culture that pervades the environment in which writers live has a more

profound impact on their thinking and writing than the concrete events that take place

4 One of the prose pieces of Guo Moruo, Kui Gate is the name place in Sichuan Province.
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in reality, influencing their attitudes towards political objects in at least three ways:
‘cognitive, emotional and evaluative’ (Almond, 1987). During Guo Moruo’s ten years
in Japan, the political and cultural system that had a major impact on his thinking and

actions was the nascent political community of the Republic of China.> Guo Moruo

5 After the Xinhai Revolution (The Xinhai Revolution was a national revolution that took place in the Chinese
lunar year Xinhai, the third year of the Qing dynasty’s Xuantong reign, from 1911 to early 1912, setting out to
overthrow the Qing dynasty’s autocratic empire and establish a republican system of government). The Republic of
China was proclaimed in Nanjing on 1 January 1912, and became the first internationally recognised democratic
republic in Asia. After the end of World War 11, it became a founding member of the United Nations and a
permanent member of the Security Council, and took over Taiwan, Penghu and the islands of the South China Sea,
becoming a major world power. In 1947, the country entered the constitutional period; later, due to successive
defeats against the Chinese Communist Party in the Second Communist Civil War, the central government moved
from mainland China to Taiwan at the end of 1949, and the main territory was restricted to Taiwan. After the
outbreak of the Korean War, the US forces assisted in the defence of Taiwan, and the US-China Mutual Defence
Treaty was signed in 1954. After losing control of the island of Zhongyi in 1971, the effective ruling territory of
Taipeng and Jinma has been maintained to this day. In 1971, the Republic of China was forced to withdraw from
the UN as a member when its former seat as the representative of China was replaced by the People’s Republic of
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once recalled that ‘ ~ =+FRINF P FEZERLZE—PAEITINEEEREXE
(‘almost every one of the youths of twenty or thirty years ago could be described as a
“nationalist’) (Guo Moruo, 1932:145), nationalism here was certainly not the
systematic and strictly discriminatory ‘statism’ or ‘nationalism’, but rather a sense of
‘national consciousness’. National consciousness is essentially a sense of identity and
how to imagine and construct a set of narrative mechanisms that can represent and
imagine a ‘community’. During the decade when Guo Moruo travelled to Japan,
Chinese national consciousness was in fact still in an era of obscurity, and there was a
wide divergence of perceptions between different groups on the question of ‘what is the
nation’. Prior to the May Fourth New Culture Movement, because the Chinese social
and cultural order had not yet completely disintegrated, people still took certain
traditional values and beliefs for granted. At the same time, however, some of the first
generation of modern Chinese intellectuals had already begun to attack certain elements
of Chinese social and cultural traditions in the 1890s (Lin Yusheng, 1986). Then again,
as far as the speed of the disintegration of the old Chinese social and cultural order was
concerned, there was also, objectively speaking, a wide gap from the southeastern coast
to the interior of the country, and even more so in the Sichuan basin, where Guo Moruo
lived as a teenager. It would seem that Guo’s life as a student from Sichuan to Japan

was not only a process of generating and renewing a body of knowledge, but also a

China. Since then, it has been forced to sever diplomatic relations with most of the world’s sovereign states and

become a limited recognition state.
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process of generating and developing a sense of nationhood.

Guo Moruo’s own account of his life in Japan is relatively detailed. In essays such
as My Student Days and Ten Years of Creation, he recreates the years that shaped his
life in the form of an autobiography, but there are significant problems pertaining to this
restoration; as since more than ten years had passed since the events, he inevitably
participated in some inaccuracies in the process of writing. What is more, when Guo
Moruo wrote his autobiography, his thinking had already turned to Marxism, and when
he used Marxism to unify the internal logic of his narrative, he could not help but
systematize the otherwise fragmented traces of his life in order to serve his own
narrative, thus obscuring to a greater or lesser extent the original picture of his life
abroad. Fortunately, Guo Moruo’s correspondence with his family and friends during
his study in Japan provides an important historical source for the study of his intellectual
development during his study in Japan, as well as a basis for the study of the generation
and evolution of his national consciousness during the same time span. In addition,
during his study in Sichuan and his overseas study in Japan, Guo Moruo had many
poetic exchanges with his friends, and his correspondence with Tian Han, Zong Baihua

and others was also collected into { =MH%) (The Collection of Three Leaves), which

also provides important support for scholarly research into Guo’s psychological journey
during this period. The combination of these materials and Guo Moruo’s later
recollections of his own experiences allows him to sketch the basic contours of his

understanding of the ‘state’ as a category during his studies in Japan.
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Chinese Revolution and its Impact: The Sichuan Uprising and Road Protection
Movement
Since the late Qing Dynasty, when Zhao Ersun was in charge, the situation in Sichuan

province was not very stable, especially after the ‘Road Protection Movement’,® ‘&

BRPNEFNRDELFET R LTI ANEEEBSINT (in which “the
bourgeoisie and even the proletarians in the province could be said to have participated

in all 70 million people’), ‘BHRBERIE =M RE, BETEHMHNFEHM, EIX

BER, B —BTHANE B &R 15 3k JL 7K M ANI@ (‘the riots of the Road Protection

Comrades’ Associations all over the province, attacking the prefectures and counties,
besieging Chengdu, and for a period, besieging Chengdu almost to the point of
flooding’) (Guo Moruo, 1992: 151). The conflict within the Great Han Military

Government had remained fierce for a long time,” with military leaders such as Pu

¢ The ‘Road Protection Movement’, also known as the ‘Road Protection Tide’, took place in the third year of the Xuan
Tong era in the late Qing Dynasty (1911) in Sichuan, Hubei, Hunan and Guangdong provinces to oppose the
nationalisation of the Chuan-Han and Yue-Han railways, which was preparing to build locally. The movement in
Sichuan province was the most intense.

7 This was a transitional local government during the Xinhai Revolution, which was proclaimed in Chengdu on 27
November 1911, with Pu Dianjun as governor and Zhu Qinglan, the former army commander, as vice-governor.

After the mutiny on 8 December, Yin Changheng was elected governor, and on 2 February 1912, and the merger

with the Chongqing Shu military government took effect, forming the Sichuan Governorate of the Republic of

China.
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Dianjun and Yin Changheng attacking each other, and taking turns to sit on the throne,
leaving Sichuan in a state of near-anarchy.

At this time, Guo Moruo was in Chengdu, which was at the centre of the conflict
whirlpool, and he even directly witnessed a political plot to overthrow Pu Dianjun. Guo

Moruo, who once imagined at the beginning of the Republic’s existence that ‘ &ji& %

HE, IRIKXIE (‘the road to Shu will be restored and the wolves will be free’),

soon began to lament that ‘BLRLEFRILIAML, R RBEWN = (2= (‘the tigers are still

watching and the waking lion is still hanging in the balance’) (Guo Moruo, 2012).

Knowing full well that the cause of this phenomenon was precisely ‘Bf E 8% 44z,

FFREZ [G)2E8 43 (‘the fact that the swarms of rushes were so diverse that their hearts

and guts were divided with the Chu Yue’),® he lamented, ‘B2 R IESw, K=17

EAEBE (‘I dare say that the division was not a tragic disaster, and the legacy of

Poland is too much to hide’) (Guo Moruo, 2012: 84). In other words, if the situation
did not change in time, China’s fate would be like that of Poland, which had suffered at
the hands of Austria, Prussia and Tsarist Russia. The warlords who had worked together
to overthrow the Qing government had been brothers in arms, but they were driven by

profit, leaving the newly awakened lion of the Republic of China in danger of being

8 This poem line means the revolutionary camps, which should be as close as liver and guts to each other, were now
as hostile as Chu and Yue (two rival states in the Warring States period).
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torn apart by the Western powers. From another perspective, Guo Moruo looked
forward to a stronger force to integrate the various forces to maintain the formal
integrity of a nation, which he believed was the prerequisite for the rise of the waking

lion.

The Fragmentation of Chinese Authority and Guo’s Response

Guo Moruo not only believed that there should be a strong force to end the division of
China, but he himself suffered from the inconvenience of the division of the country
and the autonomy of the provinces. In June 1913, Guo’s first trip north, from Chongqing
to Tianjin to attend the Tianjin Army Medical School, was cut off by the fires of the
Second Revolution, led by Sun Yat-sen,” which forced him to return to Chengdu (Guo
Moruo, 1992). However, the election of Yuan Shikai!® as President unexpectedly

became a prerequisite for Guo Moruo to continue his journey northwards.

% Sun Yat-sen (12 /12/1866 — 12/03/1925) was a great national hero, a great patriot, a great pioneer of the Chinese
democratic revolution, the founder of the Republic of China and the Chinese Nationalist Party, and an advocate of the
Three Principles of the People. He was the first to raise the banner of complete anti-imperialism and antifeudalism.
10Yuan Shikai (16/09/1859 — 06/06/1916) was a famous political and military figure in modern Chinese history, and
a leader of the Beiyang Warlords. Yuan Shikai actively promoted modernization and reform during the New Deal of
the late Qing Dynasty. In 1913, he suppressed the Second Revolution and was elected the first President of the
Republic of China in the same year. In 1914, he promulgated the Treaty of the Republic of China, and in

December 1915, he proclaimed himself emperor, renamed the country the Chinese Empire, and established the
Hongxian Empire, known as the ‘Hongxian Imperial System’. This was opposed by all sides and led to the Patriotic
Movement, which forced Yuan Shikai to abolish the imperial system after 83 days as emperor. He died of uremia
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After the failure of the Second Revolution,!! Sun Yat-sen fled to Japan, Yuan Shikai
formally reunified the Chinese Republic, and Guo Moruo was able to arrive safely in

Tianjin. During the journey, he wrote to his parents at home, ‘1F T\ K /A Z\ th %6 F

=
=

HEl, BREZEEERKIAR, QUENEFERESE —Z4NR, TEKE
(‘The

official president has also appointed Yuan Shikai, and all the countries in Europe and
America have recognized him. I am glad that the Republic of China still has a chance
of survival’) (Guo Moruo, 2012:92). After Yuan Shikai reunited the independent

governments of the regions, although after the war, ‘I5MER R EEH TR, BAR

BE' (‘thousands of houses were burned outside the city, which was unbearable’), ‘F )

2B 52 (‘the soldiers had retired’), and ‘[ R AL L 8%) (‘the inhabitants were

on 6 June 1916 and was buried in Anyang, Henan Province. Yuan Shikai’s achievements and failures have been
judged differently, with some calling him a ‘dictator and a thief’, while others considering him to be the ‘first of the
reformists’ for his contribution to the modernisation of China. In short, Yuan Shikai is one of the most controversial
figures in modern Chinese history.

' The second revolution is also known as ‘the battle against Yuan, Guichou battle. On 20 March 1913, on the eve of
the meeting of the National Assembly of the Republic of China, the acting chairman of the Kuomintang, Song
Jiaoren, was killed and in April, Yuan Shih-k’ai illegally signed a large loan to start a civil war to destroy the
revolutionary forces in the south. Seeing Yuan’s reactionary face, Sun Yat-sen returned from Japan and argued for an
armed confrontation with Yuan.
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getting quiet’) (Guo Moruo, 2012:94). What is more, the students were ‘Tt E P

1%’ (‘escorted by soldiers”) in each of the through which counties they passed, so that

they were ‘Ff ¢ [ ¥t 1& 2 (‘not disturbed by the war’), although under the

circumstance ‘¥R EZE, REFEILZ (‘the war has just ended, [and] there are still

many hidden dangers’) (Guo Moruo, 2012:94). Not only that, Yuan Shikai’s election to
the presidency also enabled the powers surrounding the Republic of China to recognise
the new regime on a national level, thus making it possible to end the crisis of the tigers

surrounding the awakening lion, which is why Guo Moruo called him ‘48 2 BBIF’ (‘a

lucky star shining through’) (Guo Moruo, 2012:94).
It is clear that in Guo’s mind at this time, Yuan Shikai was undoubtedly the ‘lucky
star’, an important factor for the future stability of the Republic of China. In other

letters, Guo Moruo is clearly pleased with Yuan Shikai’s punishment of Yin Changheng

for ‘7£

REBHRREIR 1 (‘embezzling 200,000 Yuan of the central government’s

money in Beijing’), and says that:

FEBERIEMR, —MREEEE, WRBE HERR, 8RIUE, S

AR, RRWRIRK, BRAR, —#H5K BEAMISEAR D (since

1911, the general young men with so-called some achievements have been
confused and mischievous, corrupting the country and the people, obsessing with
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hunting and drinking and have forgotten the name of their own already. Yuan’s
rescue is quite pleasant which is a blow to the head to wake up the demented and

stubborn’). (Guo Moruo, 2012:103)

The defalcation of public funds by Yin Changheng is not only considered to be a hoax
set up by Yuan Shikai to strengthen his rule over the southwest region, by the current
historical research community, but also by public opinion at that time, which generally
believed that there was an ulterior motive behind it (Tan Jihe, 2013). The influential

CIMKEFIRY (1914) (Shuntian Times), for example, was clearly on Yin Changheng’s

side, and published the (FEH LI ZUFBAB) (1914) (Certificate of Innocence of

Yin Changheng) in successive issues of the newspaper over several days.
The reason why Guo Moruo was so critical of Yin Changheng at that time was

that, apart from the fact that Yin Changheng made the Chamber of Commerce spend
large amounts of money getting flowers for him during his administration in Sichuan
(Guo Moruo, 1992), was that, in his view, Yuan Shikai was the representative of the
power politics that could really bring peace to China. Only with a strong enough
political figure like Yuan Shikai could the relatively independent political forces of the
provinces the Republic of China be suppressed and balanced, thus ensuring the interests
of the state to the greatest extent possible. Guo Moruo supported Yuan Shikai, not only
because of his arrest of Yin Changheng, but also because he taught the ‘the general
young men with so-called some achievements’, a lesson by forcing them to obey the

orders of the central government, which in Guo’s view was the most important thing. It
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is for this reason that Guo Moruo always supported Yuan Shikai’s political ideas, and

even after his accession to the throne, Guo Moruo’s sentiments were still on Yuan’s side.
In early 1916, after Yuan’s accession to the throne, Li Liejun, Xiong Kewu, Cai E

and others sent telegrams in Yunnan to suppress Yuan, and Guo Moruo, who was in

Okayama, Japan, wrote to his family after learning of the news: ‘= B L i K A2

I, AESFRFBURE, HEFIALTE. WEPREASHEHL, BV T
B,

INAMEH I, (‘] think my family was affected by the change in Yunnan. However,

as my family lives in the mountains, we may not be in danger. Now that the central army
has been moving in one after another, I think it will not be difficult to overcome the
minor changes’) (Guo Moruo, 2012:105). It is easy to see that the ‘changes’ Guo Moruo
refers to are the allied armies that are crusading against Yuan Shikai, and from the tone
of Guo’s voice, he not only supported the ‘central army’ of Yuan Shikai’s government
from an emotional point of view, but he also believed that the central army would
definitely win the southwest area which stood against Yuan. For Guo Moruo at this time,
Yuan Shikai and the central army were the representatives of the fledgling state, and

Yuan’s army brought a lot of instability to that fledgling state.

Nationalism and Guo Moruo’s Early Political Philosophy Development

It is easy to see that an imaginary community ‘state’ was very important to Guo Moruo,
but how to construct this state was not set out in his thinking. At this time, his perception

of the Republic of China was merely that he was a member of the state, and that the rise
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and fall of the state was closely related to his own fate; it was not elevated to the point
that the Republic of China should be a ‘state’ of the people. In other words, for Guo
Moruo at this time, the new Republic of China could not be questioned or reflected
upon, and as a member of the Republic of China, the greatest support for the state was
to follow the lead of the Republic of China. The reasons for Guo’s thinking were
manifold: for one thing, being in Sichuan, which had been at war for years at the time,
made the young Guo Moruo’s heart yearn for a stable country, and although the
establishment of the Republic of China brought him hope, the strife that ensued as soon

as the country was founded brought him much anxiety and concern. Guo Moruo wrote

a poem in which he sighed: ‘SRR ¢FREE, TR E R IEIBIUFK (‘1 have often felt
the rise and fall of the country, and look at the Central Plains with tears like flax’),'?

and ‘OO EREIRE, TR (‘1 am sad that the country is in such a
State

of flux, and who is the mainstay of the middle stream’) (Guo Moruo, 2012:132).
Secondly, Sichuan was deep in the hinterland of the mainland, and in the early
years of the Republic, its cultural development lagged far behind that of the southeastern

coastal areas, and its political and cultural consciousness was even more backward.

12 “Tears are like flax’ is ostensibly a description of tears flowing down the face, forming a thread of tears like flax,

but in fact, in Chinese, when used as an adjective, flax often forms the word ‘BRA’ (numb, so what Guo

Moruo is really trying to express here is that, watching the rise and fall of the country is so painful that it is almost numb.
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After the Xinhai Revolution, Sichuan’s intellectual circles were a mixture of the old and

the new, and the mind of speculation was rife. As Guo Moruo recalls, ‘B

RN ENERE A I AT ERIBUEFR! —BEK, NAREM, IR

P, FHEMBNE . BHEETIESME KK ° (‘The most notable
thing was that there were forty to fifty private schools of politics and law in the city of
Chengdu! Graduating in three months or in six months. The classes with shorter term,
the more students there were. It was really a time of flood of desire to be a government
official!’) (Guo Moruo, 2012:144). In such a cultural context, Guo Moruo naturally
could not clearly identify the difference between democracy and autocracy.

Thirdly, Guo’s status as a foreign student required a stable and unified government
behind him to act as his economic and spiritual safeguard. For Guo during his stay in

Japan, there were both official and self-funded daily expenses. As Zheng

Boqi, a contemporary of Guo Moruo, putit, ‘BB A F 4 FE A G B EFEIREL EIA
EENFHE, UAMREEINH T RFEBHERLTENREG, BRXDER &M
F AT/ NRF=NR L B (‘the students in Japan were neither the sons of wealthy

merchants like the students in the United States, nor had they undergone labour training
like the work-study students in France, but were overwhelmingly from the bankrupt
landlords and urban petty bourgeoisie’) (Zheng, 1988:23). Guo Moruo, who came from

a family of bankrupt landlords, recalls:
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REBRMT — ST, BEREATIZONE RICERNSEEES

INR=FHBRRAFRARMORS. BRUEN R TENEE, NERE

EEMNBF—A—FHNIET . BNE2—NKRKE, EFVRMNER, ik

PREmAREE ML T —F, k. RFE. A, JIREHME=A (B

BHAFEN) BRBE. —FEEE, —FEERSKE, CABRA

FAN—ERZAEMBE.

(Although my family had become a medium landlord, as far back as I can
remember, my mother was still washing the nappies of my brother, who was three
years younger, on her back. It goes without saying that the upbringing of my two
brothers and two sisters above me was all the work of our mother alone. We were
a large family, and when my mother first arrived, I was told that the life she led
was exactly like that of a woman worker, with the three sisters-in-law (our ninth
uncle was still young at the time) taking turns to do the washing, laundry, sweeping
and cooking. With one hand on the work and the other on the service of the family,

she will do which makes me feel that the life of a poor man was only one of slavery.)

(Guo Moruo, 1929:22)

As can be seen, the fact that Guo Moruo went to Japan to study added to the woes of

his own less than affluent family.
Therefore, after arriving in Japan, Guo Moruo actively fought for official fees to

study abroad. As his letter states, ‘=R TE B &’ (‘the only thing that bothers me is the
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official fee’), and ‘A EIEEEFREITF, WHIE—1% (‘in order to get the official

fee

in hand, nothing can hinder me’), and his choice of school was also an important

criterion for obtaining the official fee: “fFRNZFHR, MREMEKRAAE, HRED
)b

St mL. MHER. F—5F. LERDBASEAFANY, EHRRATE
Wt . (“In the future, the four schools in Tokyo for application will be the most
important. The four schools were the Normal School, the High School of Technology,
the Kenpakuha Medical School and the First High School. These four schools belong
to the special contract which made by our government and Japanese, thus, the
possibility of getting the official fee is more reliable’) (Guo Moruo, 2012:25). At this
time, Guo Moruo was not only actively fighting for official fees himself, but six months
after arriving in Japan, he also persuaded his younger brother Guo Kaiyun to study here

as well, so he had even stronger reasons to be fight for official fees. He wrote: ‘JT 581

EHRE? S5 ENVE, TTRFTRIE (‘Has Yuandi returned home recently? After

graduating this year, he can rush to the east’), and that ‘¢ F' E#, F2HFESE, H

NEER, MERAR, RS TR (it is a good plan to get government

fees. There are no such advantages at home, cause the subjects are not good, and the

school style is really bad regardless’) (Guo Moruo, 2012:26).

65



After the death of Yuan Shikai, Guo Moruo’s primary concern was also the issue
of government fees. Shortly after Li Yuanhong became president of the Republic of

China, Guo Moruo sent a letter to his family, containing the phrase ‘EZE{IFEREZE

FHEEILE, BAESLINLK’ (‘the state seems to be slightly ready, I don’t think the

government will stop sponsoring the tuition fees to me) (Guo Moruo, 2012:26). Yuan
Shikai’s accession to the throne, abdication and death brought a great deal of uncertainty
within the Republic of China, and changes in domestic and foreign affairs had an impact
on the lives of students studying in Japan. It was only when he learned that his official
fees for studying abroad would not be affected that the stone fell from Guo Moruo’s
heart. It is clear that for Guo Moruo and his family, who were far away from Japan and
not very well-off, the stability of the country was an important guarantee of life and of

the continuation of their studies.

Guo’s Early Political Philosophy Shows on ‘Yuan Shikai’s Death’

After the death of Yuan Shikai, Guo Moruo also did not have much reflection on his
claim to the throne and abdication; on the contrary, the Republican government was

prepared to declare war on Germany which gave him a new hope for the country, ‘{8

RBFLEWMLER, PHBUBEE X, EFELZRRNEIRERES

~

&y

RKEEE—ZBE = (‘but this time the government disposed of such courageous

decision, must really have the insight to grasp, and, many of the country’s eminent scholars
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have positively advocated the declaration of war with Germany, national consensus can be
seen as a tendency’) (Guo Moruo, 2012:28). However, behind the jubilation, Guo Moruo

also saw the hidden worries of the Republic of China’s participation in the war:

BEAATRESE, LRSHRKRE, E—ASE, —HADIAHZTERA
|, X, TULE. REAZEREERE, RIS, BEFH,
BERE, EEBRMTCZEE

(Our country will soon also participate in the war. This participation in the war
will do great harm. Only participating in the war in one hand and still be sharply
focused on the suppression of internal governance on the other hand, safe can be
guaranteed. However, according to the current situation in the country, there are
a lot of internal chaos, drawbacks, and weaknesses. To fight or not to fight, we are

all self-defeating). (Guo Moruo, 2012:30)

It is easy to see Guo Moruo’s attitude and position from the comparison of the two
passages above, the dead Yuan Shikai or the living Li Yuanhong was not important to
him; what he valued was ultimately the existence of the Republic of China.

On the one hand, the declaration of war against Germany opened his eyes to the
strength of a new country, and to the possibilities of the Republic of China becoming a
real country in the world. On the other hand, the ‘dispute between the House and the
Court’, between Li Yuanhong and Duan Qirui after Yuan Shihkai’s death, led him to

suspect, for the first time, the existence of institutional problems in the Republic of
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China from within. Shortly thereafter, Zhang Xun restored the empire, supporting the
abolition of the emperor Puyi, and changing the name of the Republic of China to the
ninth year of Qing dynasty Xuan Tong. This event really opened his eyes to the crisis
behind the new Republic: a seemingly solid state could be overturned in an instant by
the political system. When analysing the situation, he wrote in his family letter, ‘B¢ [
EORRIE B, SRR, S KRB, WS RS,
TNAEE K 2 WM. > (‘Duan has recently assumed the post of Premier, and the
President is now represented by Feng Guozhang, a man who is sinister and heard to be
not quite in tune with Duan which is not a blessing to the country’) (Guo Moruo,
2012:32).

It can be seen that, although at this time he had recognized the structural instability
brought about by the separation of powers between the Presidency and the State Council

of the Republic, he simply attributed it to the leadership’s own problems:

kFER, WIARE, SERER—ATEXIH, +HZREIFEXEL. 15
Rk, EREZRE, KWEML, BRAEAR, REZERE, ML
KEHTE/NETF, (Zhang Xun rebelled and destroyed the Republic, but Duan

Qirui alone rose up as a righteous division and put down the chaos within ten days.
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Recently read the Times, Beijing has been restored, Zhang Xun has escaped, Duan
Gong has entered the capital, President Li has been rescued, since then, our

country can hope to be well). (Guo Moruo, 2012:33)

In his view, the responsibility for Zhang Xun’s restoration should have been borne by
Li Yuanhong alone, while Duan Qirui was the hero who saved the Republic’s edifice

from falling:

LR KEL, ENEREBREGE—ABREARZITSEH. ki AR, BKA
Zo
BB, BEEZE (@M. (‘Thechaos was in fact caused by the cowardly and

unknown fault of President Li alone. When Zhang entered the capital, Li

summoned him. It’s like setting a fox to keep his geese, he was really the second
He Jin).® BRIV EAE, RKREFFA. mXEPE FRERGLTAETE,
?H }f‘EF\ ﬂ,ﬁ E@,:]Z o (‘Duan’s achievements are so great that everyone

expects it. If God blesses China, Duan can be able to rest in his positions for ten

vears, the country can be greatly improved’). (Guo Moruo, 2012:35)

13 In 189, he disobeyed the advice of Cao Cao and Chen Lin and conspired with the warlord Dong Zhuo to execute
the eunuchs. When the plot was foiled, he was killed by Zhang Rang, a member of the General
Chamberlain, and his descendants were the Nanyang He family, a high-ranking scholarly family of the Wei and Jin dynasties.

69



The solution Guo Moruo envisaged at this time to the problem of the disputes between
the House and the Court was to have someone powerful enough to integrate and
consolidate the House and the Court, thus achieving unity of thought and action in the
Republic of China, and avoiding the recurrence of Zhang Xun’s restoration. He did not
realise that the root of the problem lay in the limitations of the Republic as a whole, and
the intricate conflicts of interest within the Beiyang warlords grouping, which could not
be solved by replacing the President of the Republic. This identification with, and
admiration of, power politics was a limitation of his thinking at that time, as it was an
ideological conception that confused politicians with forms of government and failed

to move beyond the perception of equating a leading figure with a state.

Guo’s Early Political Philosophy and his Family correspondences

The analysis of the letters exchanged between Guo Moruo and his family, which have
not been artistically manipulated, allows for a macro-level perception of the basic
political-philosophical conceptions of his understanding of family and state. However,
an in-depth analysis of his literary works, such as his novels and plays, is needed to
provide a comprehensive view of the political philosophy he held at the time. His
literary experience is not without reference to his change in career choice, as it was a
‘tradition’ for early Chinese students to study law and politics, engineering and

medicine. Xu Shoushang, recalling his life in Japan, once said:

70



—NWE-HEFNEXR, BHEENABEARAT -=F, EXERITE LT

%, NEREIZH, EREE %y, IR INRERINFER, 5,

%, I, B B MBE ¥EF EXTHEERE, BRFETXEERE

B

FEEY.)

(In the summer of 1902, the number of students studying in Japan was only 200 or
300, but later the number of ‘crash courses’ increased and reached 20,000, which

was a massive number. It is said that those who learn literature will starve to death

in the future). (Xu,1999:31)

Guo Moruo was one constituent of the ‘massive number’.

In the early days of the Republic of China, studying law and politics was supposed
to be a shortcut to promotion and fortune, and it was a shortcut to a change of scene at
a time when there was a lot to be done, but it reeked of speculation. Guo Moruo recalled
that he had long seen the problems with studying the subject of law and politics, and

before he went to Japan to study, his elder brother, Guo Kaiwen, had said to him, ‘3

FBHEZRAER, RKRTRALERRETFEEBREZL (It is really hopeless
to study law and politics. The disorder of the world is really caused by the large number

of people who study law and politics’) (Guo Moruo, 1992: 24). When he set out on his

71



journey to Japan, he did not have a clear plan of his future career, or even of his desired

career. When he first arrived in Tokyo, the letter he sent to his family simply said, ‘4

REERHF, HRELER. FWKEL, REILH (1 should refresh myself and try to
be

practical. I will be happy to achieve academic success, though I will suffer’) (Guo
Moruo, 2012: 64). This is not without a point of reference, as can be seen from the
admonition given to him by his elder brother, before he left for Japan. Shortly thereafter,
he also expressed a similar view to that of Guo Kaiwen in a letter to his third brother,
Guo Kaicheng: ‘EEJE Bz, EERT, ARABRIIEt., RE1HK. " (‘My
country’s movement of “official hunting”, which is like bringing destruction to

themselves, and it can be seen by the discerning eye. There is no need to talk much

about it") (Guo Moruo, 2012:67).'4

It can be seen that Guo Moruo’s letters at this time indicated that he wanted to

choose ‘SCFRZ M’ (Guo Moruo, 2012:64) (‘practical studies’), in fact, he was clearly

telling his family that the discipline of law and politics was not his choice, though he
was not yet sure which discipline to study, when he first arrived in Japan. Between
March and September 1914, his choices were narrowed down from four schools, namely,
the Normal School, the High School of Technology, the Kenyah Medical School and

the First High School, to two schools, the First High School and Kenyah

14 Chasing after government positions like go hunting
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Medical School. After passing the examination of the First Higher School and ‘37 &5

&, EEMET (‘determined to study medicine, no other choices will be considered’),

because ‘EF—iE, IMHBAEE, EINEAZHRIERIE, FEERBARBER
In,

BAFZZE, ZMUAEAN, BUHE B (‘the study of medicine is very

important
these days, and those who study it in foreign countries cannot succeed unless they are
wise, and this is a skill that can be learned without relying on others, and can be useful

for yourself’) (Guo Moruo, 2012). Guo Moruo’s words are intriguing, as ‘S p{#7 7.,
o] NEEN’ (‘a skill that can be learned without relying on others’) is important, and the

reason for his sentiments can be clearly understood in the context of his family situation
at the time.

A number of his family members died of illnesses, such as the early death of his
sixth sister’s child. The other reason, which sounds inexplicable, seems to be that he

wanted to prove that he was a ‘wise man’, but many years later, in his autobiography,

he said, ‘T AH), INEEBRF—RE, REANTERHESHODISCTEK, AL

FURBFNK, XEHZE—HFREMNEE (‘1 seriously wanted to learn a little medicine
at

the beginning as a practical contribution to the country and society, but I did not learn

it after all, which is a matter of regret’) (Guo Moruo, 1992: 65), which shows that his
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most important motivation for studying medicine was his desire to make a practical

contribution to his country and society. He said:

KREXREE RREM, ZFTEHRZSH, BRI K—Z, U

B0, FERMEZK. ( have been nurtured by the state for a long time,

and
although I am not of a dull quality, I am not an instrument for the country, so I want

to learn a skill and cultivate an artistry, so that I can feed myself and serve
the country). IEEE R BRI WML, £AFF, [AREAFLR T—%

MIRE ., (Now that the country is so weak, how can I, as a man, be uneducated

and unskilled and have nothing to offer the country?). (Guo Moruo, 1992:66)

This passion for the country is the reason for Guo Moruo’s interest in literature, which

can be gleaned from a passage he wrote to his brother Guo Kaiyun in 1915:

THAERATRE, FFDEARLNTF, AEEBEBATAZENL, —H
XFEA—EZIFEH, WRXBEART D, EERHREATELR, Tt
Ff, BELILAR. IRZYRTGTE, SRR XEKHAE.

(You must not play in vain at home. There is no way to begin new studies, but we
must read more of the old books of our country. The literature is the spirit of a
country, and while material civilization is indispensable, the spirit of the country

must not be lost. In recent times, there are few students who have mastered the
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subject. But when it comes to the material aspect, the intellect is still only

superficial, which is really a matter of self-deception). (Guo Moruo, 1992: 67)

In Guo Moruo’s mind, there was no clear answer to what literature was, and ‘X’

(‘literature’) and he even equates with ‘(0] (‘learning’), a view that had something

to do with the Chinese Ming and Qing dynasties, which advocated that scholarly

writings should be ‘22 HEr F’ (‘innovative applications on reality’) (Yang, 2010), in

contrast to the correspondence of Hu Shi,!> and other students in the United States, who

had begun to discuss the difference between the ‘X Z X F" (*words of article’) and

Y

the ‘155 Z SLF (‘words of poetry’) in the same period.

Guo’s perception of literature is somewhat old-fashioned, but both sides attach
considerable importance to the ‘spiritual’ aspect that exists within literature. Compared

to Hu Shi’s suggestion that elaborated the claims of a cultural reconstruction:

SHRMAXF B, FUEMNER X 2 BT ERRETMERXmE

B R RS, SXAEGERERAR, EEN=ZFATF - M52

BY, BT, JUARNE (RXIFERGER. BREEXETS), #

=, HRXZXFH, ANOURERE

15 Hu Shi (17 December 1891 - 24 February 1962) was a modern Chinese thinker, writer and philosopher.
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(If we want to save the old literature today, we must start by eliminating the evils
of ‘the forms matters’ ...... The root of the problem lies in the cultivation of form
without the spirit ...... The revolution in poetry is precisely the same as the
revolution in literature, and should begin with three things: firstly, the words must
convey spirit. Secondly, grammar must be taken into account (everyone’s poetry,
whether ancient or rhythmic, has grammar to speak of). And thirdly, when the

‘words of article’ are necessarily used, they must not be deliberately avoided). (Hu,

2003: 74)

He was more inclined to absorb the ‘spirit of self-country’ from traditional Chinese
literature, and while these two seemed to be on different paths, they were leading to the
same destination. At this time, Guo Moruo and Hu Shi, who were far away from each
other, were both thinking about how to revitalise the spirit of China, but Hu Shi was
driving the development of the literary spirit through the innovation of literary
expression, whereas Guo Moruo was expecting young people, represented by Guo
Kaiyun, to communicate with the spirit of tradition through reading the old books of
China, and thus to improve themselves under the system of traditional Chinese culture.
In contrast to the comprehensive study and acceptance of western culture by Hu
Shi and others during this period, Guo Moruo was wary of western culture, especially
material civilization. One of the reasons why Guo Kaiyun was told to read more old
books was because Guo Moruo believed that because of their ‘incomprehension’ about
traditional Chinese culture, modern students were not able to appreciate the progress

that material civilisation had brought to Chinese society, even though they were in the
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midst of the material civilisation that had emerged in the west since modern times (Wu,
2018). People could not see a way forward, but turned back and found that they had lost
the roots of the Chinese spirit. In Guo Moruo’s eyes, literature and what the national
spirit carried behind it, fed the individual, and additionally, literature was also a kind of
emotional expression of one’s feelings towards the country in the spiritual realm, and
literary creation was a refraction of one’s own national consciousness.

For Guo Moruo, the study of medicine and the pursuit of literature were both acts
of national service under the control of his national consciousness, and there was an
inherent consistency between the two. Thus, in his experience of studying abroad, there
was no real move to abandon medicine for literature, as Lu Xun had done.!® During his
studies in Japan, he always knew that his future lay in medicine rather than literature,

unlike what Lu Xun had in mind:

16 Lu Xun (25 September 1881 - 19 October 1936) was a famous literary scholar, thinker, revolutionary, educator
and democracy fighter, an important participant in the New Culture Movement and one of the founders of modern
Chinese literature.During his lifetime, Lu Xun made significant contributions to a number of fields, including
literary composition, literary criticism, the study of ideas, the study of literary history, translation, the introduction
of art theory, the introduction of basic science, and the proofreading and study of ancient texts. He had a major
impact on the intellectual and cultural development of Chinese society after the May Fourth Movement, and
became famous in the world of literature, especially in the fields of Korean and Japanese thought and culture, and
has been described as ‘the writer who occupies the largest territory on the cultural map of East Asia in the
twentieth century’.
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EFFFE—MEESE NEERBNER, RMEEENERe, WEEE B

REMEZEEIEXNTARAMBNESR, RIEZDERBLUANRERN, FrIXE

MNHNE—FZE, SEXLMNBH, mETHTHERNE, BARHUAY

REWXZ, TREREXZIEFT.

(Medicine is not an emergent thing, for all the foolish and weak people, even if
they are able-bodied and strong, can only be meaningless material for public
display and for all the spectators, and it is not necessary to think that it is
unfortunate that they should die of illness. Therefore, our first priority is to change
their spirit, and I thought that the best way to change their spirit was to through

literature and art, so I wanted to advocate a literary movement). (Lu, 2005)

Even when Guo Moruo was actively preparing for literary activities with others in ‘g
it (‘the Creation Society’),'” he did not abandon his concern for medicine. It is

evident that he also clearly saw the connection and distinction between literature and
medicine. While literature could enlighten the people and save the spirit of a nation,
medicine was a more ‘practical’ discipline that could directly affect the physical bodies
of the people themselves. This is not unrelated to Guo Moruo’s initial goal of studying
in Japan based on his desire to serve the Republic of China, therefore his insistence on

studying medicine during his stay in Japan was a concrete expression of his national

17 The group was founded in 1921 by Guo Moruo, Yu Dafu and Cheng Fangwu. Its basic tendencies were antiimperialism,
anti-feudalism and positive romanticism.
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consciousness at this time. Hence, a contradictory political philosophy that was
introverted but that wished to also be outwardly focused, and contain both idealistic
with practical, emerged in Guo Moruo’s early literary ideas.

For Guo Moruo, literature was inward-looking, and the problem he was
addressing was more one of his own emotions in the face of social phenomena, and
finding a corroboration for the rationality of such emotions (Wu, 2018). Many of the
letters in his family correspondence contain discourses on how to engage in literary
creation. After he had already made a name for himself in Chinese literature with his

collection of poems (%) (The Goddess), when he was revising his poems for his

brother Guo Kaiyun, he recounted his own creative insights, namely that

IR, REFEFHE, BERE BEAKREBR. FEXRBOXFE,

RIERBENXFERNT. MFEEAMREN, BEZARMNKRIM

RIUAXF, TR R HFERIEE 2 nE MmN IR, 17

MNELLIE

IE
El

(to make old poetry, one must strictly adhere to rhyme, and to make new poetry, one
must strive for naturalness. A poem is a word of feeling expression, and words that
reveal true feelings are naturally poetry. A new poem is one that follows the pure
expression of emotion without embellishment, like taking a picture. The old poems

are crafted with the flow of emotion, like painting). (Guo Moruo, 2021: 142)
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He put forward several prmmples for making poems, including ‘B & 4f E 9 B fid,

BT H, &EHCCABEA S (Guo Moruo, 2021,1443) (‘To write a poem, you must
have

%¢

a pure feeling, a feeling that moves you, so that you cannot help but “write”*). It is clear

that the essence of literature, according to Guo Moruo, is the release of emotions. In his
letters to and from his poet friends Tian Han and Zong Baihua, he makes this point even
more thoroughly, listing the formula ‘1F= (ER+1FA+E%) + EYHHNXF)

(‘poetry = (intuition + mood + imagination) + (appropriate words)’ (Tian& Zong&
Guo, 1920). In other words, during his study in Japan, the poems in his mind were in
fact his own emotions at the moment, which contributed to the mixed content of his

(L) (‘The Goddess’), often with the previous poem still steeped in enthusiasm for

serving his country, such as  {}"HH ) (‘Coal in the Grate’):

- ESHEEMNREN, HFFNX
B! BMAZEMNRNERE, (REAEE
UAS T?‘ZEIJ/LJ\EO ﬁ%ﬁ’b\%E/‘JAJ L%

27 X AERE!

BT, FEFRILZER! CRIZFE T HAVE
8?7 RZAHRBARKE ! BRXRNA

s, FEK—HOHG
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BT, HEEFNZR! BHEENTS

JRARE AR, ICAEANRK

ZF, FSHEFERKNK,

B, HEFHXER! HEMNELX

X, WEEESHNRS, IATO

ERIAJLRE] T XA

1920 &£ 1. 2 A8k (Guo Moruo, 1982:13)

Coal in the Grate

Dedicated to my native land

Ah, my fair young maiden, 1
shall not betray your care, let
you not disappoint my hopes.
For her my heart’s delight

I burn to such a heat.

Ah, my fair young maiden, you must
know of my former life. You cannot

shrink from my coarseness:

only in such a breast as mine could

burn a fire so bright.
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Ah, my fair young maiden,
certain it is that in my former life
Iwas a trusty pillar buried alive
for years on end:

today must I see the light of day again.

Ah, my fair young maiden, since
[ see the light of day again

1 think only of my native home:
for her my heart’s delight

1 burn to such a heat.

(January-February 1920) (Lester and Barnes, 1958)

Guo Moruo was not able to participate in the May Fourth Movement in China because
he was far away in Japan, but the surging tide of the revolution affected him greatly.
He saw the hope and future of his country and was inspired by his deep feelings
for it. In his excitement, he wrote this poem. The poem is written throughout in the tone
of a coal burning in a furnace. The so-called ‘Coal in the Grate’, which is already
indicated by the subtitle of the poem ‘Dedicated to my native land’, is only a metaphor,
but actually refers to the poet’s own sentiment of attachment to the motherland. The
‘fair young maiden’ who is ‘heart’s delight’ of the ‘coal in the grate’, which is repeatedly
mentioned in the poem, is the symbol of the motherland in the May Fourth era. The

poet’s heart burns like a roaring coal fire because of his strong longing for the
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motherland. When the coal burns up, it brings light and heat to the earth, but turns into

ashes itself, which is a metaphor for the poet’s love for the motherland, which is costly.

The poem that follows becomes an aria on industrial civilization, as in { H H)

(Sunrise)

R, HXEEXE! FREFWEL, FRE0
T, FHERE, FHR, FHE. RITHZLH

ZryRIIR?

B, EFEERIAVEALT! R+ RIVIK
T REORT BETED? FAMRAYE

F., (RERED?

M, EREED) I —HMNREARIRET K
fE. BSEE, TV T —trth ! XER4 W

LT YS!
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W, HSE RE—HNEn. ATEEB VN

B2 LT HESCORER T4 ZEliERIsIR

M, PHEFRIXER!

1920 £ 3 A [8]{E (Guo Moruo, 1982:35)

Fiery clouds gridle the rim of sky
Like crimson dragons roving the air,
Like crimson lions, whales, elephants, rhinoceroses.

Perhaps you are all outriders of Apollo?

And you, blazing headlights of motorcars,
You twentieth-century Apollos,
Have you not changed your mount for a car?

I would be your driver, will you engage me?

Ah! The vitality of light!
Agate morning birds scatter before my eyes.
Light and dark are divided with the clean cut of a knife.

For light there are floating clouds, for dark there are floating clouds.'8

Both are floating clouds, why then dark, why light?
1 hold my gaze on the darkness of the clouds:
All are dispersed by Apollo’s potent beams.

18 The translation of this phrase is strange, for the original is intended to indicate that light and darkness are like life
and death, and that the light of headlights illuminate the darkness of death, this is the very fight of life and death!
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Then I saw that the cockcrows all about me have a deeper meaning.

March 1920 (Lester and Barnes, 1958)

Guo’s fiery emotions explode in this poem, which opens with a magnificent scene in
which the inanimate clouds of fire are compared to animals overflowing with life,
coming as the ‘all outriders of Apollo’, ready to fight the darkness which means death.
This is followed by the statement that Apollo is the ‘blazing headlights of motorcars’,
which represents the pride of the industrial revolution and the symbols of the democratic
and scientific spirit of the west at the time, all of which fascinate him. It also represents
his confidence that western industrial civilisation would deliver the Chinese people
from their lost human desires, which had been suppressed by thousands of years of
traditional culture. The ‘Agate morning birds [that] scatter before my eyes’ are a
metaphor for the burgeoning creativity and unbridled state of human nature displayed
by man in breaking free from bondage. This is his affirmation and eulogy of the pursuit
of freedom, individuality, rights and dignity that makes people human.

But in general, during this period of study in Japan, the tone of his emotions was

one of national consciousness, and he admonished Guo Kaiyun that ‘E 3 f255, #xhl
TAE, 0ERR, BRiEIBDE, FRATIE (‘the country is weak, and it is a great
pity

that the young time, which is passing in an instant, thus, you should work hard to be the

talents our country needs’) (Guo Moruo, 2012:53). Because of the tensions between
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China and Japan at this time, he repeatedly denounced Japan as a &Y (’Japanese

slave’) and a R[E (‘ghost country’) (Guo Moruo, 2012:55) in his letters, and this

national consciousness had become his ever-present self-consciousness, which
inevitably affected his literary work at this time. This political and cultural underpinning
of his literary works was a natural outpouring of Guo Moruo’s inner emotions, and in
the course of his literary work, this sense of nationhood was constantly reinforced.

At the same time, many researchers have noted the distinctly ‘potential writing’
nature of Guo Moruo’s works at this stage (Zhou, 2012), in that his writing was not
disseminated through the emerging public media, but rather through a form of poetic
chanting. This means that the audience for Guo’s works was confined to a relatively
closed circle, rather than a conscious effort to transform literature into a resource for
saving the Chinese national spirit, as Lu Xun did. In Guo’s eyes, literature was an
important way for him to communicate emotionally between the state and himself, a
communication that was more genuine and less purposeful, and instead, more likely to

find in Guo’s words his true, uncarved political and philosophical ideas.

The First Shift in Guo’s Political Philosophy

Guo Moruo’s shift in national consciousness was exemplified by his novel {2

1&) (The Lament of the Shepherd), which was set in Korea and published in the New

China Magazine. Guo Moruo wrote many literary works on foreign subjects during his

lifetime, but while most of these were related to Japan, where he lived for a long time,
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this is the only novel set in North Korea. In this novel, ‘Korea’ is not just a backdrop
for the story, but a mirror image of China.

If we examine the subjects of his novels during his study in Japan, we will find
that they all focus on the lives of Chinese students studying in Japan, and are all set in
Japan or China, and all bear the shadow of his own life and studies. It can be said that
in his novels of this period, the ‘overseas student’ is not only a writing perspective but
also a writing strategy, and through the identity of the ‘overseas student’, Guo Moruo
integrates his own journey and the plot development of his novels into one, forming his

‘B 1%’ (‘self-referential biography’) (Wu, 2018). In The Lament of the Shepherd,

however, Guo Moruo deliberately avoids the element of ‘foreign student’, and instead
writes a story that is completely unrelated to his own life, in which an unspeakable sense

of national awareness is hidden.

Background and Historical Context of the Novel

Korea, the setting of The Lament of the Shepherd, was only a place Guo Moruo briefly

passed on a train during his journey to Japan in 1914, and in his letters, he describes

‘EHNRHENRE EREN T —XR—R& (‘aday and a night on the railway that

runs through Korea’) (Guo, 1992:117). But in The Lament of the Shepherd, he describes
other scenes of North Korea, such as the small village at the foot of Mount Geumgang,

where:
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NERFTRPARBEAET L FHAENFE. KRFE BHIHRE
= ER AR MNEELEL . NNt Ae— SN AN 2k
EAHERAJLERA. XEEXFH EBRRAYE FHAESEERE. BERE
ARSI, BB/ NI B FREET LR — TR ER 588, T E RN
FHAERNBARNEHERME,

(‘there are only about ten families in the village, all with half-new huts facing the
sea and the mountains. In front of each house there is a wall of thistles, moreover,
there are flowers, trees, mulberries and pines, which are sometimes seen from the
wall. To the north and south of the village, along the coast, there are pine forests,
but near the village, there are several acres of farmland and several mulberry
gardens. The fields are covered with flowers and wheat grass, which are
shimmering with gold and green. In the southeastern pine forest, there is a small
river called the Chibi River, which brings together the streams from thousands of

the peaks of mountains, and is swallowed up by the violent Japanese tide with a

mournful sound). (Guo Moruo, 2012: 7)

The novel is just based on the imagination of ‘—%E 88 F A1 H A X+ KE]H B 1

£ W W i#FIC ) *(‘photographs and the Japanese scribe Katsutsuki Omachi’s

“Travels to Mount Geumgang”*), and not only is /NE B EHFEMN S =, TEEH

TR (‘the
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setting of the novel entirely imaginary’), but’ £ 2B1E T3 (‘the entire plot’) is also the

author’s ‘4] Hi 3K A9’ (‘fantasy’).

This is at odds with his other literary creations of this period, which were

characterized by ‘self-referential biographies’. Guo Moruo once recalled the creation

of The Lament of the Shepherd” 3 A F| 7 HAE— N —UFERIBRS HIL TR E
HEISEHARN, EREdHEN—RER, EEHHNHEG, EHERNREEE

TEREE NI (‘] only made use of my experience of passing through North Korea

on the way from Beijing to Japan by the Jing-Feng Railway on New Year’s Eve in 1914,
and used North Korea as a stage to move the feelings of Japanophobia into the hearts
of the North Koreans’) (Guo Moruo, 1992: 118). Such an approach was widely
divergent from his previous writing behaviour. Earlier, he had cursed Japan as a ‘ghost
country’ and lamented that China was now a ‘Japanese slave’ more than once in his
letters to his family because of the signing of Article 21 between China and Japan, and

because he was also forced to flee from Tokyo to Shanghai because * 24 it 7z % A FT X

Z 3 (‘war was in the offing”) (Guo Moruo, 1992:118), so it makes sense that he would

create a novel in the style of ‘self-referential biographies’ based on his own experiences
in order to express his anti-Japanese feelings. There are complex political and cultural
factors behind the author’s affection for the North Korean protagonist, and Guo’s
implacable and contradictory sense of national awareness can be revealed by a deeper

analysis.
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Firstly, it has to do with his status as a foreign student. According to the
studyabroad regulations of that time, as a government-funded student studying in Japan,
he was not allowed to make public statements concerning Sino-Japanese relations. This
was largely because in the early years, as there had been an incident among the group
of students studying in Japan in which Wu Jingheng and others were expelled by the
Tokyo Metropolitan Police Department for besieging the embassy. In 1903, the Qing
government issued the Regulations for Restraining Overseas Students to restrict the

activities of overseas students in Japan, in which it was explicitly stated that:

FEAEFEZ, NMUFEFZVARDEhZE, MRREL, THTHECS

¥, ERAERE, HNEEFHAY?, NAFEBNERDSE, FHEILL

2o WETEXRESEEEZRBEFETEILRLSZAN, BNASIZFE,

BN VI A, ZBRMER. mEAE, BITRFE.

(‘Students should take their studies as their duty in the academy, and that any
presumptuous comments or publication of newspapers that interfere with politics,
whether they are made or not, are against their duty. The school should be
inspected and prevented from breaking this prohibition. If the General Supervisor
of the Chinese Ministry finds any foreign student who has violated this order, he
shall inform the school at any time, and shall immediately warn the student
carefully to stop immediately. If they do not comply, they shall be expelled from the
school’). (Shu, 1927: 57)
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This regulation greatly restricted the intellectual and cultural activities of students
studying in Japan beyond their established studies. From the late Qing Dynasty to the
Republic of China, although the rules and regulations concerning students in Japan were

adjusted from time to time, the’ N8 TFHUBLE (‘no interference in politics’) rule was

inherited by every supervisor or manager, and some even thought’ {R{IX BEZEH, X

BERXE, ZFE2ARTUEIRM (‘You have to be patriotic and bamboozle your

diploma, you can’t have it both ways’) (Shu, 1927:57) .
As can be seen, for government-funded students, including Guo Moruo, making

political statements was likely to affect the process of their study abroad. The
government fees were a matter of whether or not Guo Moruo’s studies would go
smoothly. Before he studied in Japan, his elder brother, Guo Chengwu, who had been
one of the family’s key breadwinners, lost his job due to the loss of his boss, Yin
Changheng, in a political battle. Therefore, Guo Moruo, who had already received a
government fund to study in Japan, would not have risked having his official fee being
suspended, or even being ordered to leave his studies, in order to express his emotions
in his literary works.

Secondly, in previous analyses of Guo Moruo’s letters, this thesis has mentioned
his strong desire for a unified and stable nation-state, as he needed the government of
the Republic of China to allocate funds to support his work. Guo Moruo had always
wished wishfully that China and Japan would not be at war, even though at the time

China and Japan were already in conflict, because Japan was using the opportunity of
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supporting Yuan Shikai’s claim to the throne to send troops to the northeast of China.

He was also reluctant to envisage the scenario after a war between China and Japan. In

his correspondence, he also reassured his parents that’ [t X XL KBS E, REE

ED

AR B A 24 (“this conflict is indeed a dangerous one, but I don’t believe that it may

lead to a war’) (Guo Moruo, 2012), a reassurance that was actually better described as
a reassurance to himself.
Even after the tensions in Sino-Japanese relations eased with Yuan Shikai’s signing of

the Article 21," Guo Moruo did not make any comments about the treaty, which was

a disgrace to his country, and kept trying to justify Yuan’s government: ‘Jtt,

N

R Z G BR, BERZMALBEARAD . REMBHBHAZE, ELENE
HEE, ZEHEERBZMEE. ° (‘The country has lost a lot by the peaceful

settlement of this negotiation. However, at this time when the balance of power has

broken down, there is no strong enough to defend the country, which is the result of

19 Article 21, the secret terms of the Japanese imperialists’ vain attempt to destroy China, was presented to Yuan
Shikai in person by the Japanese Minister to China, Nikki Yoshi, on 18" January 1915. On 25" May 1915, an
amendment to the Article 21 was signed in Beijing. Later, due to the unanimous opposition of the whole country
and the conflicting interests of the powers in China, the Japanese demands were not fully realized. The demands of
the Article 21 seriously undermined China’s national sovereignty and violated the basic norms of international
relations. The patriotic anti-Japanese movement during the negotiation period of Article 21 also became a preview
of the May Fourth Movement.
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centuries of accumulated weakness’) (Guo Moruo, 2012:88), ‘¥§3k (5 2B K2 A%,

REERE, WEHERET, * (‘In the future, we still hope that heaven will bless

our
country, and that the people will strengthen themselves, then the country will be saved’)
(Guo, 2012). In Guo’s eyes, although the unequal treaties had cost China dearly, the
‘imagined community’ was still stable, at least formally. He knew clearly that the
Republic of China was impoverished and weak, and that the key to its survival and
development lay in its rapprochement with the neighbouring powers, and he also knew
thatt REFAFEMEZTHEK, NEEFCEEES, PTASERAHOR
(‘if, as a last resort, war really came, the survival of the motherland would be in doubt,
and one person would not dare to ask about his own personal affairs’) (Guo, 2012:88).
This made him even more reluctant to see his country, which was supporting his studies,
go to war with Japan. He stubbornly believed that a war between China and Japan would
be detrimental to the Chinese side. Therefore, in The Lament of the Shepherd, Sino-
Japanese relations became a scar that he did not want to touch.

It is for these two reasons that the Republic of China, an element that should have
been present in The Lament of the Shepherd, becomes an unspeakable presence, and in
1919, when the sovereignty of the Shandong peninsula renewed tensions between the
Republic of China and Japan, Guo Moruo, who was in Japan at the time, was moved by

this, but for various reasons could not express it in literary forms. Since it was

93



impossible to speak of China, North Korea became the perfect backdrop for the

development of the story.

Symbolism and Allegory in the Novel

The North Korea in The Lament of the Shepherd was, in Guo Moruo’s eyes, a mirror
image of China, also a Japanese colony, and one that mirrors not only the fate of the
country but also the culture of the society.
The early 20th century saw a similar socio-cultural context between China and

North Korea. In 1894, when Japan invaded North Korea in the Sino-Japanese War,
China, as the suzerain country of North Korea, was defeated, and the Sino-Japanese
Treaty of Shimonoseki,?® led to a further loss of Chinese sovereignty and the annexation
of North Korea by Japan in 1910. The First Sino-Japanese War cast a huge
psychological shadow over China, and the scandalous behaviour of the Chinese
generals who fought in Korea, such as Ye Zhichao, who fled without a fight, was a great
shock to China’s long-established mentality of being a powerful and mighty country.

Chinese intellectuals, on the one hand, had seen the precariousness of the
country’s situation, but on the other hand, they were still haunted by the fact that the
Qing Empire had been defeated by Japan in front of the small, subordinate country, and

were willing to indulge in the delusion of the powerful suzerain empire, imagining that:

20 The Treaty of Shimonoseki was an unequal treaty between the Qing Dynasty government of China and the
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ERYHLLE, AR, RERIHETR DEEEEAE, S0
sk, NFAOHE, OSHT, BHBE, BA—3 DARASTAHT

S|Z

2, ESIHBILARBIL, B2

M. IRFBPEAR

AU, RABFER NETE WAXRBEAMUKTERRZED.,

Meiji government of Japan, signed on 17 April 1895 (23 March 1895) in Shimonoseki, Yamaguchi Prefecture,

Japan, formerly known as the Shimonoseki New Treaty and known in Japan as the Treaty of Shimonoseki or the Treaty
of Peace between Japan and Qing. The signing of the Treaty of Shimonoseki marked the end of the SinoJapanese War
in the First Sino-Japanese War. Under the terms of the treaty, China ceded the Liaodong Peninsula (which was later
unsuccessfully returned to Liaoning due to the intervention of three countries), Taiwan and its subsidiary islands, and
the Penghu Islands to Japan, and compensated Japan with 200 million taels of silver. China also opened additional
commercial ports of Sha, Chongqing, Suzhou and Hangzhou and allowed Japan to invest in factories at China’s
commercial ports. The Treaty of Shimonoseki gave Japan huge benefits and stimulated its aggressive ambitions. At the
same time, the Treaty made China’s national crisis more serious than ever and its semi-colonisation much deeper. The
Treaty responded to the need of the imperial powers to export their capital to

China, and subsequently the powers set off a frenzy to carve up China.
(“After the Republic of China and Japan had established a commercial treaty, there

would be public harmony. China was so ashamed to be defeated by the Japanese
that it overhauled all its political affairs and adopted Western methods, opened the
Lugou Railway, established banks, and set up postal services. It is said that if
China does not have such a defeat, it may not be able to change the old rules and

regulations, and this is also the way for China to become self-improving’). (Hong,

2013)
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This ambivalence has led Chinese intellectuals to talk about the Sino-Japanese War,
often using Korea as a metaphor for China, as a warning to China, and Guo Moruo
follows this tradition by telling a story set in North Korea.

In the early years of the Republic of China, the purpose of most of the works on
North Korea is to prevent China from following in the footsteps of the fall of North
Korea, such as in the preface to The History of the Fall of the North Korea, in which it

is explicitly stated that the purpose of the work:

MELERRZNER EINBEHN BNIEEIRES. B—XAMEZFK
4, NMEAEMALE, BIIAT=8RE, BURSBFRMTIABZHE

=R

(‘I hope that the compatriots of the country will persevere and insist on the
divesting power of the government and the direct exchange of Qingdao by the
Peace Conference. Keep to the abolition of this coerced article, and never give up

until the goal is achieved, so as not to follow in the footsteps of the North Koreas,

is the slight intention that I published this book today’). (Li, 1911)

In the minds of these writers, because of the many unequal treaties signed with Japan,

‘RNIRAH. TELETENRNAMARNTE (‘the sovereignty of the Republic of
China

was owned by others without any notices or warnings’). It was very likely that the
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Republic of China would be’ B E £ 291 K’ (‘destroyed by the treaties made’) (Li,

1911). In their eyes, the newly born Republic of China, like the fallen Qing Empire,
was nothing more than a piece of meat for the Japanese invaders, and there was no
essential difference between them.

In contrast to these works, The Lament of the Shepherd does not simply dwell on
the tragic aftermath of the fall of North Korea, but focuses on a topic of ‘possibility’. In
the text, Guo Moruo takes a first-person perspective, looking beyond the tragedy and
pain of the fall of North Korea to the question of where the people of North Korea, as a
feudal dynasty, would go after the fall of the country. He saw something deeper, ‘the
people’. He emphasises the significance of the name ‘Republic’, which is no longer an
empty symbol, but a symbol of the richness of the present democratic nation. In his eyes,
the fundamental reason why China did not and would not go the same way as North
Korea was the ‘republic’ of the Republic of China, a country with the ‘public’ as its
name. He had great faith and enthusiasm in this, and believed that the advanced

Republic of China, replacing the backward new government, was bound to lift the tide.

He believed that the current Republic of China was’ R B K R’ (‘not yet firmly

established’) (Guo Moruo,2012), and that, in his view, the new government was trying

to build on the mess left by the Qing dynasty.

This political proposition is reflected in the tone of the story set in The Lament of

the Shepherd, where Korea and Japan, for Guo Moruo, are a mapping of the Republic
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of China and Japan, but this mapping is not an exact contrast like a flat mirror, but rather
a distorted mirror. The distorted mirror presents a hypothesis — the human tragedy that
would have occurred if China had not been established as a republic and colonised by
Japan. This implies Guo’s strong identification with a modern democratic country such
as the Republic of China, and his great faith in its government.

Set in a small village at the foot of Geumgangsan Mountain in North Korea, The
Lament of the Shepherd is told in the first person, ‘I’, throughout the text. A young
Chinese man, ‘I’, comes to Geumgangsan to explore the mountain and stays with a
villager, ‘Yin Ma’. One day he sees a shepherdess on the mountain. He hears the sad
story of this shepherdess told by Yin Ma. The shepherdess was the daughter of Min
Chonghua, a Viscount of the Li Dynasty,?! named Min Peiyi, whom Yin Ma had served.
She grew up with Yin Ma’s son, Yin Ziying, and they were known to each other as
brother and sister. However, the Viscount’s wife secretly colluded with Ziying’s father
and attempted to kill him and his daughter. She is discovered by Ziying, who is killed
by his own father in defense of the Viscount’s father and daughter. After Ziying’s death,

Min Peiyi takes over the flock of sheep that Ziying used to look after and goes to the
mountains alone to graze them.

In addition to the Paris Peace Conference, an important Asian event occurred

during the same period as the Paris Peace Conference, namely the marriage of Li Ying,

2! The Joseon Dynasty (Korean: =419} 2=, 1392-1910), also known as Li’s Joseon, or simply Li Dynasty, was the

last unified feudal dynasty in the history of the Korean peninsula.
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the eldest son of the Li Dynasty, to Fonko Ippongu. Li Ying, the third son of King
Taejong Li, was crowned Prince of Ying at the age of four, and came to Japan to study
with Ito Hirobumi in 1907 at the age of eleven. In fact, the study abroad was just a
pretext for Japan to bring Li Ying to Japan as a hostage for the purpose of ruling North
Korea. (Fujita, 2003) Three years later, in 1910, the Treaty of Merger between Japan
and Korea was signed, and the Li dynasty was extinguished, and in August 1916, Li
Ying was betrothed to a member of the Japanese royal family, Fonko Ippongu. The
marriage was announced in all the newspapers on 5" September. The marriage between
Yi Ying and Fonko was undoubtedly a political hoax laid by the Japanese government,
which the North Korean people would not have welcomed, and a marriage that left a
North Korean woman in a tragic situation (Honda,1991), That was Min Kah Wan, the
original betrothed of Yi Ying. Born in the same year and month as him, Min was chosen
as the future Crown Prince’s consort in 1907 at the age of 11. She was engaged to be
married in the same year.

By this time, however, Li Ying had already stayed in Japan, and in 1918, he was
engaged to Fonko, so Min Kah Wan was forced to cancel the engagement after waiting
for ten years. It was customary in North Korea at the time that a chosen woman whose
marriage was annulled could not marry for the rest of her life, and her siblings were not
allowed to marry either. We can only imagine how devastated Min Kah Wan and her
family were when their marriage was annulled. Min’s father, Min Young-don, was a

diplomat and temple priest at the time, and the Min family was part of the North Korean
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aristocracy, but after the marriage was annulled, the Min family was oppressed by the
court and the Japanese governor’s office, and lost her grandmother and father within a
year. In 1920, she was forced to die in Shanghai. On the 28" of April of the same year,
Li Ying married Fonko in Japan.

Guo Moruo does not seem to have talked about Li Ying’s marriage to Fonko or
Min Kah Wan’s misfortune, but the young girl in The Lament of the Shepherd is the
young lady of the Min family, called Min Peiyi, and the young boy’s name is Yin Ziying,
also known as Brother Ying. Were the names of these two characters set by chance? The
two of them are linked by a pure love, and after Ying’s death, Min Peiyi misses him day
and night, a plot aspect that again parallels the tragic fate of Min Kah Wan.

Works such as Tears of the Destructed Country and The Painful History of North

Korea: Shadow of the Destructed Country, which are based on the details of major

historical events, some of the episodes, such as “ISEZ R NILES, EiFEETER
DL (‘The tragic events that led to the murder of Queen Min, and the false words that

concealed the ridicule of the western newspaper’) (Li, 1911), are based on the ‘Dingwei
Incident’ in which Japanese Ronin murdered the Korean Queen Min. Although the Min
family is also mentioned in The Lament of the Shepherd, this is based on the family
tragedy of the Min’s and Yin’s families and is not directly related to the feud between
the state and the family. This suggests that the events of the fall of North Korea and the
tragic life of the North Korean people under Japanese rule were not the focus of Guo

Moruo’s attention. In other literary works of the same period on the subject of North
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Korea, the characters in the story are personally involved in the historical events

surrounding its fall. The Painful History of North Korea: Shadow of the Destructed

Country writes in relation to the Dingwei Incident that ‘P A& T &4 H B

REEH
RIEkR, BEHNERENLCHEBFECEARME, ERRABMRY ROEN
LRARA, BEANBHOXERKER, EBRORNERR2YE, (‘both of them
were surprised and delighted to see that although they had failed to kill Queen Min, the
Japanese had already done it for him, they were surprised that although Queen Min
had been killed, the power of the Japanese was about to expand and the future of the
country was at stake’) (Koshigawa, 1915). Guo Moruo, on the other hand, deliberately
erases major historical events from the main body of the story, leaving only traces of

the Li Dynasty and the Bonding Treaty of Two Countries, and the reason why ‘I’ came

to North Korea in the novel is because he admired the ‘& NI (i 5 — FIE A LU

R’ (‘spirit of Mount Geumgang’s 10,000 peaks’).

In addition, compared to other works on the same subject, the portrayal of the
characters in The Lament of the Shepherd is more complex, as in works such as The
Story of the Fallen Kingdom of North Korea, the characters are portrayed in a way that

tends to be more loyal and more evil, For example, the villain in this novel is described

as RENIEIRAY, MEHHN, OHBREELHIR, XELIEE, DRREBEERER,
BRESFR, EAEMNMAS, —REFIE, ERRFEE FRKXE.

(‘not
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a decent character, arrogant in nature, neither knowledgeable nor sure in his mind, but
very happy to be clever, and when something happens, he doesn’t care what he can’t
do, but just goes ahead recklessly, fiddling with us at will, without understanding the
general interest’) (Koshigawa, 1915). The author’s aim was purely to show the narrative
sweep of the story, not to explore the deep human complexities of the protagonists, but
to warn the Chinese government of the time through such straightforward, North Korea-
set, stories.

The portrayal of the antagonist, Mrs. Li, is complex and vivid: ‘25 [X 5k At 2
BITVNBEMNWNHER B ABZ BV ZFEXEZBFEHTAN. B, BER.
gy, EREEENNRERD ZEMNNEZR. BENRMEEA =1+
ZRFERIATHEEZ#H T =F. FNBARES AAEMT FENL
E, TEAAEMUIERAERBEZEERH— B MR * (‘Mrs. Li

was also a lady from a famous family who studied in Japan when she was a child, and
after graduating, she travelled to New York, London, Paris and Vienna. She spent less
time at home and more time abroad. When she returned home, she was only twenty-two
years old, three years after the death of Mrs. Kim. She became the Viscount’s stepmother
soon afterwards. Before the Viscount abandoned his official post, Mrs. Li was one of the

most famous socialites in the capital’) (Guo Moruo, 1992: 12). ‘X NEEEFl. B

Fa)l, BATEF RN (Such an intelligent, learned and talented new madam’)

created her character’/E 4 88 B H A A, A 21X LA EERIEZR? (‘how could she
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be content to suffer the hardships of village life for so long?’) (Guo, 1992:12). It also
laid the groundwork for Mrs. Li’s later denunciation of Min Chonghua’s poetry, which
implies the meaning of opposing the Japanese invaders to the Japanese gendarmerie.
Guo Moruo would like to suggest that Mrs. Li’s evil behaviour was not entirely caused
by the Japanese invasion of North Korea, but was deeply rooted in her life experiences

and character traits.

The Reflection of Guo’s Political Philosophy in the Novel

These characteristics of his writing show that although Guo Moruo’s choice of the North
Korean context maps the Sino-Japanese relationship, at this time Guo Moruo did not
want to focus on showing his readers the cruelty of the war and the tyranny of the
colonialists; instead, his political and philosophical awareness at this time made him
more concerned with the establishment of the national ideology, and at this time, the
establishment of the Republic of China gave him immense confidence, so in The
Lament of the Shepherd, although the brutality of the Japanese invaders was the object
of his attack, he wanted to show more what he could do as a member of the nation in
times of national crisis. He began to notice the importance of the ‘people’ in the
establishment of the Republic of China, and his thinking was radically different from
that of the early Republic of China.

In the previous sections of this thesis, Guo’s perception of the state in the early

Republic focused on the ‘E R Z R ’(‘people within the state’), that is, for a person of
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the Republic of China, the best support for the state was complete submission to the
official discourse. He always looked forward to a stronger force to integrate the various
dimensions and maintain the formal integrity of a nation, which he saw as a prerequisite
for the country’s rise to power. These ideas were not unrelated to his early experiences
as a student in Sichuan Province, so all he could do at the time, as a new student in
Japan, was to obey the arrangements of the state and to study in a motivated manner,
leaving the rest to the government and the army. At this time, he thought that as a
‘people within the state’, he only had to passively accept the arrangements of the state.
However, in The Lament of the Shepherd, Guo began to realise that he was not only one
of the ‘people’, a small part of a common state, but also the people of the Republic state
which is the foundation and root of a democratic community. In the context of a
democratic state, he then reflects on how the people can actively participate in the
construction of the state.

The novel opens with a detailed and beautiful description of the scenery, and at

the end of the text the emotional tone of the text is expressed: ‘AP R IN AR MR, FH
BN BURET ) CER —TIERER EEHH T ERECHNES FHIMNEIREN
HAEBERTE. ° (‘n the southeastern pine forest, there is a small river called

the Chibi River, which brings together the streams from thousands of the peaks of

mountains, and is swallowed up by the violent Japanese tide with a mournful sound’)

(Guo, 1992:8). The words ‘ZZ 22’ (‘mournful’) and ‘ H A& & WK 1 X (‘swallowed
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up by the tide of the Japanese sea’) allude to the grievances of the North Korean people

against the Japanese colonialists. Immediately afterwards, ‘I’ describes the house of the
Yin’s family as ‘(5B AI LMY R B —KEE A EHEE REALTAR FERIK
D5, (‘having nothing else in it but a short lampstand and two sliding windows,

as if it had been unoccupied for a long time and had become a dusty world’) (Guo
Moruo, 1992). It suggests that after the Japanese colonisation of North Korea, people’s

livelihoods were in ruins. However, even though the house was in such a dilapidated

state, ‘FEITH WEI BT BAENG S A, EFK BABR FAMNRE

RNEFEAR—MKR. BREEMIMIED: EKESEFA BORERRESR.

(‘The door of the house is decorated with a white couplet, as it is the custom in North
Korea to use white paper for the Spring Festival couplets, just as it is for mourning in

China’) (Guo Moruo, 1992: 9). The couplet reads, “VE/KIE S4B B EBAHAREE
#&’. The couplet is a poem which is about the fact that buildings near the water’s edge

can see the moon’s projection first because they are not shaded by trees, and that flowers
and trees facing the sun are naturally much better lit, so they sprout earlier and are most
likely to produce a spring scene.

This verse emphasises that everything in the world has its own natural laws and
its own unique growth environment, which can be exploited to achieve unexpected
results. As a couplet to welcome the New Year and the revival of all things, it is a far

cry from the traditional auspicious words (e.g.’|[HZ X R L NE, TEEL—FBE
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(The old year has added a few more joys, the new year will reach a new level), and Guo
Moruo’s placement of this line here highlights his political stance in this text, namely
that Korea’s deplorable state of being colonised by Japan was also a powerful external
factor for change in the country. It is precisely because of this harsh political
environment that North Korea may have had a burgeoning intention to renew itself from
the fall. Suffering is to be chewed over, but it is the glimmer of hope in the midst of
suffering that is the simple political philosophy that he wants to express at this time.
And the ‘people’ of the Republic were the source of that light, the hope for progress.
The awakening of the people to the country’s desperate situation inevitably accelerated
the country’s growth.

In the novel, the main character, Yin Ziying, once left a letter to his mother before

he gave up his life for righteousness:

SHFRR EXFEZUN BT —HBE BPEREREN. FAZ

ST T H ILELEBRNETIR—F - ERIIABRNT BT 2R FLILEH

TKHREL

BRILSERBREETE. TR, E., IIABISGFRIREREFERAX

T, ILBEREERETH ILAEAIZAE, 5%/ JUBILERFKE

EMUEE—ABNBK. IISREBRETFTHKE GEFA THIESETR &4

106



ER. BEMEEILT—RI T R SR ERNEERIBEATEZ

SSRGS SV

BER/NEEEAEEZE. BRAEBACZHETRBIL M IERRE

HRELF.

JLF IR

(Mother:

When I returned home from sheep farming today, I found a letter next to the
sheep pen, which my father had obviously lost. Since it was already opened, I took
the letter and read it - Oh! Mother! If I had not read it, I would have been scared
out of my wits!

Mother! I am determined to save my viscount, my dear sister Yi, and my
father. I cannot bear the thought of my father committing such a great injustice. [
think my father must have come to the temple, but I have searched everywhere for
him. Mother! I think that if word of this gets out, it will not only be my father’s
fault. I'will patrol the temple tonight, and it would be best if I could scare my father
away privately.

Mother! If [ were to die, mother! Please do not mourn! I think it would be
better for me to die sooner than to be born as a national to witness my fallen
country.

Mother! Time is running out, and I cannot write more. Please cremate the
secret letter after reading it! I have two diaries in the drawer, please give them to
my sister Yi for safekeeping.

Son, Ying, kneels). (Guo Moruo, 1992:24)
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Yin Ziyoung is the son of Yin Shihu, a minister in Viscount Min’s household, and
his sacrifice of himself to save the Viscount not only demonstrates his loyalty to his
master’s family, but also constitutes a metaphor for the relationship between the

individual and the state in this text. In the text, although Viscount Min has already

retired to the government (R EHAEIR B T —IRHFE, ASISIANET TEALEF
%2y, RFB—ERTIILAKFHERELZB ARBAINME. FEIARBE L,
Ao E ER 7T ER BT LT MNFHEEHEMK') It was only because there

was a group of treacherous giants in the court who had seduced outsiders into making
some kind of treaty of unity. The Viscount Min had submitted several petitions to the
court to get rid of the sycophants and secure the state, but none of them were approved.
Seeing that the situation had already changed and was irreversible, the viscount
abandoned his official position and moved from the capital with his entire family’) (Guo,
1992: 26). However, his title of Viscount shows his status as an ‘official’, and even after
he resigned, he still had his heart set on the affairs of his family and country, and his

poem (%2H4T) (Complaint of The Sun) is a clear demonstration of his extreme anger

and discontent with the Japanese invaders, and it is also the poem that he was later found
by his wife and Yin Ziyoung’s father, who wanted to use it as a form of defection to the

enemy.
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(Z%B17)

REAFRRMIUE. THECIE RXBOEY. %6E

RS SCERFLBERLELTUR? ASEBLATK
ERAMALE, KEBEFNREKIREZENRK,

(%%B17) REERRRFEETH.
(Complaint of The Sun

The sun shines brightly on my hilltop. The earth has collapsed and the

seedlings are dead, but the sun is proud of itself.

How can I get Hou Yi’s bow to shoot you down to the sea? How can I get the

sword of Lu Yang to wield you from the mountain?

The bow of Hou Yi and the goblet of Lu Yang cannot be found, and tears

have been shed to spill blood on the hills.
When will the long day last and the long hate last?
Complaint of The Sun, Min Chong Hua, an adherent of a former dynasty of

the North Korea, writes in sweat). (Guo, 1992:28)

The poem is an attack on the Japanese invaders, using a harmonic sound.?? The

poem ends with the title “ KEFIRE’ (*an adherent of a former dynasty of the North

Korea’) ,adirect reference to the fact that he is in fact a symbol of the nation. Although

22 The sun is written as ‘H’in Chinese, and the Chinese word for Japan is ‘ H 4, so the sun was used by the literati

as a homophonic for ‘Japan’.
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Yin Ziying was a servant in the house of Viscount Min, he was able to’f&43(‘arrogate

to himself hierarchy’) because of the Viscount’s affection ‘Fg iy ) ¥ & WA T Z

HFHEBMERNETF. FETZMEMMEETILIIL, FILLLRE/NE

R—%, INEFEMMIERE I ED &N ERRIK, MRARIREE

NAEEINEEEER—8. (‘My son’s name is Yin Ziying, named for him by

Viscount Min. The Viscount loved him so much that he used to call him ‘Ying’er ‘Ying’er.
Ying’er was a year older than Miss Peiyi, and she used to call him Brother Ying, and
Ying’er used to call her Sister Yi. The two of them were truly like flesh and blood.) (Guo
Moruo 1992:29).In other words, Yin Ziying is a relatively free ‘person’ of the Min
household, and his freedom comes directly from Viscount Min, namely, the nation. This
metaphor contains dual implications. The first is that in an independent nation (as
implied by Min’s resignation and restoration of his freedom), the ‘people’ have full
freedom (there is no longer a hierarchy, no distinction between master and servant, and
the son of a servant is free to fall in love with the lady of his master’s house).
Secondly, to be free as a ‘people’, one needs the existence of the nation behind
one (without the existence of a viscount, Yin Ziyoung would never have been able to
overstep the strict feudal hierarchy). In this way, Yin’s sacrifice of his life to save
Viscount Min can be seen as a symbol of his personal initiative to participate in the
construction of the nation. The fact that Yin Ziying did not choose to inform Min after

picking up the secret letter written by Mrs Li to Yin Shihu, but instead confronted Yin
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Shihu, who was threatening Min’s life, in a more direct way, implies that at this time
Guo Moruo already realised that as a democratic state like the Republic of China, the
people were an important subject of the state and had an inescapable responsibility for
its construction, and therefore, when faced with something that might threaten the
interests of the state, the people could go beyond the official discourse and take up their
obligations directly.

Guo Moruo’s reflection on the relationship between ‘country’ and ‘people’ is not
just to be found in his The Lament of the Shepherd; this shift in national consciousness
is also evident in other literary works of his contemporaries. Although he did not write
many chapters directly about Sino-Japanese relations due to various reasons, such as
the study abroad system, his political philosophy is still hidden in his poems about the

feelings of the country. For example, in 1919, he composed an ancient poem and song:

(DEMLED)

DEMBREE MURFFEROR

AEBMBRIGE, M 2 HAIM

(The Young Men’s Anguishes

Young men’s anguishes are ocean deep,

Waves of blood surging with tears drop.

Everything should start from Kui,

Shenzhou is I, I am Shenzhou). (Guo Moruo, 2008:251)
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The national consciousness of ‘country’ and ‘people’ in this poem is exactly the same
as the one Guo Moruo wanted to express in The Lament of the Shepherd. This poem
utilises the story of Guo Kui from The Records of the Grand Duke of Yan to express the
author’s fervent desire to serve his country. Guo Kui was a minister of the state of Yan

during the Warring States period, and he advised King Zhao of Yan: ‘ /AR E+,

TEMBREG, RIXTRREE, SmTERK? ° (‘to implement the policy of talent, King

Zhao, please start with me. Even a person like me is respected by you, let alone those
who are better than me’) (Zhai, 2009). The latter phrase ‘Shenzhou’ refers to the land
where the Chinese nation has always lived, and is China in the geographical sense.
Guo Moruo did not refer the Republic of China but Shenzhou, which also ties the
geographical China to the Republic of China in the sense of a modern democratic state,
representing his trust in the Republic of China as the soil for the survival and
reproduction of the Chinese nation. At the same time, more importantly, the chiasmus
utilised in poem expresses that ‘I’ as a citizen and ‘Shenzhou’ as a country, that is, the
Republic of China, are united in the poem, and as a part of the Republic of China, every
citizen has the right and obligation to directly take up the important task of building the

country. It is a profound poetic example of his nascent political philosophy.

Further Shift in Guo’s Political Philosophy

The long poem (&9 547 T3E) (Dialogue between the Yellow River and the
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Yangtse River) written in 1922 speaks of the suffering of the Chinese people on this land

through the mouth of the Yellow River and the Yangtse River:

B0 W, RERERBORT . IRAMEFEILIINATE. HENEB
HTEIZE B 7 —SMKHEX, m{IXJLEREZE —RAER.....
MMM B RFRELEE, EFBHEMNOMBETFHT .

(Yellow River: Ah, it hurts so much to say that. You don’t know how hard it
is for people who live in the north. I have brought blood and water out with me
since I passed through the Loess Plateau. They have bled every single day in these

years ...... Their blood flowed everywhere, even I was filled with their blood.)

I K, FER BOXAE—HL? RE, BN—FAFMEMR
e . MNEALEITEMRERFE, EHAEEARD! RAEBE® 7
&P kL?

(Yangtze River: Alas, brother Huang, is not the same in the south? Look, I'm
covered in blood too. ...... It’s amazing how they fight, and how many people die!

Don’t you see that I brought out many corpses?)

However, the conversation turns from lamenting the hardships of people’s
livelihood to criticizing the people for appeasing the traitors and not thinking of
an uprising to get rid of the tyrant, but instead kneeling down and praying for the

tyrant’s mercy.)

= BAERB I B CITEN.
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(Yellow River: I think they also came to ask for it themselves.)

L RAERE, EREE T —EERIL. ailRm, i
MEXMEETHERERLESEH, NEEBPLEFTE KL, FEE
AHENCKRE! AN IdTEZR AREEARMNERER
B2,

(Yangtze: You do not know, recently there is a group of deformed children.
They are afraid to see bloodshed, they are afraid to take direct action to exorcise

3

those ‘poisonous bacteria’, they even to those ‘poisonous bacteria’ for mercy,

hoping that it gives birth to some hearts!

After the Yellow River and Yangtse River had finished their attack, they made

a wish to wake up the people’s dream.

After they finished their talk, they merged into one; turning half of the

merged body into steam and flying into space.)

They turn into snow and hail and fly down; this is a hint to the people: ‘{/}
TRELEABEGERI T SR 1AL E3RIE! ° (‘Make some grenades

to hit the ‘poisonous bacteria’ on their heads!”)

They turned into clouds and lightning, and this is a hint to the people, ‘“{/}{[]
R . RIT—IHBEAE, MNEABK, HEESE(IER (‘Make

banners like Chen She and Wu Guang, and fight directly against the ‘poisonous
bacteria’!’)

114



BXF, BEFNREEBTHE A

¥y EE! EE! EE! {R{IFEMAEERIRTERFE

—r, BiTHs, ERTUR  RI3EW

EZPmARER N, BREPHEBMEET

5], E—RENEZTAFIMLGE

RMNIFMBET LT~ T H—, £

FRARIBBME AR, AIMEALE MR

— R ANy, B! B! BB B

MESE -2 +/\ LMK Ewn, X

MESh -2 THENRARES, —+

LR ERKRESE, RE! &!

! REX”THLRERES ERE—

Rl AN, ERKAEREZHR

B! IRMEEARRE T 2/E,  AKREN

Hfedy, HRMFRES, BERMN=+

LR NTENBFF 2!

A, &! &£ &!

115



1922%F 11 B 2 HFBHAK

(In this way, the surging song spread throughout China:
The people yo! Wake up! Wake up! Wake up!
You are not like the North American War of Independence,
when you were independent and refused taxes and food;
You are not like the French Revolution, where men,
women and children took direct action, and guillotined a
whole bunch of Louis XV1Is;
You are not like the Russian dictatorship of the proletariat.
which overthrew all the old roots, and put a new light in
the history of mankind;
The people, wake up! Wake up! Wake up!
The former America and France — the two great revolutions of the
Eighteenth century.
The newly emerging Russia and China are the two great revolutions of the
Twentieth century.
The Chinese national revolution of the Twentieth century.
Get up! Rise! Rise!
Perform a new drama on the world stage of the Twentieth century!

The People, don’t lament in the valley of tears forever!
When you have restored human rights.

The mission of human liberation, the mission of world peace.
Look to the two new stars of the Twentieth century to stand side by side!

The People, rise! Arise! Rise!

November 12, 1922 in Japan) (Guo Moruo,1923)
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It can be seen from this long and surging poem that Guo Moruo believed that the
Beiyang warlord system that had established the Republic of China had completely lost
its dynamism in the context of the 1920s, and had become the root cause of social unrest
in China. He, who had always stood for the government, supported it unconditionally,

and believed that the stability of the regime was above all else, believed that ‘{1

HECAEEREFRCEBNEE, BMNAEEREXRPHENEE T (our

motherland is no longer the motherland of the old days when spring flowers were in full
bloom, our motherland is only the motherland of dry bones in the mound’) (Guo,1992:
59). He believed that the only way to change Chinese society today was to raise every
citizen’s awareness of his or her relationship with the state, and to start a revolution in
which the people could participate. He also felt that literature was the catalyst and
propaganda tool for this violent revolution. The ideological changes of this period were
much more overt than those of the period of The Lament of the Shepherd, and the central
importance of the nation was made clearer. His view was that the nation was the master
of a modern democratic state, that the fate of the nation was in the hands of each
individual, and that a bloody and violent revolutionary uprising was essential and urgent

at the necessary moment.

Dialogue between the Yellow River and the Yangtse River is far from an isolated

instance; The poems included in the {FI3 ) (Vanguard poetry collection) published

around the same time as this one indicate that his political philosophy was undergoing
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a rapid transformation. He was evolving from a patriotic student who prioritized his
studies and bore his grievances in silence, into a fervent young patriot willing to
sacrifice everything for the love of his country. This shift is already evident in the
preface poem of Vanguard, where we can see the beginning of a departure from the
subtlety and romanticism of his previous poems collected in The Goddesses. His style
is becoming more raw and direct. The patriotic fervor that once seemed restrained

during his student days, is now overflowing, ready to burst forth:

FEFX L EFRIFAREE,

X RERNANSF. X

EREANFINEE, X2

T RE BRI

EENENEES

4%

. BUTETFZ 4%
K, EFRUAETUKEHES: MR AZ
EEFRD.

1928 1 B 11 H

(Preface Poem

These few poems may seem somewhat rough,

But they are the vanguard of a revolutionary era.
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This is the voice I had five or six years ago,

This is the cry I made five or six years ago.

At that time, there were few who responded,
And I heard much cold laughter and scorn.
But now, I can boldly declare:

My friends are no longer few.

January 11, 1928) (Guo Moruo, 2012: 13)

This preface poem, written in 1928 for his poetry collection, serves as an introductory
piece that reflects on his poetic creations beginning in 1923. It not only summarizes the
poet’s creative journey and inner experiences over the past five or six years, but also
expresses his firm belief in social change and his optimistic outlook on the future.

In the first stanza of the preface, he begins by acknowledging that these poems
might seem ‘rough’, but he quickly emphasizes that they are the ‘vanguard of a
revolutionary era’. Here, ‘vanguard’ signifies the forefront or leading edge, indicating
that these works played a radical and transformative role during the revolutionary times.
These two lines reveal that as he reflected on his creative process over the past five or
six years, he clearly recognized a shift in his literary style—a shift that simultaneously

highlighted the dramatic changes in his political philosophy.

The poems included in the Vanguard collection, such as those published before

and after Dialogue between the Yellow River and the Yangtze River, including Marching
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Song (August 28, 1922), Farewell to Japan (April 1, 1923), Morning in Shanghai (April
7, 1923), Encouraging an Unemployed Friend (May 7, 1923), and Friends Gathered in

Prison (May 27, 1923), employ phrases like ‘J7ERBEE" (‘wicked palace of evil’),

% e N ITF 5 &£ 45°(‘blood and sweat of the toiling masses’), ‘M55 H) £ 5

W (‘bloody, tragic life’), ‘7k it Y M5 2>(‘eternal imprisonment’), ‘¥% I7 B9 &

R’ (‘ferocious dogs’), ‘£ 52 B4’ (‘monsters and demons’), ‘FEEE (‘demonic horde’),

and ‘[AZ’(‘prison’) to fiercely criticize the warlord government that preyed on the

people, the exploitation of capitalism, colonial oppression, and the darkness and

injustice in society. Meanwhile, he also emphasized in his poems, ‘BiA ¥, 8B =

T, L=t EIH/ (‘Friends, lamentation is useless, and so is much talk!’) ‘B

HET#EI R BNEBEEXINE, BNEBELEEERE. (‘Forward! Forward!

Forward! We may be a lone force, but we have countless supporters.’) ‘BAA My, FKA]

ARERABER! NS RIREBHEIEX T BN BEETTIR (‘Friends, we
need not grieve! We need not grieve! From now on, let us muster our spirits and vow to
destroy this wicked palace of evil!’) ‘558411, FKFBE! MAXBE LT LS
oy REFHRZIRY KB (‘Brothers, I believe! Right in the middle of Jing’ an
Temple Road, there will eventually be a violent volcanic eruption!”). Through tones of

admonishment, awakening, and encouragement, he called for resistance and liberation,

expressing his strong yearning for freedom and justice.
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In summary, this period marks the second leap in Guo Moruo’s political
philosophy. During this time, he was courageous and fearless, expressing his thoughts
directly and loudly, voicing his call for freedom and democracy. He sought to comfort
and inspire the Chinese people, who had long suffered from hardship and pain, urging
them to resist all oppressive forces that weighed upon them, even at the cost of
bloodshed and sacrifice. Although it might still seem like a solitary struggle, the strong
support of the people was being established, and a time of united response was

approaching. Victory was on the horizon.

Final Stage of Guo’s Political Philosophy at the End of the 1920s: Analysis of
Nostalgia - Su Ziging on Lake Baikal

Guo Moruo composed a unique group of poems that underwent several years of revision
before reaching its final form in 1928. This process of continual refinement reflects a
significant shift in his political philosophy during the late 1920s, particularly during his
final years of study in Japan. This transformation was closely related to his personal
experiences and the broader social environment of the time. The title of the poem group
is In the Light of Electricity and Fire, which is an important piece in The Goddess
collection.

CEBIEKHY (In the Light of Electricity and Fire) is an important poem in The

Goddess. In the first two parts of the poem, he expresses his dilemma in the tangle of

nationalistic ideas about his homeland through a creative interpretation of Su Wu’s
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sheep herding and Miller’s painting, utilising Su Wu and his ‘abandoned wife’ as mirror
images.?*Guo Moruo missed his homeland, but he married a woman from an enemy
country. At that time, a narrow nationalist ideology prevailed in the community of
Japanese overseas students, demanding that foreign students with Japanese women be
divorced on the spot, and his patriotic qualifications were scrutinized and questioned.

In this dilemma, he advocated the idea that ‘EZE > 5, thirHAE, BirEEERE
£’ (‘there is humanity and compatriots beyond the national borders!”) (Guo,1932) to

interrogate some of the nationalistic ideas of the time (Li, 2021).
In the Light of Electricity and Fire consists of three poems, originally published

inthe {BFEHIRY (New Journal of Current Affairs) on 17 April 1920. In 1921, when

it was published in The Goddess, the second song was modified, and in 1928, when it
was included in Moruo’s Collected Poems, the second song was changed again, and by

combining these two changes and referring to the first poems, {ffd5 — JUIN/RERE >
T Y (Nostalgia- Su Ziging (Su Wu) by Lake Baikal), we can understand to a certain

extent the development of Guo Moruo’s thoughts on family and nation.

23 During the 54-year reign of Emperor Wu in Han Dynasty, who had been at war with the Xiongnu for 44 years,
Su Wu was one of the many ambassadors he sent to spy on the Xiongnu, only to be detained by them. In addition to
the many defeated Han generals who surrendered to the Xiongnu during the war, Su Wu was an exception to the
rule. In order to force him to surrender, the Huns banished him to the North Sea and left him to fend for himself,
but not only did Su Wu not submit to the Xiongnu, he also stayed in the bitter cold for nineteen years.
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In the first of the poems in In the Light of Electricity and Fire, {5 — WHN/RM =z
I FWIY (Nostalgia - Su Ziging on Lake Baikal), the poet imagines Su Wu herding

sheep on the shores of Lake Baikal in nomadic costume:

BAIEET K, HACILAEX AWM
5! B— AEWHRTT, HRAE T
XER AR, BRGRMEE—HEF

X HBNEE BFE EE RIES
ELRAALLA T RREH, BEEE
A—HRFEREE. ERMEN R

MEENS, EFPRRER, PR
IR _ERKE, SREEHB ZBEL
&, BRRMEEERTT, EEHIER
BE, REPAIEELRNER, XiF

BILE—ZENFERE

(The electric light is already on,

Why is my heart so dark?
I was walking alone in the city.

1 thought in a trance of Su Wu of the Han Dynasty.
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1 imagined him clad in a white sheep’s fur. with a felt scarf

cover his head, felt clothes and felt shoes,

1 imagine him alone in the middle of the endless Siberian wilderness, with
a snowy tide of sheep at his back.

1 imagine that he is returning to his dome at dusk in spring, with the waves.
of ice on Lake Baikal in the background and the white clouds at the bottom
of the sky.

1 imagine him heading east.

1 imagine that he is looking south from a distance.

There is an infinite sadness in his eyes.

And yet there is a glimmer of hope.) (Guo,1928: 77)

This poem needs to be examined in relation to the second poem in In the Light of

Electricity and Fire, (M &E — Millet 8 (Y B IA¥)) (Viewing the Painting —

Millet’s ‘Accompanying the Returning Sheep at Evening’). The first and second poems

both relate to Millet’s Accompanying the Returning Sheep at Evening, in which the

author overlaps the image of the shepherd in Millet’s painting with that of Su Wu,

merging Su Wu into Millet’s painting (Rina Fujita, 2019).

The poem Nostalgia - Su Ziging on Lake Baikal @13 0 A AR FRINEEZ B E

FEM 2 BRI 2 R S5 (‘expresses the author’s nostalgia and loneliness in

a foreign land by commemorating Su Wu’) (Rina Fujita, 2019). After Guo Moruo went

to Japan to study, he wrote a letter to his parents complaining:
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‘B, ANERBK AFERENS ZIERAN, AREYR, WFETIE,

T2%z 7K . ° (‘In ancient times, when Xia Yu managed the flood, he was away from

home for nine years, and passed his home three times without entering; when Su Wu

was a shepherd in the area of Xiongnu, he was away for nineteen years, gnawing at snow
and ice.”) ‘BFHABARTE, TE. HzE, [ LEZE BHAREZID,

ALY THEREF, BRES, PERE UBERXEE AREE

HR? > (‘The period of overseas study was less than ten years, without the suffering of

Xia Yu and Su Wu, but enjoying the blessing of extensive knowledge. How dare I not
to be self-contented and not to be self-introspected all the time? How dare I go astray
and forget about my goal? How dare I take a shortcut to achieve a certain goal, but get
a result which is less than ideal? How dare I give up in the middle of my study? All of
these could bring shame to my parents and be a worm to my family and my country?’)

(Guo Moruo, 2012: 48).

The wording of Guo Moruo’s letters to his parents shows that he often compared himself

to Su Wu during his study period, projecting himself through Su Wu, as a mirror image

of himself. In the poem, ‘I imagine him heading east. I imagine that he is looking south

from a distance. There is an infinite sadness in his eyes. And yet there is a glimmer of

hope.’
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Just as Guo Moruo looked westward at China with great ambition from the shores
of Hakata Bay, so many scholars, such as Fujita Rina, believe that Guo Moruo’s memory
of Su Wu was only meant to reflect his nostalgia and loneliness, but the ‘sorrow in his
eyes’ and the idea that ‘there is a glimmer of hope’ clearly show Guo Moruo’s thoughts
on the situation of the Republic of China at that time, his deep concern for the future of
his country, and his desire to see the future of his country realised in a positive and
affirming way. This is clearly a reflection of his thoughts on the situation of the Republic
of China at the time, his deep concern and ardent hope for the future of his country.
Combining this with the historical and cultural context of the next poem, it is clear that
his deep political philosophy and thoughts on the modern democratic state can be
stripped away. Guo Moruo’s fervent patriotism during this period was tempered by a
deep sense of nostalgia and anxiety about the uncertain future of his homeland, allowing
him to reflect more calmly on the direction of both his life and China’s future. Even
though China was in a state of chaos, Guo still saw a glimmer of hope. His personal
family circumstances and the hardships he faced also forced him to rethink the path to
China’s revival. This path, he believed, should not follow Japan’s unchecked promotion
of extreme nationalism, which fanned the flames of mass hysteria. Evidence of these
thoughts can be seen in his correspondence with friends and the revisions he made to
his poetry, where glimpses of his introspective considerations and critiques of

nationalist fervor are revealed.
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He was studying at the Faculty of Medicine at Kyushu Imperial University when
he wrote In the Light of Electricity and Fire. At that time, Fukuoka, where Kyushu
Imperial University was located, held an industrial fair, and a month before writing /n
the Light of Electricity and Fire, Guo Moruo reported in a new letter to Zong Baihua
that he and Tian Han had visited the industrial fair in Fukuoka. He wrote furiously, ‘3%
MEEAREZ, ENERFH, XNEFRF[. HEFHN, EESE! JEX
REw T, RERBEFE, THEIOXE, RABHE, KR! (Ve studied in
Japan, reading Western books and suffering from Eastern affairs. I am so unlucky! I
have recently wanted to fly, to escape to the West, but unfortunately, I have no money, 1
am not free, alas!”) (Guo Moruo, 2012, 74) It is clear that he was strongly stimulated
by the fair. As Benedict Anderson put it, ‘museums and the museumizing imagination
are profoundly political’ (Anderson, 2011, 178). The fairs held throughout Japan at the
time were no exception; after the First World War, Japan’s economy, as a victorious

nation, had grown by leaps and bounds and nationalist sentiment in the country was at

an all-time high.

During the Taisho era, when Guo Moruo studied, ‘# B {EFTIBEE R+t F XA

BRBKIE—1E,. ERREFNEE DUEASE - BREE. £2FAR

RENBARRTRHNE N, RNEX-—HHMABREREL ERNHRES

&=, (‘the ideas of Kita Ichikai and Ueshi Shinkichi, who were seen as the ideological
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source of so-called national socialism, and the conservative reactionary forces in Japan
represented by the Ministry of Internal Affairs - the Special High Police and the Jigo

Military Association, who became the de facto backbone of Japanese society during

this period’)(Ouyang, 2015); ‘cFHZARZAANA 82% (1920 £ A AFER) R

XAIFrRENE, EERBERLHANEE SREEREXIENE

FEHILCEXWBSEM, ° (What people in the prefectural districts, who made up 82%

of the total population of Japan (at the time of the 1920 census), possessed was the idea
of giving priority to the country, that is, the nationalist ideology and the imperial-centric

view of history.”) (Ouyang, 2015).

In Guo Moruo’s 1922 novel {FKR) (Weiyang), there is a detailed description ‘—H

NEEEXBENILENHRE, EEREBRARKTM: TRTIH=FH

—MNNL, ERBHHERE, EELRX T —MATTIENER.  (‘as soon

as he went out, he was insulted by the neighbouring children, who would beat him with
sticks and stones: pity a little child who had only reached the age of three, whose tender
nervous system was already deeply affected by an incurable sore’) (Guo,1922). This is
a naked portrayal of the ‘nationalist ideology’ of Japan, which is deeply rooted even in
children. Stirred by this national sentiment, Japan trumpeted the history of Japan’s
victorious foreign wars and advocated the justice of a war of aggression. Guo Moruo

expressed disbelief at Japanese propaganda about the victory over the Yuan army,
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arguing that natural circumstances helped Japan in the war back then, as the Yuan army

led by Fan Wenhu happened to encounter a stormy sea. In { 8 & B & )

(Commemorating in Hakozaki), he laments:

BAB=ZT/\FERTHORE, EXREE, &7 HTRB9EM,

TEZ T HNERRIIS AN T, £FBRT, FTERBEXREMN,

MEXBLZENEL, BAEXELRY—BN—XRA? HHB27T -k

MELBNRET! MTRAEMN - TR EAE 8! RBFhE K,

HEISEXRRAEMRKIEEE T H ZHERK - BIEXE, Tk &

THEAK, FHE—NEES.... KNERY RaBsERE!

(’When General Fan Wenhu, a great general of the Yuan Dynasty, brought 4,000 ships

and more than 100,000 compatriots to fight against Japan 638 years ago, his whole
army was wiped out, didn’t he encounter such a strange wind, right here on the sea of

Hakata Bay, on this day, the first day of the seventh month of the leap year?

I’ve made it — I've made it to the shore of Hakata Bay!
Four thousand boats... Still tossing in the sea!

The sand came crashing down on me, and I saw Fan Wenhu and Cai Songpo

commanding more than 100,000 of my countrymen in battle - in battle against the
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strange winds, against the wild waves, against the angry nature, against all the
demons of the universe ......

My fellow countrymen! My brave countrymen!). (Guo,2008)

The diction of the poem and the historical episodes that Guo Moruo invented bring to
the fore the sense of nationhood and nationalism that Guo Moruo harboured at this time.

First of all, there is still a great deal of controversy in academic circles as to
whether or not the history of China includes the Yuan dynasty, which under Genghis
Khan had become an independent Mongol empire and had been completely
deHantianised. Whether or not the Yuan dynasty belongs to Chinese history is a topic
that has been revisited by historians since the founding of the People’s Republic of
China in 1949, when political intentions were added to the study (Hanshan, 2022).
Throughout Chinese history, the relationship between the various dynasties and the
minority regions has been one of cooperation and resistance, with endless conquests
and wars. The Han dynasty of the Central Plains referred to the ancestral peoples living
in the Huai Shui valley of present-day Jiangsu and northern Anhui and the coastal areas
of Shandong as the ‘Eastern Yi’. The ancestors who lived in the present-day southeast
and south of the Yangtze River were collectively referred to as ‘Southern Mén’. The
ancestors who lived in the present-day Hebei, northern Shanxi, Inner Mongolia and
north-eastern China were collectively known as the ‘Northern Di’. The ancestors who

lived in the northwest and south-west of the Yangtze River were known as the ‘Western
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Rong’. The land of ‘Mén Y1’ has always been a term of contempt for the barbaric and

backward regions, and up to the time of the Qing dynasty, the saying ‘FEFi ik, H

IMAF (“if it is not one of us, it will be different in heart’) was frequently used.

After the Qing dynasty, during the Republic of China, in a purely geographical
sense, the ‘eighteen provinces of Han’, or the ‘central country’, and the ‘central plains’,
were the ‘headquarter of China’. China’s headquarter, in a purely national sense, was
also a state nurtured by the Zhou dynasty and spawned by the Qin and Han dynasties.
In determining whether a regime is a Chinese regime, one must look at whether it can
trace its origins back to the Zhou, Qin and Han dynasties: the ‘central state’. According
to some scholars, two conditions are needed to determine the transmission of the legal
system: firstly, the origin of the regime, and whether it was an endogenous regime
within the original Chinese territory. Secondly, the nature of the regime, and whether it
was of an indigenous Chinese nature or not. The Jin state, which destroyed the Northern
Song dynasty (and later established the Yuan dynasty), had its origins not within the
central state, the Northern Song, and was not an internal rebellion, but an external
invasion, so the Jin state was not China. Moreover, the Yuan regime relied on Mongolian

and Sermonites 2* as high officials and chief officials, and even made deliberate

24 The Sermonites (“people of all colours and names’) was the collective name given to the peoples of Central and
Western Asia, Western Asia and Europe during the Yuan Dynasty, and was one of the four classes of people during the
Yuan Dynasty
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distinctions between ethnic groups throughout society, with the Hans at the bottom of
the hierarchy, without any semblance of a native regime (Wu, 2021).
After the overthrow of the Yuan dynasty, Zhu Yuanzhang, the founding emperor

of the Ming dynasty, wrote in his diatribe on the Northern Expedition: ‘ B 75 7% F Ifff {#]

KT, EPEEBEAMGFIRK, RUEIIMNAFEPE, REDERKETEmMS K 0’

(Hanshan, 2022) (’Since the ancient times, when emperors ruled the world, all the

Chinese lived inside to control the barbarians and the barbarians lived outside to serve

China, but it is not known that the barbarians lived in China to control the world’)

which clearly pitting the barbarians against China. ‘JXZF8HE, WE L (°To expel

the Hu captives and restore China’),  FTRGEFRILZE R E, HERTEHEKR, EXE

Z AL (‘I want to send my troops north to expel the Hu captives, to save the people

from suffering and to restore the prestige of the Han officials’) (Hanshan, 2022). All
these show that Zhu Yuanzhang did not recognise this part of China’s history inherited
from the Yuan dynasty, but regarded it as a foreign invader to be driven out. This is why
Guo Moruo of the Republic of China regarded this controversial period as part of
Chinese history and shouted in his poem that Fan Wenhu led an army of 100,000

Mongolian, Sermonites and Hans as ‘compatriots’, which is worth pondering.
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Guo Moruo’s work in the field of historical research has been a great success and

many monographs have been written during his life. In the foreword to the {4 [E ¥

F8) (Draft of Chinese History) edited by Guo Moruo, he says:

‘PEE—TH—HNZRENER. NEMELHREEKPNE S} $4

Brekbgd, HRSE T HNE—MNERENEE, TR T7THEMNSBSE

. HERANEDERENDSE, SEHXEHEARNTDEINARBDT. i

MNEAAREG—NEZREERNVERMER, ASTEENREEFFNEKE

TRRRINRMRRES, H T XB5T.

(‘China is a unified multi-ethnic country. In their long struggle for. production and
class, the Hans and the various fraternal nationalities have worked together to
create our unified multi-ethnic motherland and develop its beautiful mountains
and rivers. The histories of all the ethnic minorities in our motherland are an
inseparable part of our history. They have all made their respective contributions
to the formation and development of our unified multi-ethnic state, to the
realisation of the equal union of the various nationalities of the motherland and to

the lifting of foreign ethnic oppression’). (Guo Moruo, 1976:2)

And we can also see some of his nationalistic ideas in his many historical dramas. The
main structure and framework of his historical dramas, which are the result of his
combination of literary art and historical research, are based on historical facts with artistic

processing and fiction, but which are consistent with the national ideas he displayed in his
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historical research. In his historical drama {23 4E) (Cai Wenji), published in 1959, the

dialogue between Zhao Siniang and Cai Wenji in the first act:
F—EBRREZILEFRA, —EEFHWRANFAREIERA—RK. * (1 must

raise your daughter to adulthood and must see that Huns (an ancient minor-nationality in
China) and the Han dynasty truly become one family’) (Guo Moruo, 1984), and the dialogue

between Dong Sei and Cai Wenji: ‘Z04- N EAF QI 2 40—3K° (‘Now the Han dynasty and

the Huns have become one family’) (Guo Moruo, 1984), all show that Guo Moruo’s long-
held national value is the affirmation of national integration, and that despite the endless
warfare in the past, as long as one has the goal of unification and can fight for the well-being

of the people living in the land at this moment, then all ethnic divides should be set aside.

Guo Moruo’s strong sense of compatriotism here was a dissolution of the
nationalist sentiments preached by Japan at the time. And the poem features a man who
should never have fought alongside Fan Wenhu in his mission — Cai Songpo (Cai E),
who was appointed Governor of Sichuan by the Li Yuanhong government in September
1916 and died in November at the hospital attached to Kyushu Imperial University in
Japan after a long illness. Sichuan was Guo Moruo’s hometown and the hospital where
Cai E died belonged to the university where he was studying at the time. Guo Moruo
and Cai E were inseparably linked. Cai E was a famous soldier in modern Chinese

history, and as mentioned earlier in this thesis, he was prominent in the revolt against
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Yuan Shih-kai’s retrograde and presumptuous attempt to restore the feudal dynasty and
made an outstanding contribution to the re-establishment of the Republic of China.

In this poem, Guo Moruo has Cai E travel back more than six hundred years to
command a hundred thousand troops alongside Fan Wenhu, suggesting that he was not
composing the poem at this time simply to vent his anger, and trying to find traces of
history and belittle Japan. Rather, he sees Cai E as representing China in the modern
sense, fighting to the death for the hope of the nation and the well-being of its people,
which is precisely what Guo Moruo’s own national consciousness personifies. And Fan
Wenhu, as a great general of the Yuan dynasty, is seen as a representative of the Chinese
nation, leading an army of 100,000 men, even if they were Sermonites or Huns, but the
same people who were struggling in the land of China (in the geographical sense), at a
time when the people of the two eras intersected and their respective national identities
no longer mattered, but were already integrated and had the same goal.

What is more interesting is that Japan is not presented as the target of national
resistance in Commemorating in Hakozaki, but that Fan Wenhu and Cai E led their
armies to ‘fight the strange winds, the wild waves, the angry nature, all the demons in
the universe’. This came together in the purest sense of nationalism that Guo Moruo
had at the time — the rejection of nationalism, the idea that a nation did not need to defeat
other nations in order to survive. The way for a nation to survive was to fight nature, to
fight all the demons in the universe, and these demons included extreme narrow-minded

nationalism. As citizens of the world, living on this blue planet, the goal of each nation
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should be the well-being of its people, the hope for the future. Win-win cooperation,
rather than attempting to invade other nations and persecute them for their own personal
gain, was Guo Moruo’s mockery of the narrow nationalism advocated by Japan at the

time and his pity for the cruel fate of humanity.

Analysis of Millet’s ‘Accompanying the Returning Sheep at Evening

It is at this point that the political philosophy embodied in Guo Moruo’s two revisions
of the poem’s content is better understood when one comes to the second piece in /n the
Light of Electricity and Fire, Viewing the Painting — Millet’s ‘Accompanying the
Returning Sheep at Evening’.

When it was included in the first edition of The Goddess, all but the first six lines
were rewritten, and the title changed to Viewing the Painting — Millet’s ‘Shepherd Girl’.

The first six lines of the poem read:

BAIERE T K, HHVOILIEZ X AWMES

5 BEREATHNSE, BLHTHEHK

MN—xKEE, KHEITT —EEAHE R

M, FCAEINFAEET MW E R —

(The electric light is already on.
Why is my heart so dark?
1 imagined the thoughts of Su Ziqing’s homesick.

1 stepped into a painting gallery on the street.
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I admired the sun on the shores of Lake Lucerne (Vierwaldstittersee).

I watched the waterfall in California again — ) (Guo Moruo, 2008: 21)

The first two stanzas are a repetition of the beginning of three of the poems in this group,
with the focus on the location of one of the paintings in the fifth stanza — the shores of
Lake Lucerne. Lake Lucerne is associated with Goethe and Schiller, two of Guo
Moruo’s most respected German literary figures at the time.

In 1979, Goethe visited the Lake Lucerne region and was so impressed by the
local legend of Vilhelm Tell that he suggested that Schiller write a play on the subject,
and in 1803 Schiller wrote Vilhelm Tell. The play opens with an idyllic scene on the
shores of Lake Lucerne, where the people of the three cantons around Lake Lucerne
have become intolerant of the persecution of the Austrian governors and have secretly
formed a free union. Tell considers himself peaceful and does not join. The governor,
fearing the marksman, asked Tell to use his arrows to shoot the apple placed on his son’s
head. Tell took two arrows and firmly told the governor that if the first arrow hit the
child, the second arrow would kill the governor. Tell succeeded in hitting the apple,
however, the governor intensified his persecution of Tell. The governor is finally shot
dead by Tell which becomes the rallying cry for the popular movement on the shores of
the Lake Lucerne. The play caused a great deal of excitement and has been translated

in numerous versions in China.
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Before writing this poem, he had mentioned Schiller several times in his dealings
with Tian Han, Zong Baihua and others, and he and Tian Han also wanted to be the
Goethe and Schiller of China. When Guo Moruo saw this painting about the landscape
on the shores of Lake Lucerne, he immediately read the painting, through the lens of
Schiller’s text, as embodying the spirit of a weak people rising up against the colonisers
and fighting for freedom and independence, as expressed in Vilhelm Tell. This spirit is

also expressed in Guo Moruo’s {IREEHAI— R HE) (4 White Sheep Among Wolves

and Death of Victory), written in 1920. A White Sheep Amongst Wolves is based on the
stoppage of a Korean priest’s speech at a World Day service in Japan, and shows the

struggle and tragic fate of the Koreans in the midst of their national collapse. &%=
StY (Death of Victory) is about the Irish independence leader Terence MacSwiney’s

hunger strike against British colonial rule. ‘P EIFEIRMR T ZAEN FTEENE.

\Bf
=]

ERGAERN

R, WRIVERF NS/ NRENBESFE. * (‘Both

poems reflect Guo Moruo’s hatred of imperialists and colonial rulers, and his sympathy
and solidarity with the weaker peoples who resisted colonial rule.”) (Rina Fujita, 2019).
China’s situation was similar to that of North Korea and Ireland, and Guo’s concern for
North Korea and Ireland is full of his own thoughts of the nation.

The second half of 4 View of the Painting — Millet’s ‘Shepherd Girl’, included in

the first edition of The Goddess, is:
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M, HF—iREANEE ERN ENE

B ERRA! REE R 7R B EE? §

[ —PEHRISBNEZN AR, &

BEBIRIE. FRPNE—FFEF,

BFEMAN! R EHEA? 3/

MREFHRHENFR, TERME 7 AN

A7 HAE! BRPHFHRE—HRENKE, T

fE2 /R, dbs4r g/

(Oh, what an ideal picture! A picture above the ideal!

The person in the painting! Are you Hu wife®> of Su Wu? The Hu wife!
A great green plain of wildflowers. is

spread out before me.

In the plain, too, there is a flock of returning sheep.

Shepherd of sheep! Are you the Hu wife of Su Wu? The Hu wife!

The sheep’s rod you hold in your left hand,

Is it his Han knot without Sheng?*® The Hu wife!

In the background there seems to be a misty glow of water.

Is that Baikal, the North Sea? The Hu wife!). (Guo Moruo, 2008:21)

25 The Northern barbarian tribes in ancient China

26 Ancient flag with yak’s tail
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This painting was painted in 1863 and the following year Miller entered it in the Salon des
Beaux-Arts in Paris, where it received great acclaim and became one of Miller’s
masterpieces. In the foreground on the right is a ragged young woman in a red scarf and an
old felt shawl, her head bowed on a wooden stick, with a flock of white sheep behind her
and a lake faintly visible in the distance. The scene is simple, soft and earthy under a
glorious sunset. Some scholars have interpreted the painting as showing the simple and
reverent religious sentiments of the peasants, with the maiden bowing her head in prayer as
a way of thanking God for the opportunity to shepherd her sheep. However, Guo Moruo
made a creative association with the painting, imagining the shepherd girl as the Hu wife
left behind in Siberia after Su Wu'’s return to Han Dynasty.
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Su Wu married a Hu woman in Xiongnu because it was the tendency of the time, and
Zhang Qian?’ and others also married Hu women in Xiongnu. According to Ge Jianxiong

(2015)’s research

RAZFTABERKRTTHERA, BT EHANRSITB, RERITE

BRFHBE. YRNEHFBRE, WREERE, AOBKERE FUBRTXE

EHFOX A, RERNENBELEE .. (‘the reason why the Han could marry Hu

women so openly was that, apart from the open-mindedness of the people at the time, there
was a practical need for both Han and Xiongnu. The Xiongnu were nomadic, with a hard
material life and a low population growth rate, so in addition to taking large numbers of

Han Chinese, they also attached particular importance to marriage and procreation.’) ‘7»

RETHHAEYHITERE, FRASHLLE, FNESHHANZEST

R, '(‘It was not a secret, let alone a scandal, that Su Wu and others had married Hu

women at the time, so even the emperor considered it normal.”). (Ge Jianxiong, 2015)
There are many different interpretations of the fact that Su Wu married a Hu woman,

and Wen Yiduo (1916) has argued that Su Wu married a Hu woman because he wanted to

27 Zhang Qian (c. 164 BC - 114 BC), known as Ziwen, was a native of Chenggu, Hanzhong County (now Chenggu
County, Hanzhong City, Shaanxi Province), an outstanding Chinese diplomat, traveller and explorer during the
Han Dynasty, and the pioneer of the Silk Road.
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make the Xiongnu chieftain feel less confident so that he could return to his country. Others

have argued that Su Wu, like the traditional literati, could not get past beauty. {EEHKEEE)

(The Heslin Yulu) exclaims: ‘JJHITCHFEAN, BAERBEAGE®R, HESZ, 'HE

T ANEE, 55! (1 know that a man cannot be spared by a great intellect or

courage when he is moved by a beautiful woman. In this sense, ‘there is nothing in the
world as dangerous as human desire’. That is true!”) (Luo, 2017). There is another reading

that Guo Moruo may well have wanted to borrow to clarify his own inner thoughts, and

94 ¢

that is to affirm the importance of ‘love’ under the influence of the Ming dynasty’s ‘|& 3

B (‘love trend of thought’). Yuan Mei, in his {fBEFIE) (Poems from the Sui

Garden, argues:

HZREEFT, BEAZh., PAREADRE, REEE, WEAN, TERTEHR

&, EATHBHAAEE, E—BiTzt, @74, FLFmE NI,

1F b2k, °(‘In ancient times, loyal courtiers and filial sons were all motivated by

emotion. Hu Zhongjian publicly impeaches Qin Hui and is exiled to Hainan. When he is
about to return from Hainan, he falls in love with a Li woman, which is the same type of
thing as Su Ziqing marrying a Hu woman. The man who is bent on doing nothing is not
reserved in his fine deeds, as Confucius called it, ‘to know benevolence by looking at it’,

which is exactly the same.”) (Xia, 2019)
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The Qing dynasty’s notebooks comment,

‘BEAEXTEAR/NT, M THERA, HAEARERL, BEHE

e IEBESEXEA. BN, MEXXEAER BEBRZF. BAE

PRERTIEA, EZ2R{E AMARTI, THHESHE, REHTHH

.

(‘Since ancient times, loyal courtiers and righteous men have been unconventional,
such as Su Ziqing, who married a Hu woman, and Hu Zhongjian, who had sex
with a Li woman. Recently I have read the collections of Fan Wenzheng, Zhen
Xishan and Ouyang Wenzhong, all of whom have poems about giving gifts to
prostitutes. All of them are called the righteous men of the world, famous scholars
of science, yet they are not exempted from this, so it is clear that the powder and

the skirt are not detrimental to the famous religion.”) (Xia, 2019)

In the preface to his translation of Miyazaki Laicheng’s { EZ% A ) (Beauty Yu), Wu

Renda said at the end of the Qing Dynasty

‘BEEERE, FRME. ARZEENA, IPZAER

EEXAN, X3
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R KBTI 51, *(‘Since ancient times, only true heroes have true feelings.

Su Wu’s affection for the Hu woman and Xiang Yu’s inability to forget his love for

Yu Beauty are not to be confused with the shallow and vulgar.”) (Wu, 2017)

Although Guo Moruo did not mention a single word about the love life between the Hu
woman and Su Wu in either the first edition of The Goddess or the reworked version, there

is a detail in the first half of The Lightning and the Fire, a detail often overlooked

by scholars of Guo Moruo’s studies — ‘R FHFERFEM, TERMEE T IEAIXT

A7 ! °(‘The sheep’s rod you hold in your left hand, Is it his Han knot without

Sheng?®? The Hu wife!’).

Most scholars who have spoken of this detail tend to gloss over it in a vague manner,
arguing that it is not clear from the poem whether the Hu woman is herding the sheep with
Su Wu or alone. It is also unclear why she is holding Su Wu’s ‘Han knot without Sheng’,
and what she is thinking about. It is not clear why she is holding Su Wu’s ‘Han knot without
Sheng’. I argue, however, that Guo had already implicitly used the detail of the Hu woman
holding the Han knot in her hand in the first edition to highlight the deep feelings between

the Hu woman and Su Wu, which could not be expressed overtly enough due to the political

28 Ancient flag with yak’s tail
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factors of the time. And a few years later, the poem was reprinted in full colour, expressing
without scruple the lament of the lonely and desolate Hu woman after Su Wu’s return to
China. Both revisions of the poem are political expressions by Guo Moruo’s own

developing philosophy, and both are a cascading of the poet’s emotional expression.

G 3B Babhpnn & 250 o i

The ‘Han knot without Sheng’ is not simply a shepherd’s staff, but a symbol of Su Wu’s
integrity and determination to return to his country. As the name suggests, the Han Knot
played an important role in the political life of the Han dynasty, and its bearer could
even represent the emperor and had great power. The shape of the Han Knot was
developed from the ‘Jing’ of the Zhou dynasty, but it retained the political significance
of the Zhou envoy as a representative of military power, and became a marker for the

emperor to send with an envoy or to temporarily grant privileges. During the Han
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dynasty, only the emperor could set up a ‘knot’, known as the ‘Han Knot’, and vassal
states or local authorities did not have the right to set up ‘knot’. The Han Knot was eight
feet long (the Han scale, about 1.8 metres today) and was made of a bamboo pole with

a triple banner made from the tail of a yak (Song, 2017).

In addition to guarding the emperor and handling general affairs on his behalf, the
main purpose and role of the knot holder was to deal with major political events, visiting
ethnic minorities and neighbouring countries, performing major ceremonial activities,
holding the knot during funerals, engaging in mystical activities such as witchcraft, and
touring the world to pacify the people. Su Wu, on the other hand, was sent by Emperor
Wu of the Han Dynasty on a mission to Xiongnu, but was unexpectedly detained by the
Xiongnu for several years, and even banished to the North Sea to herd sheep. The image
of Su Wu as a powerful and unyielding man is evident in the descriptions given earlier
in this thesis, and the transmission of this powerful and unyielding image is
concentrated in a detail of his daily life, namely, the fact that he held a Han knot as a
shepherd’s staff every day, even though the yak’s tail on the Han knot had fallen off.
The Han Knot represents his original heart, and his patriotic sentiments that he would
rather die than give in. With the Han Knot in his hand, he was able to persevere even in
the snow and ice, and his desire to return to his country was never altered by the
harshness of his circumstances. Even if the poem is set after Su Wu’s return to China,

it is unlikely that something as important as the Han Knot would have been easily left
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in the hands of a Hu woman who, as the legend goes, married him because of her
‘scheming’, ‘beauty’, etc.

In order to verify whether this plot is true or not, I have conducted an extensive
search of the extant history books that record Su Wu’s life. Su Wu was trapped in the
frozen North Sea for nineteen years before he was finally released to the Han Dynasty
in the sixth year of Emperor Zhaoyuan’s reign (81 B.C.). In the following year, he was
removed from office because of his involvement in the rebellion against Shangguan Jie.
In the first year of Yuanping (74 B.C.), he took part in the establishment of Emperor
Xuan of Han and was appointed Marquis of Guannei. Su Wu died in the second year of
his reign (60 B.C.) at the age of 80 or so. However, the records of Su Wu’s captivity in
Xiongnu are not well documented, especially his love life in Xiongnu, except for Ban

Gu’s mention of his son, Su Tongguo, who was born to that Hu woman in {3X )
(The

Books of Han), Volume 54, {Z[ B EEE 1MW) (The legend of Li Guang and Su

Jian XX1V) (Ban, 1962):

KFEREE RMUETEFBA, RARYM. 2RXFEE. FEFERK.

RERE. EREEHE. RARAEMEARATENER. RFE, T

=, ERz, BER RENRXA, S87TF REVEERBEAR: WX

WA, MPEF—TRE, FFE%k BREEBREAEZ. LFE. &
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BEBEEE, ERARE. XMEBETFTAGE, REN+R HE-FR

(All the rewards Wu received were given to his deceased brother Kun, and his
family had no money left. The empress’s father, the Marquis of Ping’en, the
emperor’s uncle, the Marquis of Pingchang, the Marquis of Lechang, the General
of the Che Cavalry, Han Zeng, and the prime minister, Wei Xiang, the imperial
historian, Bing Ji, all respected Wu. When Wu was old, his son died because of
getting involved into a treason crime. The emperor asked around him, ‘Wu has
been in Xiongnu for a long time, does he have a son there?’ Wu confessed to the

Marquis of Ping’en: ‘When I was sent to the Xiongnu, a Hu woman gave birth to
a son named Tongguo, and there was a message receiving that Xiongnu are willing

to exchange my son with gold.” The emperor agreed. Later, when Tongguo arrived
with the messenger, he was appointed to the post of Lang. He also took Wu’'s
disciple to be his right-hand Cao. Wu was more than eighty years old and died in
the second year of his reign). (Ban, 1962)

There is no record of what happened to the Hu woman after Su Wu’s return to China,

but if Su Wu really had such deep feelings for her that he could entrust her with such

an important token as the Han knot, as the poem suggests, he would not have thought

only of his son’s situation after his return to China, without mentioning the woman.

Therefore, it is likely that the Hu woman was a pawn about which Su Wu had to

compromise when he returned to China.

As this discussion mentioned earlier, Guo Moruo was not only a literary scholar,

but he was also an archaeologist and historian. It is quite unlikely that he, who was well
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versed in history, did not know the authenticity of this detail. However some scholars
believe that this detail was devised by him in the poem without any historical evidence,
is quite meaningless and had no major significance. This thesis believes that this detail
was deliberately concealed by Guo Moruo as a metaphor for his political philosophy.

In 1918, Duan Qirui’s government, which had sold out to the Japanese

imperialists, secretly signed { P HEEHL B ESME) (The Sino-Japanese
Military Agreement on the Joint Defence of the Army) and & HEEHLEHHNESE
HEY (The Sino-Japanese Military Agreement on the Joint Defence of the Navy with

Japan), which gave the Japanese the privilege of stationing troops in China, and freely
entering and leaving China’s northeast and Mongolia, thus bringing a large part of
China’s territory under Japanese control. On May 5%, 1918, the Republic of China
Students’ Salvation League was formally established in Japan to lead the students’ strike

to return to China. At the founding meeting, it was decided that the purpose of the
movement was ‘HEAZE—, EnHF/, BREER, B ANERZFD,
FTHET-EZ %M (‘to unite, to alert the authorities, to awaken the nation, to resist

the ambitions of the Japanese and to eliminate the conditions for their downfall’).
‘The Republic of China Students’ Association for the Salvation of Japan’ was the

largest student organisation in Chinese history before the May Fourth Movement. It

organised and mobilised young students from all over the country to join the

revolutionary struggle against imperialism and feudalism, so that they moved from ‘F}
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ZHRE (‘saving the country through science’) and ‘SENVFLE’(‘saving the country
through industry’) to ‘BUE KL E (‘saving the country through politics’), and from

ignoring politics to devoting themselves to the cause of national liberation. Under its
guidance, China’s modern student movement came to a climax, laying a good
foundation for the awakening of the Chinese people before the outbreak of the May
Fourth Movement. However, some of the actions of this patriotic student movement
went against the original guiding philosophy and went too far.

The first version of the poem was composed around 1920, and according to Guo

Moruo in his {€iE+E) (Decade of Creation) (1932), he recalled:

‘9ISENDR, BHABFRARN PEESINUNESE, BLET—

RREZINEERONE . ERRXNBLEET B FES), B

A—E#IROEENABL T —MOXTSE, LR BARZZENAERIA

AN, KRGl —1ES, BUMMNIHEE ARERRXY

o IPMBHAELSNEFEREINN, FERENERAZENARMNSE

IBHBRTD,

(“In May 1918, there was a very violent wave of all strikes in the Japanese study
session in opposition to the ‘Sino-Japanese military agreement’. There was also a
side movement on that occasion, that is, a group of ardent patriots prevented a

traitor-killing society, in which anyone who had a Japanese wife was considered
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a traitor, and they were given a warning to divorce them immediately, or else they
would be dealt with by force. This movement was very violent at the time and there
were many people with Japanese wives living in Tokyo who got divorced as a

result.”) (Guo Moruo, 1932: 5)

This suggests that within the patriotic movement of the international student community
in Japan at the time, a ‘patriotic theory’ was developed, an ethic that encompassed a
new hierarchical order, a narrow nationalist sentiment, and a demand for ‘purity’ of
descent. For Guo Moruo, who lived with a Japanese woman and had a son, this
‘patriotic theory’ was intensely uncomfortable, and he heartily disassociated himself
from all such narrowly focused camps of patriotic attention.

During this patriotic movement, some of the international students protested so

violently that they ended their studies and returned to China. Guo Moruo, in his { ]

&E+E) (Decade of Creation), speaks of the international students who returned to

China in 1915 because they opposed Yuan Shikai’s signing of { —+—%%) (Article

21):

‘FIERMARNIMEREREREBELT R, X T ANEMNIEZIEAR

ZIDRE, RBAZRAMEREENEN., X—B2RKEGHEEXT,

ANBAEILEREENNE, XE—MoE T2 7T e, RS LErRER]
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BE—E HNAEENERERR =ZRFHIAZ-EREXE. HEMN

BRE—LHEW/ BRAERMXLEFEZL TR, ZIEZFVERERIZEES

S

78, ANRZEBFRECUERSMNME, REAENE, #EHEAEH

REIJPTEGNERTT T EBFENIZMNE.

(‘The delegates who ran to Beijing heard that they had been received once by Duan
Qirui himself, who commended them and told them to return to Japan to study
without fear, saying that the government would never do anything to undermine
the state. Some of these delegates returned long ago, some stayed in Beijing to
work as officials in the movement, and some went south to Shanghai, where they
joined the delegates sent to Shanghai, and are now running a daily newspaper for
national salvation, which is empty of sentimental articles. I think they are all

politicians!”) (Guo Moruo, 1932: 7)

Guo Moruo scornfully called these students “politicians’ and that they were only putting
on a show by ending their studies and returning to Japan in order to offer their loyalty
to the government in order to gain a high position, and that the only thing foreign
students should do was to endure the humiliation and stay in Japan to learn the way to

salvation and survival.

152



Rewriting

The many emotions as well as the political expression prompted Guo Moruo to rewrite

all the last six lines of ‘View of the Painting — Millet’s <shepherd girl>* in {ZRRE1F

£ (Guo Moruo’s Collected Poems), published in 1928

R E MR EA, BIEHEET B

Fo Ba2ARBEBHRE, MHFE, ME

FE TUBRFEXANRT, RBRP, BIENE

57 RBB? HR?

S TN

(On the plain stood a woman with a staff.

And behind her back swarmed a flock of returning sheep. That
could be the landscape of Su Wu’s return to his country. his
abandoned wife, his flock of sheep unharmed.

But in the eyes of the shepherdess, in the eyes

Is it grief and anger? Is it resentment? Desolation?). (Guo Moruo, 1928)

The altered stanza makes it clear that Guo Moruo’s setting is ‘the landscape of Su Wu’s
return to his country’, and that the word ‘Hu woman’ has been changed to ‘abandoned
wife’. This use of the word ‘abandoned’ is more tendentious than the subtle expression

‘the Hu wife holding a Han knot’.
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If the traditional interpretation is from Su Wu’s perspective, the word ‘abandon’
here changes the perspective to that of the Hu woman. She is ‘abandoned’, and in the
original version derogatory, the contemptuous ‘Hu woman’ becomes a formal ‘wife’
(‘Hu wife’ in the translation of the first edition of the poem is a free translation, and it
should be ‘Hu woman’ if a direct translation is adopted). The word ‘abandon’ indicates
the woman’s desolate situation, and is a sign of Guo’s infinite pity for the woman and
his desire to arouse the reader’s sympathy for her. In Miller’s ‘The Shepherdess’, the
young woman’s head is hung low and her eyes cannot be seen, let alone the expression
in her eyes, but here the altered stanza is heavily speculative about the eyes of the
‘abandoned wife’: ‘Grief and anger? resentment? Desolation?” The reader, along with
the poet, enters the heart of the ‘abandoned wife’, and the literary image of the woman
comes to life; her independent character comes to the fore; she is no longer an
appendage of Su Wu, not even deserving of a description, but now she and Su Wu
become two separate subjects.

Given that Guo Moruo’s sentiment for Su Wu in this poem was described earlier
in this discussion, it is clear that, by extension, his intention in choosing Su Wu as a
historical figure is clear. The Hu woman in Millet’s ‘Shepherd Girl’ is also a natural
choice for Anna. Anna, or Tomoko Sato, and Guo Moruo were married in late 1916. By
the time he wrote this poem, they already had two children. Guo Moruo was so
concerned with his country that he was bound to return to serve it, but what was Anna

to do as a foreign woman? Should they return together, or should they separate? This
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leaves him in a deep conflict. He portrays Su Wu and his ‘abandoned wife’, but in his
mind he is thinking of himself and Anna, who are genuinely in love with each other
across the racial divide, and this is not something that can be separated by a single
phrase of national enmity; indeed, this narrow-minded ‘patriotic’ charade of forcing
lovers apart because of the breakdown of relations between countries disgusted him.
Guo Moruo had always been quite dismissive of narrow-minded nationalists,
even when such nationalists were his own countrymen. In 1923, when the Japanese
anarchist Ei Osugi and his wife were killed by Japanese gendarmes, Guo Moruo wrote

an essay entitled (E RN SBEZKM) (The National and the Supranational) to

commemorate the occasion. In this essay, Guo Moruo clearly states:

EE2S, HEEAE, BEERREE RIS RGE AR UL

FENBEREX, AMRNFABETER, UWERAXZEEROMNEK . ~

BN EZRIZIERMNNESEBHRRENNE, THERNMMETIXZNA,

R IZAR SR BEE B AAEs, NS ESMOH R EXERTY.

(‘Beyond the borders of the state, there is also humanity, there is also the existence
of compatriots!” ‘Our ancient philosophers taught us the supranationalism of
compatriots in the four seas, yet at the same time we do not leave the state and use
it as a stage to reach the supranational.’ ‘It is high time that we revived our
traditional spirit, especially those of us who are engaged in literature and art, and
that we should make every effort to awaken the inherent spirit in order to echo the

cosmopolitans abroad’). (Guo, 1925)
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Guo did not make distinctions between people solely on the basis of nation and race, a
distinction to which he was very sensitive, and which many Japanese made, and many
Chinese overseas students made, but he did not follow this logic entirely, but went
beyond it to sympathise with all the oppressed and damaged citizens of the weaker
nations, and with oppressed people within the colonial state. The constantly revised /n
the Light of Electricity and Fire contains both Su Wu’s longing for his homeland and
the ‘resentment’ of his ‘abandoned wife’ in an enemy country. This transcendent attitude
towards nationalist thought was present in 1920, and was fully realised in 1928 when
his own helpless encounter with his wife in the context of the times led to the realisation

of his transcendent political philosophy.

Conclusion

The period from 1910 to 1930 was not only a crucial phase in China’s national
development and transformation but also a pivotal 20 years in the evolution of Guo
Moruo. During this time, he transitioned from a patriotic student to a passionate and
aspiring youth, from a medical student in Japan to a cultural worker who wielded the
pen as a weapon, and ultimately, one could even say, into a cultural revolutionist. It was
during these two decades that Guo Moruo’s political philosophy underwent two
significant transformations: first, from a narrow nationalist supporter to an advocate of

proletarian revolutionary ideals pursuing freedom and democracy, and finally, it
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evolved into a commitment to international communism, promoting peace and

opposing militarism.
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Chapter 4 The Broadcasting and Adoption of Synge’s
Works in Japan

In the process of cultural transmission, any ‘transit’ person (including individuals,
groups and nations) will consciously or unconsciously select, eliminate, discard and
play with the transmitted material according to their own needs, understanding and
nature. For Guo Moruo, and other students who studied in Japan, from the moment they
crossed the ocean to study in that country, there was already a clear subjective idea that
they wanted to learn more about the Western world and advanced Western science and
culture through the medium of Japan, so they would subjectively feel, learn and absorb
what they wanted to assimilate, and intentionally ignore other aspects that were not as
interesting to them. The reason why Guo Moruo was particularly fond of Irish
playwright Synge, this thesis believes, is that apart from being enchanted by Synge’s
subtlety and genius, the resonance of the political philosophy revealed in his works
must have played a decisive role.

Therefore, after analysing Guo Moruo’s political philosophy in detail in the
previous chapter, this thesis will analyse and elaborate on Synge’s political philosophy
in this chapter. Moreover, as mentioned in the introductory section, the dramatic

movement in Irish Literary Revival was able to have such an impact on Chinese scholars
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thousands of kilometres away, in a time, around the 1930s, when communication was
so poorly developed, largely because of Japan’s role as a cultural bridge. However, the
translation and interpretation of foreign literary movements and related works must be
adapted to the local cultural context, as local cultural aspirations will play a restraining
role in the process of importation, thus imprinting foreign literature with the indelible
cultural identity of the translated language (Wang, 1995).

So, the Irish playwrights as they are seen by the Irish are likely to be different
from the Irish playwrights as they are seen by Japanese scholars, and by Chinese
scholars who have been influenced by these Japanese scholars. and who then take the
initiative to come into direct contact with Irish playwrights, and even the literary images
and interpretations of these playwrights will be very different. So, to look at the political
philosophy embedded in Synge’s works from the perspective of Irish scholars alone,
and then to compare it with Guo Moruo’s political philosophy is thin, static, and will
never allow us to see anything like the truth of the interaction.

One of the supporting theories for this discussion in terms of analysing the
resonance of Synge’s and Guo’s literary creation concept and political philosophy is the
theory of intertextuality, which focuses on the textualisation of external influences and
forces, and the transformation of all contexts, where all contexts, whether political,
historical, or social or psychological, become intertextual, emphasising the fractured

lines and uncertainties displayed by the text, and showing that:
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the text is no longer analysed solely in terms of text, otherwise it would fall into
the trap of formalist literary theory. The theory of intertextuality takes formal
analysis as its starting point, and eventually extends itself to the whole field of
literary traditions and cultural influences, and there is a logical progression from
the intertextuality of texts to the intertextuality of subjects to the intertextuality of

cultures (Dong, 2006).

With ‘influence’ as its central element, intertextuality theory brings into its field
of concern the many factors that influence literary creation, thus moving beyond the
level of mere formal studies to the level of multiple dialogues. The text is therefore
placed within a non-textual historical framework, forming an intertextual account that
refers to non-literary texts such as historical documents, religious rituals and folkloric
activities. So this study will analyse the influence of the Irish dramatic movement in
Japan at the time; explore the impact of this culturally altered Irish literary imagery on
Chinese writers; and directly address the intertextual influence of Chinese writers and
Irish Playwrights, taking into account the powerful intercultural encounter between
Ireland, Japan and China.

In summary, this chapter will look at the impact of the Irish dramatic movement in
the Irish Literary Revival on the Japanese academy at the time, taking the writings,
reviews, interviews and plays adapted from the ideas of Irish playwrights by Japanese
scholars who disseminated and translated Irish plays in Japan from the late 19th to the

early 20th centuries.
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The intention of the reception on Irish dramatic movement

The late 19" century saw the rise of the Irish Literary Revival. This cultural movement,
in the name of reviving Irish national literature, was partly the result of a sense of Irish
national independence, and partly a cultural driver of the independence of the Irish
nation (the Irish Free State) (Li, 2019). To the surprise of the Irish, who led the
movement, it also attracted the attention of the Japanese literati from as far away as East
Asia. With the Meiji Restoration, Japan began to learn from the West in political,
economic, cultural and educational terms, and the Irish Literary Revival was introduced
to Japan. A large number of Irish plays were translated, adapted and performed in Japan,
contributing to the rise of the New dramatic Movement. It was not until the Showa
period (1926-1989) that this boom receded.?”

The culmination of the translation of Irish literature from the late Meiji period to
the Taisho period seems to have been the result of a succession of generations of
Japanese scholars, in the form of a phenomenon that must have involved a Japanese

writer of Irish descent, /N & /\ Z(Koizumi Yakumo). Yakumo Koizumi (27 June

185026 September 1904) was a Japanese novelist, born in Greece as Patrick Lafcadio

Hearn, who was naturalised in Japan in 1896 and changed his name to Yakumo Koizumi.

29 The Showa period (1926-1989) is generally divided into the pre-Showa period and the late Showa period, with the
surrender of Japan in 1945 in the Second World War as the dividing line. The early Showa period was a time when
Japan’s imperialist and militarist ideology was expanding, when right-wing forces gradually took control of the
literary world and most Japanese writers joined the path of advocating colonialism for various reasons.
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Hearn was born on 27 June 1850 in Lafcadio, Ionian Islands, Greece, and later adopted
Lafcadio as his nickname. His father, Charles Bush Hearn, was an army doctor of Irish
descent who was stationed in the Ionian Islands during the British occupation, and
married Rosa Antoniou Kassimati, a Greek woman from the islands. Hearn was brought
to Ireland by his father when he was old enough to attend the Catholic school. When he
was about seven years old, he was left in Ireland by his mother, who was discriminated
against because of her ethnicity. His father later died as a result of the war.

In 1890, Hearn went to Japan and married /N JR f F~(Setsuko Koizumi), an

English teacher at Matsue High School in Shimane Prefecture, and later became a
professor of English literature at Tokyo University. Having lived in Japan for many
years, he fell in love with the fascinating culture and customs of the region, and heard

many Japanese folk tales from his wife, so he set about writing them in English as short

stories in the book &% (Kwaidan: Stories and Studies of Strange Things) which was

later translated into Japanese by Shinichi Hirai, making him the originator of modern
Japanese strange-tales literature (Hirakawa, 2007). Kobayashi Masaki has continued his

influence on strange literature by making films of his stories such as ‘H-% L 75—’
(‘Yoshiichi with No Ears’) and ‘X / — £ A 7 >’ (‘The Snow Maiden’). The famous
Japanese director $:7% 8] (Akira Kurosawa) himself admitting that the film ‘£

(’Dream’) was inspired by Yakumo Koizumi. Yakumo Koizumi was fluent in

English, French, Greek, Spanish, Latin and Hebrew, and had a wide range of knowledge.
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In 1904, he died of a coronary artery disease. His H A& & H A& N(Japan and the

Japanese) is an important work in the study of the Japanese people.
It was also his teaching experience at Tokyo Imperial University, where he taught
Irish literature in the classroom, that directly or indirectly influenced lovers of Irish

literature at Tokyo Imperial, including mainly writers such as | F#{(Toshi Ueda), J&f
JII A (Kuriyagawa) and 77 )I|# 2 /- (Ryunosuke Akutagawa). Subsequently, Toshi
Ueda and Kuriyagawa went on to teach at Kyoto Imperial University, leading to a
younger generation of translators and interpreters of Irish literature, such as 2 th &
( Kikuchi Kuan), Kl N (Yano Minamoto) (1893-1988) and /MK % = (Kobayashi

Zosan) (1893-1974). Later, Kobayashi Zosan took up a position at the Otaru Higher

School of Commerce in Hokkaido, where he introduced a young student, fFt i %%

(Itousei), to the study of Irish literature, and these scholars were largely responsible for
the popularity of Irish literature in Japan.

However, when we examine this literary phenomenon in the historical and
cultural context of Japan’s turn of the century, the interpretation of the origins of Irish
literature in Japan did not just involve a sense of novelty for Japanese scholars of a

foreign culture:

ROPETHN. BEELBRAGECHROTAICE IHNE I TH o7,

HEBFOBF . HEESE. 1902 A CDHKRE. 1910 FOHES
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. 1914 FDOE—RERKE~OSE . BADS A X)X 77X,

Moy A A BT REDIECEHRMEF S-FEERKR. X

FELDE [TANTUN] eBELEZOTHD. #HERICENL XT.

Wy ZEBDT7 AT FICHERDA A—278EL . BRBEBDOX

EXTAILERESLL /-

(Whatever was popular, one of the important reasons was always to fit with the
fortune of the times. The victory in the Sino-Japanese War and Russo-Japanese
War, the Japanese-British alliance that began in 1902, the merger of Japan and
Korea in 1910, participation in the First World War in 1914, and Japan which is
situated in the imperialist era, was fighting against Britain, France, Germany, the
United States, Russia and other powers for colonies. The Japanese literati at that
time projected ‘Ireland’ on Japan. They projected Japan’s image on the island of
Ireland in the Irish Literary Review, mapping out a distinctive Japanese literary

style.) (Suzuki, 2005:25)

As Japanese contemporary Irish literature researcher Suzuki Hiroshi has pointed out,
Japan’s enthusiasm for Irish literature and cultural movements was deeply rooted in the
circumstances at that time, and the national appeal of Japan in the early twentieth
century. It thus becomes necessary to review the political geopolitical and regional

relations of Japan in the first decade or so of the twentieth century.
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The great success of the Meiji Restoration in the late 19 century, coupled with
the Sino-Japanese War (1894-1895), and Japan’s rapid foreign colonial expansion after
the occupation of Taiwan and Penghu Island in China, greatly stimulated Japan’s
selfimagination and the growing desire of becoming a member of the Western Powers,
which unfortunately was not shared by those Western Powers. The most typical example

was the signing of the T3 & 24 (Treaty of Shimonoseki) after the SinoJapanese War

in 1895, when Japan tried to occupy Liaodong, Shandong and other places in addition
to Korea and Taiwan, but was prevented from doing so by the British and Russian

powers. This was very frustrating for Japanese intellectuals such as & F & I

(Tokutomi Soho) (1863-1957), ‘B R B MURMAREL, AKUABAKRZEFET,

ERIE B WHRE A, *(‘There was just a great sense of frustration and sadness that

Japan was thought to be a great power now, but it turned out that it was still being
bullied by the great powers.”) (Xu, 2015). Faced with the oppression of the Western
powers, Japan developed a desire to extricate itself from its awkward position on the
periphery of the West, and to re-establish a ‘self” that overlapped geopolitically and
politically, economically and culturally, so it looked to the Irish national independence
movement and the Anglo/Irish geo-cultural relationship of the same period.

The England invasion of Ireland in the 15" century resulted in the gradual
destruction of the native Celtic culture and the conversion of the national language,

Gaelic, to English, resulting in the formation of the distinctive Anglo-Irish English
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language by the early 19" century. The great famine of the 1840s intensified ethnic
tensions in the Irish region, galvanised the struggle against British colonial rule, inspired
a strong desire to revitalise national literature, and activated a new awakening of
national consciousness. In order to break free from the political and cultural
stranglehold of England, writers such as William Butler Yeats, John Millington Synge
and Lady Gregory advocated the use of Anglo-Irish to create works that reflected Irish
national history, culture and rural life in order to establish an Irish national literary
identity. But in fact, the relationship between England and Ireland was not simply one
of colonisation and the colonised; on the one hand, Ireland did suffer from a long history
of brutal England colonial rule, so, it holds a strong desire for national independence.
However, Ireland also participated in colonial conquests in other parts of the world as a
member of the British Empire, for example, in India in the late 19th century, where over
1000 Irishmen served as British officials (Gauri, 2004). Ireland’s dual role in modern
world history as ‘colonised’ and ‘colonising abroad’ is similar to that of Japan at the end
of the Meiji period, when the country was ‘colonised by the Western powers’ and ‘eager
to participate in foreign colonisation’, which is an important reason for the attention
paid to Ireland in Japanese academic circle.

Toshi Ueda and Shiramura Kitagawa’s emphasis on ‘Celtic literature’ at the
beginning of the translation of Irish literature into Japan, especially the ‘national
awakening’ and ‘poetic nationality’ of Ireland, was also self-evident, coming from the

intellectuals’ desire to create a new geopolitical self-image after Japan’s frustration in
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international relations and their desire to create a ‘new Japan’ with a separate national
identity from the previous ‘colonised’ one.

As the years passed, Japan’s economic and political power grew by leaps and
bounds. In 1904, with the outbreak of the Russo-Japanese War, Japan succeeded in
gaining control of the Sakhalin Islands, the Liaodong Peninsula and the Manchurian
Railroad dependencies from Tsarist Russia, and in 1910, under the pretext of ‘protecting
Korea’, Japan signed the Japan-Korea Agreement and the Japan-Korea Concordat with

Korea. In 1910, Japan signed the H 8£1% £ =& (Japan-Korea Agreement) and the H%g

143 (Japan-Korea Concordat) with Korea which made a formal incorporation of Korea

into its colonial territory. From 1894 to 1910, Japan went from being a small East Asian

country to an Asian power, and its self-confidence and belligerence reached a climax:

‘BEEFNEARS, HEHX ROAXROER .. BREFENEAR—

TMAERNNAREBEEZ—, #ATHEBEN #HANKEAR BNEA.. EH

AER, YSHEHERT - BREETERRSE RS RIERN tE

T, EAEREKEATRE T MM KERE NHMEMS. . EEAEK, #

EFNRE IR, ...

(‘The Russo-Japanese War was indeed the ‘baseline for Japan’s full
development’ .... After the Russo-Japanese War, Japan became one of the eight

most powerful countries in the world and entered the era of the so-called ‘Great
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Japan of the World’ .... Within Japan, there was also a sense of invincibility ......
The ‘Seven Doctors’, who had been actively advocating war against Russia since
before the Russo-Japanese War, openly put forward various ‘minimum’ terms for
peace in the newspapers ...... There were also demands that Russia cede the area

east of Lake Baikal ...."). (Mi, 1988:229)

It is worth noting that with the victory in the Russo-Japanese War in 1905, the invasion
of Korea and the establishment of a governorship in 1910, Japan rapidly entered the
process of a general war of national colonization abroad, and academics as a resource
gradually became the ‘academics’ of political ideology. At this time, Japanese
academia’s interpretation of the Irish Literary Revival, and Irish literary works whose
ideological content include national independence in the Revival, also changed in
response to changing social and cultural aspirations. By 1917, when Kitagawa
Shiramura claimed that Japanese interpretations of the Irish Literary Revival had
become significant, Irish national literary production, with its fusion of Celtic historical
traditions and Anglo-Irish English, had evolved in Japanese academia as a rational basis

for colonial policy towards Korea.*

30 The Irish Revival’s emphasis on local tradition and language could have been manipulated by Japanese scholars to
argue that Japan’s colonial project in Korea was similar to Ireland’s attempt to revive its culture under British rule.
This parallels the common colonial justification of spreading ‘civilization’ while paradoxically undermining the
colonized people’s autonomy.
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Japanese colonial consciousness was evident in the relations between Japan and
Korea. Firstly, after 1905, the teaching of Japanese was officially included in the

compulsory curriculum of Korean education:

¥

0

%

B, HTEFL
HiER.. AHANAFHENRIPER, BEMALRAFRE, EMRE
ZxEAE, EEHAN—MERATSE. -

(‘First of all, Japanese language classes were arranged in general, higher and
Normal schools for almost the same number of hours as the Korean language ......
After Japan became a protectorate of Korea, Japanese became a formal teaching
subject, and its nature was completely different, a kind of colonial educational

infiltration by Japan’). (Qu, 2016:29)

In 1910, Japan established a governor’s office in Korea. Japan further strengthened its

cultural control by proposing a ‘Korean Literary Revival’. Writers such as Shimamura

Hakuetsu and Kikuchi Kuan helped to promote this. In his 1917 essay, Bi&f /= & ) £

D~X—=> (Korea in My Eyes), Shimamura pointed out that:

TANZ N AL RFEEE>TT7ANT N ADERTEELETDE .

SOBEEADNBARBLE > TEEAOERMEHTDE . EH00'%
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LWNE . ERAYFE-O T ETH. TTCE. BHRENAGEDOFT
BOoEVALLD . (n) XENMEDH 2 BARFEEE ST,
HEDBEERKOREFUERIL. 1> FE1—F5EhLRDHL
L. BEADFHOLEDOXENE£IND ZEEHFLZVLDTT,

(Which is more likely, the Irish using English to bring out the Irish nationality or
the Koreans now using Japanese to bring out the Korean nationality, the result
speaks for itself. In short, I would like to start with young people who have been
brought up in a purely Korean tradition, (who) use Japanese of literary value to
call upon the soul of the true Korean nation and interview it, and I would like to

see true literature from the hands of Koreans). (Shimamura Haoetsu, 1917:226)

It is no coincidence. Kikuchi Kuan, in his 1924 essay Fi#F X F DA EE (Hope

for Korean Literature), made similar remarks:

TAWT U E ADPRBCTHLWTAILT N XFEEND B tns
AF)IAXFERBEL-LHIC. BEOER/-HHEAFETHL L8
EXFEHEL. tNCL>THAXFLER T oL, M/t

(BEDXA-EDIE) DBRVWERIL LHICTEZDTY.,. ZDX

FEBZ. £ (OEREFDERISFICA S/, #FLUVEEORKBE
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bid. HLUVBEXZLZELRTUI LG RVWEWL) ZETHRED

—HL /. 2% BEHCBEADBRE. 7AILT N EAF]) XDE

BICETEIIMTCCHERNET,

(Just as the Irish launched a new lIrish literature in English, just as they
overwhelmed English literature, so the young Koreans could launch a new Korean
literature in Japanese, thus overwhelming Japanese literature, in line with the
wishes of you (the Korean literati). The literary movement became the forerunner
of many national movements. The pioneers of a new Korea also agreed that there
must be a new Korean literature. I think that the relationship between Korea and
Japan will in the future become more and more similar to the relationship between

Ireland and England). (Kikuchi Kan, 1960:341)

For both writers, the linguistic superiority of the suzerain state was undeniable, and the
‘long’ history of the use of English by the Irish served as a successful precedent to
justify the use of Japanese by the Korean nation. Thus, the discursive representation of
the Korean Literary Revival is, in essence, a cultural representation of the imperial
consciousness of the Taisho period in Japan.

According to the Japanese scholar Sl f% 1@ th (Michiya Kato), Japanese
politicians, represented by 7 F 8 K BB(Gentaro Yoshimura) and B 7k i =(Urazo

Tokunaga), were full of arguments about Z&R{H 5 (Discussion on the Merger of
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England and Soviet Union) and = R [B1 %8 & B &% (The Problems of Ireland and

Korea):

TERMICS TP EREIEDITEMERLE 5720 SRIEARRE” AL

U N BT ILELERET S, (LT BEEAXESTETHA

VERDAHDE . XEFEWIEZDOBICEEBESTEREIN ) B &

WOTEDTHE. 7AILToNICHEITEAF) AXRDEK(E. KEF

EOENEARLRES (T AL FABLIREL ERTH oz, EHE.

EERIIL—ILOENFE L T MEOEREBFREIBE TS XAy T

NDEARSIDEZZEST TN D, ZORBKRIEOMGE. HADHER

HEAEEICXT T B XA RIDAEICEATW - aTRmBL TWLWBDEAH

358

(“In order to discuss the possibility of heterogeneous rule in the colonies, Gentaro
Yoshimura conducted a study on a sample of Ireland. He concluded that, whether
or not heterogeneous rule was possible, a relationship of trust could be formed
between the ruler and the ruled. The failure of British rule in Ireland was the result
of Irish disillusionment with the power and volatility of the British Empire. As an
example of successful heterogeneous rule, Yoshimura cites the example of Scottish

incorporation, where a relationship of mutual trust could be established. Does this
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example of successful heteronational rule suggest that Japanese rule over colonial

Korea was advancing towards success?’). (Michiya Kato, 2010:81)

Undoubtedly, the cultural imagination of Japanese literati in the interpretation of Irish
literature played a reverse role in shaping Japan’s ever more explicit sense of empire.
(L1, 2019).

In addition, Japanese writers not only projected Ireland onto Japan’s colonies, but
also explored the development of local literature in backward and remote areas of Japan,
such as Kyoto, Akita and Hokkaido, using the Irish Literary Revival as a model. The
writers, including ¥ [{i8 3% (Tsubouchi) and Kikuchi Kuan, advocated the ‘A /L
v 1> Z°(Osaka Literary Revival), the’ ZRER/L > v 1> X’ (Kyoto Literary Revival),

and the Jt H X)L 1} > X (Northern Japan Literary Revival). In this regard, researcher

Suzuki Hiroshi talks about:

RIEFHEARRE. 7 4ILZ7 2 N XFOBRPCAFIZDOERE D D TRWEEE
L7z, BERC. KEFEET7AILTFDOREEEERBOBRZBEA
(CHTUFD. TAILTUE - ILFy o B OWTE IR L BB ER
HL =,

(From the early Taisho period onwards, there was an unprecedented increase in

the number of translations and introductory texts on Irish literature. At the same
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time, writers applied the relationship between suzerain and colony between the
British Empire and Ireland to Japan, repeatedly talking about the Irish Literary

Revival). (Suzuki Hiroshi, 2014:302).

Tsubouchi’s articles KR & =47 (Osaka and the New Arf), TR =FEFDH

(Osaka, the Birthplace of the New Popular Art) and 1t H ZK & #7XF (Northern Japan

and the New Literature) refer to the fact that Japan and Britain were both island nations.
Japan could draw on the relationship between Britain and Ireland to deal with the
relationship between the central and local levels in Japan. Just as the revival of Irish
literature revived English literature, so the development of local literature in Japan
could contribute to the development of the centre and ultimately improve Japan’s

international status (Tsubouchi, 1935:2-5).

Thus, from the 1880s to the 1920s, Japan’s interest in the Irish Literary Revival
and its literary interpretations and studies evolved in tandem with the evolution of
Japan’s political, international and regional relations landscape during this period. From
the mid- to late-19" century — Meiji Restoration, Japan saw its national independence
and consciousness awakening in the Irish Literary Revival, to the mid- to late-Taisho
period, and especially from the 1920s, when Japan’s imperial consciousness continued
to rise, the literary imagination of the Irish Literary Revival underwent fundamental

changes. As a result, the exotic imagery of Irish culture was essentially linked to the
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changing times and cultural aspirations of Japan. This meant that, when interpreting,
adapting and commenting on Irish literary works, Japanese scholars were bound to do
so in light of the political imagination of the time and their own political aspirations,
which would also directly influence the perception and imagination of a large number
of Chinese scholars in Japan, such as Guo Moruo and Lu Xun, on Irish literary works.

Since the Meiji Restoration, Japan has turned its attention towards the West.
Interest in Western literature extended well beyond Irish literature, encompassing
British, French, and Russian literary works. The introduction of new artistic movements,
from Romanticism to Naturalism to Symbolism, continuously refreshed the Japanese
literary scene. However, unlike other Western literary translations, Japan’s introduction
of Irish literature exhibits distinct characteristics due to Ireland’s small nation status and
its national and cultural relationship with Britain. Japan’s translation of Irish literature
has developed alongside the historical trajectory from the late Meiji to the Taisho period.
The cultural imagination of Ireland served as a cultural symbol of Japanese imperial
consciousness and actively participated in the construction of Japan’s great power
consciousness in the early 20th century.

The Irish literary revival of the late 19th century was an act of national literary
consciousness development in Ireland. Its purpose was to decolonize through the
retrospection and revival of Gaelic cultural traditions. However, during the late Meiji
period of the 19th century, some Japanese literati overlooked the anti-colonial nature of
the Irish literary revival in the process of introducing Irish literature into the Japanese
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context. Was this neglect due to ‘historical ignorance’ of a distant, small Western
country, leading to unintentional misinterpretations in the cross-cultural transmission of
Irish literature? Or was it a conscious act of cultural filtering, a mutation of ‘imperial’
rewriting based on their own cultural needs?

Japanese scholars, in fact, understand the essence of the Irish literary movement.
For instance, Kuchikawa Hakuson’s Overview of the Celtic Literary Revival clearly

explained it:

T 7oAz OBHRARERBCENE (ERICS VT, KIZBUAH

BHE B ERDET -, BFETE. BUBELEDOKRBBETHD 7 ()L

ZUoNAREZEESHDL ZDE,LEES TV Do s o XHETE. &F

AMIz—VDOEWEEZ(T/->a—> - X"—F—F - g—4 [T

e TIDE I —2DE] (=TFANTR) AREL. 1904 DT

AT N XEBETLERSN. 7AIILTF BRERBEICK S 4H

AD DNz, BEROEEG. BUAZIT TR, XERPEHTHRRES

NRFUI B LBV EDTH S,

( “With the recent modern era, shaken by the ideas of freedom and civil rights after
the French Revolution, constant demands for political liberation have been made.

In recent years, the great political issue of Irish self-government has also arisen
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from this... On the literary front, Shaw, following the request of the poet Yeats,
drafted a piece entitled ‘John Bull’s Other Island’ (referring to Ireland) for a
lecture on Irish literature in 1904, showing great ambition for the Irish
selfgovernment issue. The awakening of a nation is not only revealed in politics,

but it must also be expressed in literature and art’). (Kuchikawa Hakuson,

1934:89-190).

Kuchikawa Hakuson clearly pointed out the connection between the Irish literary
revival at the end of the 19th century and the civil rights movement on the European
continent. He recognized the interaction between literature and national consciousness.
Since the Meiji Restoration, Japan has sought cultural drivers for national development

from foreign literature, including those from Britain, France, and Russia.

Therefore, the imagination and transformational adaptations of Irish literature
during the late Meiji Restoration and the Taisho period were based on Japan’s own
epochal characteristics and the needs of its construction of consciousness. At the turn
of the 19th to the 20th century, after experiencing the innovations of the Meiji
Restoration, Japan’s domestic political situation stabilized, and its economic and
military power significantly strengthened. Through victories in a series of wars, such as
the Sino-Japanese, Russo-Japanese, and Korean-Japanese wars, Japan’s position in East

Asia markedly improved. In the face of the European powers advancing into East Asia
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and the trend of power division, the realization of Japan’s dream of becoming a great

power seemed imminent:

AEELZAPN EFLEREINTUAL (1999 F(TEINEEEEL SN

=0 BBRBEE>EZZRBOONTLAEW) 2. BEKICEEXTEBREBUG

TAFZRB ZEABWNELY D - - o e e o —ZLE KRS

WERIBIIHIEWE WD, BERDEUVEWTH -, LHrH. &

T EREIL. HREXEL L) T RIEDBFE. FARMELL T

7= ZOEHH [HHROBR] ORI, BEEOBARS . FEXHEDH

(ALK, WACBEVETH A - - - -

(‘The unequal treaties have not yet been fully revised (extraterritoriality was
abolished in 1899, but tariff autonomy has not yet been obtained). Compared with
Europe and America in international politics, Japan often finds itself at a
disadvantage... The intense desire of the people to sit on an equal footing with the
European and American powers as soon as possible is evident. Moreover, the
competition among the powers to divide East Asia and dominate the world
intensifies year by year. Faced with this ‘trend of the world,” Japan, a latecomer
country, has been particularly weak since its ancient contact with Chinese

civilization...”). (Inoue Kiyoshi, 1981:148).
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The introduction and translation of Irish literature into Japan coincided with this critical
period of Japan’s rise in East Asia. This period provided the historical context for
Japanese writers, represented by Shimagi Baigetsu and Kikuchi Hiroshi, to engage in
cross-cultural communication. They emphasized Ireland’s English-writing tradition,
highlighted the subjugated national relationship between Ireland and Britain, and
filtered out the anti-colonial and resistance consciousness in the Irish literary revival.
This deliberate cultural filtering not only symbolized Japan’s imperial consciousness in
the early 20th century but also indirectly fueled the deep-rooted shaping of the imperial
consciousness among the populace.

In fact, Japan’s pursuit of national self-strengthening consciousness did not begin
after the Meiji Restoration but much earlier. Japan has always maintained a strong
ambition to break through its geographical narrowness and natural constraints to seek
survival and development in a broader region. As early as the 16th century, military
commanders Oda Nobunaga and Toyotomi Hideyoshi, who unified Japan, showed
ambitious aspirations towards the Asian continent. On this, Shinobu Kiyomitsu pointed

out,
‘BHERGEHEDESEZTEL 124", BRIICABEDRELICE LI,
EHFEE. BALAHECERELZFEDET L. HAOEMNZE

RFICEDDOHY T, PEOEFLERBL /20

(‘Oda Nobunaga planned the war to conquer the Ming Dynasty, but he was

assassinated before he could carry it out. Toyotomi Hideyoshi launched the war to
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conquer the Ming Dynasty, planning to make the Emperor of Japan the Emperor
of China and the Japanese throne to the prince when victorious...”) (Shinobu

Kiyomitsu, 1982).

In the 17th century, famous Japanese statesman Yamaga Sokou, in his { F13iE%)

(Chinese Dynasty Facts), praised the achievements of the Emperor Shojin, saying: /&

SNEEETNTHRER (BER) O—#THY . BIHIER (FE) (SHEET

57-HDC(F. BEE & FERIZ(EAR+TDTH o 7= (‘All the feudal lords overseas

belong to the Central Kingdom (Japan), which is not enough to be called a neighbor
for communicating faith with the foreign dynasty (China)’) (Shinobu Kiyomitsu,
1982:51).

However, it is important to note that the filtering out of the anti-colonialism of the
Irish literary revival was a result of Japan’s historical need to construct a great power
consciousness from the late 19th to the early 20th century. It is an expression of the
imperial consciousness and discourse of some Japanese literati. In 1912, Japan entered
the Taisho period, and the focus of Japanese writers during this period differed
significantly from that of the late Meiji period. New Trend writers in this period admired
Synge’s drama, inclining towards his realistic style and use of surreal techniques. They
emphasized the public concerns and realistic aspects in Synge’s drama and learned from

and borrowed from Synge in their own literary practice.
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Kikuchi Hiroshi, as one of the representative writers of the New Trend school,
had a ‘imperial consciousness’ that was markedly different from the literary ideas of
other writers in the New Trend school. The complexity and contradictions behind these

differences perhaps embody the ideology of the Taisho era in Japan, which [AEBAY(Z

(F. ERTEENAEREZEMHL . BRFEMNLEELARBET S0 XT
SIS, [RIBMTFREEER] 23KA T 5. (criticized nationalism that adores the

king and the country internally, advocated moral liberalism...and adopted ‘ethical
imperialism’ externally)®' (Toyama Shigeruki, 1983:158). This is worth further deep

exploration and research by scholars.

Synge’s Literary Contributions and Their Political Undertones

John Millington Synge’s plays, in particular, have become canonical in Irish drama,
appreciated for their vivid portrayals of characters, sharp wit, and deep understanding
of the human condition. In addition to their artistic merit, Synge’s works also have
political undertones that warrant exploration and analysis. This aspect of his work is
particularly important given the historical context in which Synge was writing. During
the late 19th and early 20th centuries, Ireland was undergoing significant political and

social change, marked by a growing nationalist movement that sought to define and

31 According to Toyama Shigeruki, ‘ethical imperialism’ means ‘not aggression with the aim of monopolizing China,
but competition with Europe and the United States on the one hand and coordination with them on the other to divide
it up, that is, imperialism in accordance with international law’.

181



assert a distinct Irish identity (Foster, 1995). Synge’s works can be seen as engaging
with this broader political context, offering subtle commentaries on the state of Irish

society, politics, and culture.

Overview of Synge’s Irish political and social environment

The late 19th and early 20th centuries were a period of significant political and social
change in Ireland, marked by events such as the Land War (1879-1882), the
establishment of the Gaelic League in 1893, the rise of the Home Rule movement, and
the cultural revival (Foster, 1995).

The Land War was a socio-political movement advocating for peasants’ rights and
land reform. This period saw significant tension and violence between landlords and
tenants, with the latter campaigning for fair rents, fixity of tenure, and free sale of land
occupancy. The agitation brought about significant reforms that improved conditions
for rural tenants and facilitated the transfer of land ownership from landlords to tenants
(Foster, 1995). Simultaneously, the late 19th century saw a renewed interest in Irish
language and culture. The Gaelic League, founded by Eoin MacNeill and Douglas Hyde
in 1893, aimed to revive the Irish language and preserve Ireland’s distinct cultural
identity. This cultural nationalism was closely tied to political nationalism, with many
advocates for the Irish language also supporting Home Rule (Kiberd, 1996).

The Home Rule movement, led by Charles Stewart Parnell and later by John
Redmond, sought to achieve a measure of self-government for Ireland within the United

Kingdom. Although the movement was divided by internal conflicts and did not achieve
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its aims during Synge’s lifetime, it was instrumental in setting the stage for the political
changes that would follow in the 20th century, including the Easter Rising of 1916 and
the subsequent War of Independence (Foster, 1995). The late 19th and early 20th
centuries also witnessed a cultural renaissance in Ireland known as the Irish Literary
Revival. This cultural movement was closely linked with the political and social
changes occurring during this period. Leaders of the Revival, including W. B. Yeats,
Lady Gregory, and Douglas Hyde, sought to create a new literature that would reflect
and contribute to a distinct Irish identity (Kiberd, 1996). Although initially resistant to
the overtly nationalistic sentiments of the Revival, Synge became a key figure in the
movement through his involvement with the Irish National Theatre Society, later the
Abbey Theatre. His plays, with their focus on rural Irish life and their use of
HibernoEnglish dialect, contributed to the Revival’s goal of creating a distinct Irish
literature (Murray, 2000).

The Irish Literary Revival was not without controversy. Many of its leading
figures, including Synge, were Anglo-Irish, and their vision of Irish identity and culture
often clashed with the experiences and aspirations of the predominantly Catholic,
Gaelic-speaking majority. This tension is evident in the reception of Synge’s plays,
which were often met with criticism and controversy for their portrayal of Irish life
(Kiberd, 1996). Despite these controversies, the Irish Literary Revival played a crucial
role in shaping modern Irish literature and national identity. It helped to establish a

distinct Irish literary tradition and created a platform for subsequent generations of Irish
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writers to explore and express their own visions of Ireland in the English language
(Foster, 1995). Synge’s works, with their vivid and authentic portrayal of Irish life and
their subtle engagement with the political and social issues of the time, remain a
significant part of this literary tradition. They offer valuable insights into the historical
context in which they were written, and contribute to our understanding of the complex
relationship between literature, culture, and politics in Ireland during this

transformative period (Parker, 1991).

Exploration of Synge’s major works: Plays

Synge’s literary output, while limited by his early death, was considerable and includes
both plays and prose works that have had a significant impact on Irish literature. Riders
to the Sea (1904) is one of Synge’s most celebrated works. This one-act tragedy tells
the story of an Aran Islands family devastated by the loss of its menfolk to the sea. The
play explores themes of fate, sacrifice, and the harsh realities of life in the Aran Islands
(Hutchinson, 1987). The Playboy of the Western World (1907) is perhaps Synge’s
bestknown work, notorious for the controversy it stirred due to its portrayal of patricide
and its depiction of the Irish peasantry. The play is a darkly comic examination of
heroism, reputation, and society’s capacity for self-delusion (Pine, 1990). The Well of
the Saints (1905) explores themes of illusion and reality, presenting the story of a blind
couple who regain their sight, only to be disillusioned by the world they see. Like much

of
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Synge’s work, it is marked by its dark humor and its exploration of the human condition
(Pine, 1990). Deirdre of the Sorrows (1910) is Synge’s unfinished play based on the
Irish legend of Deirdre, one of the most significant tales in the Ulster Cycle of Irish
mythology. The play explores themes of love, fate, and societal conflict (Hutchinson,

1987).

Prose works: themes, motifs, and stylistic elements

The Aran Islands (1907) is a work of creative non-fiction based on Synge’s experiences
living on the Aran Islands. It is an invaluable record of a way of life that was already
disappearing at the time of Synge’s sojourn there, and it provides the material for many
of the situations and characters found in his plays (Kiberd, 1996). The essence of
Synge’s work lies in his depictions of the Irish rural life, with a focus on the hardship
and the resilience of its inhabitants. This is a recurring theme in both his plays and prose,
and is painted with empathy and realism (Pine, 1990). An examination of Synge’s work
reveals his fascination with the themes of illusion and reality. This is particularly
evident in The Well of the Saints, in which the main characters’ regained sight represents
a bitter disillusionment, and in The Playboy of the Western World, where the hero’s
reputation is built on false assumptions (Hutchinson, 1987).

Synge’s use of language is another distinctive aspect of his work. He employed a
Hiberno-English dialect, drawn from his time spent in the Aran Islands and West Ireland,
using its rich idioms and unique rhythms to create dialogue that was both authentic and

poetic. This innovative use of language served, not only to convey the distinctive voice
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of his characters, but also to challenge the literary norms of his time, giving his work a
unique place in Irish literary history (Kiberd, 1996). A focus on the relationship between
the human being and the natural world is also evident throughout Synge’s work. This
relationship often reflects the harsh realities of rural life, such as in Riders to the Sea
where the sea is depicted as both life-giving and destructive. Simultaneously, Synge
often infuses the natural world with a mystical quality, hinting at a spiritual dimension
that transcends the everyday struggles of his characters (Pine, 1990).

Finally, Synge’s plays are noteworthy for their exploration of societal norms and
the individual’s role within society. His characters often grapple with societal
expectations, and their struggles reflect the tension between the individual and the
community. This theme, coupled with his critique of romanticized notions of rural life
and heroism, lend his work a subversive quality that often provoked controversy, but
which also contributed to its enduring appeal (Hutchinson, 1987). Synge’s works offer
a unique blend of realism and lyricism, humor and tragedy. His distinctive voice, his
ability to capture the complexities of human experience, and his exploration of the Irish

rural life all contribute to his lasting significance in the canon of Irish literature.

Political Undertones in Synge’s Works

John Millington Synge’s plays, known for their artistic portrayal of Irish peasantry, also
contain implicit political commentary. For example, Riders to the Sea presents an
authentic picture of the harsh life in the Aran Islands, with the sea serving as both a

lifesustaining force and an omnipresent threat. The tragedy of Maurya’s family, having
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lost all its male members to the sea, symbolizes the suffering of the Irish peasantry,
living at the mercy of nature. In this play, political undertones may be found in the
depiction of the stoic resilience of the islanders despite the adversity they face. Their
determination and spiritual strength can be interpreted as a metaphor for the Irish
people’s endurance under British colonial rule. The sea, which gives and takes away,
could be read as an emblem of the British Empire, with the people of the Aran Islands
representing the colonized Irish, subjected to the mercy of an overpowering entity
(Greene, 1965).

Take The Playboy of the Western World as another example, political subtexts are
more readily identifiable. The central character, Christy Mahon, who claims to have
killed his oppressive father, becomes a celebrated figure in the Mayo community.
However, when his father reappears, alive, Christy’s heroism is exposed as a fraud, and
the people turn against him. The acclaim Christy receives, built on a foundation of
patricide, may be viewed as an allegory for the violent struggle for Irish independence.
Furthermore, the community’s initial celebration of Christy’s deed and subsequent
revulsion echoes the public sentiment towards the violent means used in political
struggles. By depicting the town’s people as fickle, easily swayed by appearances and
rumours, Synge implicitly critiques the populist rhetoric that often drives political
movements (Harrington, 2002). While in The Well of the Saints, political subtext can be

read into the power dynamics between the characters. Martin and Mary Doul, the blind
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beggars who regain their sight only to prefer blindness, are at the mercy of the village,
mirroring the power dynamic between the ruling class and the Irish peasantry.

In their choice of blindness, the Douls reject the imposed societal standards of beauty
and reality, reflecting the Irish struggle for cultural and political autonomy (Greene,

1965).

The political implications of Synge’s depiction of Religion, Morality and
Power
The themes of religion, morality, and authority are recurrent in Synge’s works, and their
representation carries significant political implications. Religion is a dominant force in
the lives of Synge’s characters. It shapes their worldview, influencing their perceptions
of fate, morality, and societal norms. However, Synge does not present a sacrosanct
image of religion. Instead, he often highlights the superstition and ignorance
intertwined with religious beliefs among the peasantry. This is evident in The Well of
the Saints, where the characters attribute their suffering and blessings to divine
intervention, blurring the line between religion and superstition (Pine, 1990).

This portrayal can be interpreted as a critique of the church’s role in perpetuating
ignorance and passivity among the masses, contributing to their economic and social
subjugation. Simultaneously, by exposing the contrast between religious ideals and the

harsh realities of rural life, Synge underscores the gap between the spiritual and material
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realms, indirectly questioning the social order upheld by religious institutions (Greene,
1965).

In Synge’s works, morality is often depicted as a complex and fluid concept, influenced
by societal norms, individual desires, and the struggle for survival. His characters
frequently grapple with moral dilemmas, and their decisions challenge conventional
moral codes, hinting at the limitations and contradictions of the societal values. The
Playboy of the Western World offers a striking example, where patricide, a grave sin, is
celebrated and its perpetrator idolized. The moral inversion is not just a source of dark
comedy but a critique of societal hypocrisy and the relative ty of moral judgement. By
challenging the conventional understanding of morality, Synge questions the authority
that imposes these moral standards (Harrington, 2002).

Authority in Synge’s plays is often associated with oppression and conflict. From
the domineering father in The Playboy of the Western World, to the church’s influence
in The Well of the Saints, authority figures are shown to stifle individual freedom and
self-expression. This recurring theme can be seen as a commentary on the oppressive
structures in society, including the British colonial rule in Ireland (Greene, 1965). In
Synge’s final unfinished work, Deirdre of the Sorrows, the themes of authority and
rebellion are central to the narrative. The tragic heroine, Deirdre, defies the authority of
King Conchobar by choosing to elope with her lover, Naoise. This decision, though

disastrous, is Deirdre’s assertion of her autonomy against oppressive patriarchal
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authority. In this play, the King’s tyranny can be seen as an allegory for the British rule,
and Deirdre’s defiance symbolizes the Irish struggle for freedom (Greene, 1965).

Synge’s portrayal of the Irish peasantry’s resilience, his critique of societal norms,
his subversion of the hero-myth, and his exploration of authority and rebellion all
contribute to the political undertones in his works. His representation of the rural life,
infused with the political realities of his time, offers an invaluable perspective on the
complex intersections of culture, politics, and society in turn-of-the-century Ireland
(Hutchinson, 1987).

In conclusion, the political undertones in Synge’s works, while often subtle and
implicit, are an integral part of his representation of Irish society. They offer insights
into the socio-political dynamics of Ireland during the late 19th and early 20th centuries,
and continue to stimulate critical engagement with the complexities of Irish identity and

nationhood.

Controversies and Criticism in Synge and his works

The infamous ‘Playboy Riots’ epitomize the controversies and criticism surrounding
Synge’s works. When The Playboy of the Western World was first staged at the Abbey
Theatre in Dublin in 1907, it provoked violent public outrage, culminating in riots. The
crowd objected to the play’s themes, its depiction of Irish characters, and the language
used in the play, particularly Christy Mahon’s reference to a ‘shift’, a term for women’s
underwear that was deemed vulgar and inappropriate. The uproar was not confined to

the audience. The Irish media also played a significant role in fuelling the controversy.
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Newspapers of the day carried scathing reviews and critiques, accusing Synge of
blasphemous and offensive representations of Irish identity. The Irish Independent
declared the play to be ‘an unmitigated, protracted libel upon Irish peasant men, and
worse still upon peasant girlhood’ (Hunt, 1998).

However, it was not just the play’s supposed immorality and vulgarity that
provoked such strong reactions, but also its perceived insult to the nationalist self-image
of the Irish. The peasantry was a potent symbol in Irish nationalist discourse, often
idealized as the repository of a pure, Gaelic culture. Synge’s less-than-romantic
portrayal of rural life and characters struck a discordant note with this idealized vision,
triggering a backlash from the nationalist-minded audiences and critics (Kiberd, 1996).

Apart from The Playboy of the Western World, Synge’s other works have also
been subjected to criticism for their unconventional themes and characters. His
portrayal of Irish rural life, replete with poverty, ignorance, superstition, and moral
ambiguity, was seen as a derogatory representation of the Irish people, particularly the
peasant class. Synge’s portrayal of religion was another point of contention. His
depiction of the Church’s influence over the peasantry and the intertwining of religion
and superstition was deemed disrespectful by many. The playwright’s apparent
irreverence for established religious norms and practices was perceived as a challenge
to the moral order and an insult to the Catholic-majority Irish populace (Grene, 1969).

Synge’s use of Hiberno-English, a dialect that blended English and Gaelic, was

also controversial. While Synge saw it as a unique linguistic resource and an authentic
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representation of the speech of the Irish rural classes, critics accused him of ridiculing
the Irish by using a dialect that was often associated with backwardness and vulgarity

(Hutchinson, 1987).

These controversies reflect the political climate of the time

The controversies surrounding Synge’s works cannot be detached from the political
climate of the time. The late 19th and early 20th century marked a period of intense
political activity in Ireland, characterized by the rise of nationalism, the Home Rule
movement, and the cultural revival efforts aimed at rediscovering and reaffirming Irish
Gaelic identity (Foster, 1988). In this politically charged environment, literature and the
arts became a significant battleground. The dominant narratives of the time sought to
idealize the Irish past and the Gaelic peasantry, presenting them as symbols of a pure
and noble Irish identity, in stark contrast to the perceived corruption and decadence of
the British. Consequently, any portrayal that deviated from these idealized narratives
was seen as an affront to Irish nationalism and the struggle for self-definition (Kiberd,
1996).

Synge’s realistic portrayal of the Irish peasantry, with all its flaws and
complexities, clashed with the romanticized peasant image propagated by cultural
nationalists. His characters were not the noble and heroic figures of nationalist
imagination, but ordinary people grappling with the harsh realities of rural life. This
unromantic portrayal was perceived as a threat to the nationalist agenda, leading to the

vehement public and critical backlash against his works (Hutchinson, 1987).
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Furthermore, Synge’s critique of religion, morality, and authority resonated with
the broader political discourse of the time. The Catholic Church wielded significant
influence in Irish society, often aligning with the nationalist cause. Synge’s portrayal of
the Church’s role in perpetuating ignorance and superstition among the masses was seen
as an attack on a pillar of Irish society and an ally of the nationalist movement. It was a
challenge not only to religious authority but also to the social and political order that
the Church supported (Grene, 1969).

The controversies surrounding Synge’s use of language also had political
undertones. The Gaelic revival was a significant aspect of the cultural nationalism of
the time, and there was a concerted effort to promote the Irish language as a marker of
national identity. By choosing to write in Hiberno-English, Synge was seen as aligning
with the anglicization of Ireland, a trend that the nationalists were vehemently opposing
(Hutchinson, 1987). Despite the criticism and controversy, Synge’s works were also
acknowledged for their artistic merit and their contribution to the Irish dramatic
tradition. Leading literary figures of the time, including W. B. Yeats and Lady Gregory,
co-founders of the Abbey Theatre with Synge, staunchly defended his works. Yeats
famously addressed the riotous audience during the ‘Playboy Riots’, asserting the
playwright’s right to represent life as he perceived it (Harrington, 2002).

In hindsight, the controversies surrounding Synge’s works can be seen as a
reflection of the broader tensions and conflicts within Irish society during a critical

period of its history. The struggle between tradition and modernity, the conflicting
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visions of Irish identity, and the contestations of authority and power that mark Synge’s
plays also encapsulate the socio-political dynamics of turn-of-the-century Ireland. The
criticisms and backlash against Synge highlight the extent to which literature and the
arts were implicated in the politics of the time. They serve as a reminder of the power
of literary works to provoke, challenge, and disrupt dominant narratives, making them
a vital arena for cultural and political debates.

As a playwright, Synge chose to portray Ireland not as an idyllic land of heroic
peasants and virtuous maidens, but as a complex and diverse society with all its
contradictions and challenges. This decision, while controversial, testifies to his
commitment to artistic truth and his refusal to conform to politically expedient
narratives. Despite the backlash, his works have endured, providing valuable insights
into the realities of Irish rural life and the socio-political dynamics of his time. Finally,
Synge’s literary legacy, though marred by controversy, has been a subject of reappraisal
and reinterpretation in later years. Modern scholars and critics have recognized the
complexity and nuance of his works, and their relevance extends beyond their historical
context. His plays continue to be performed and studied, not just for their artistic
excellence, but also for their socio-political insights (Grene, 1969).

In his nuanced portrayal of rural Ireland, Synge exposes the deep-seated social,
economic, and political issues that underpin Irish society. He presents a critique of the
socio-political structures of his time, subtly revealing the intricacies of power, class,

religion, and authority (Hutchinson, 1987). Moreover, Synge’s work serves as a
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powerful critique of the romantic nationalism that dominated the political discourse of
his time. He deftly exposes the limitations and contradictions of this narrative,
highlighting its inability to accommodate the complexities and ambiguities of real life.
In doing so, he invites his audience to question and challenge the dominant narratives

of identity and nationhood (Kiberd, 1996).

Indeed, it is this capacity to provoke thought and stimulate debate that makes
Synge’s work so politically significant. His plays may not offer clear-cut solutions or
unambiguous political messages, but they raise essential questions about identity, power,
and society. They invite us to engage with the political undercurrents and complexities
of the world they depict, prompting us to reflect on our own socio-political realities
(Foster, 1988).

In conclusion, Synge’s works, despite the controversies they provoked, have
made a significant contribution to Irish literature and politics. They offer a compelling
portrayal of rural Ireland, providing deep insights into the socio-political dynamics of
the time. Moreover, they challenge the dominant narratives of identity and nationhood,
stimulating critical engagement with the political implications of these narratives.
While Synge’s works were born out of a specific social and political context, their
exploration of power, identity, and society resonate not only in Ireland as well as in

Japan and other countries.
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Irish nationalists through the lens of the Prague School

However, Synge’s works, initially met with significant resistance, later became integral
to the Irish dramatic movement. What significant turning points facilitated this
transformation? This shift cannot be attributed solely to Synge’s efforts. Unlike Guo
Moruo, whose differing political ideologies across various periods led to vastly
different creative philosophies, Synge’s brief life ended in his prime, and his early
works, once heavily criticized, later garnered great acclaim. The same work
experiencing such divergent fates suggests a reevaluation by Irish nationalists. Their
reinterpretation of Synge’s works likely played a crucial role in this change in
perception.

Miroslav Hroch, a prominent Czech historian, developed a three-phase model to
explain the evolution of nationalist movements in small European nations, particularly
those in Central and Eastern Europe (Nolte, 1996:51-62). This Three-Phase Model of
Nationalist Movements provides a compelling framework to analyze how Synge’s
works, initially controversial, later became celebrated as integral to the Irish dramatic
movement. This model, which breaks down nationalist movements into the phases of
cultural awakening, national agitation, and mass political movement, helps to elucidate
how the reinterpretation of Synge’s works by later nationalist scholars and critics played
a pivotal role in his posthumous recognition as a pioneer of Irish theatre. The first phase
of the Prague School model focuses on the period of cultural awakening, which is the
phase of scholarly interest where intellectuals and artists begin to rediscover and revive

their nation’s cultural and linguistic heritage. Their goal at this stage is to raise
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awareness of a common identity, but without yet making explicit political or
nationalistic demands. (Matejka, 1971). In the context of Ireland, this period saw a
burgeoning interest in Gaelic culture, language, and folklore, leading to the Gaelic
Revival of the late 19th and early 20th centuries.

Synge’s works are deeply embedded in this cultural awakening. His detailed and
nuanced portrayals of rural Irish life and use of Hiberno-English dialects were initially
met with resistance because they diverged from the idealized image of the Gaelic
peasantry promoted by cultural nationalists. As Kiberd (1996) notes, Synge’s realistic
depictions, filled with human flaws and complexities, contrasted sharply with the
romanticized vision of a noble, unblemished rural Ireland that was a cornerstone of the
nationalist narrative at the time. Synge’s ability to depict the harsh realities of peasant
life challenged the prevailing myth of the noble peasant, which was crucial for fostering
a unified national identity.

Furthermore, the Gaelic League, founded in 1893, played a significant role in this
cultural awakening by promoting the Irish language and culture. However, Synge’s
decision to write in Hiberno-English rather than Irish was seen as controversial. This
choice highlighted a tension within the nationalist movement: the push for cultural
purity versus the practical realities of linguistic diversity and the need for a broader
audience. Synge’s works, therefore, can be seen as part of the broader debate about what
constituted authentic Irish culture during this phase of cultural awakening (Hutchinson,

1987).
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The second phase, national patriotic agitation, involves the mobilization of these

cultural awakenings into a political force. A wider range of activists emerge, seeking to
engage the broader ethnic group in the nationalist cause. They start advocating for the
creation of a national identity, moving toward political demands for national recognition,
who are often characterized by a push for autonomy or independence.
During this period, the narratives and symbols from the cultural awakening phase are
often harnessed to foster a collective national identity and political consciousness
(Matejka, 1971). In this phase, Synge’s works began to be reevaluated through a
nationalist lens. Although his plays had initially sparked controversy, the broader
political struggles for Irish independence and the desire for a distinct national identity
prompted a reexamination of his contributions. According to Hutchinson (1987), the
realistic elements of Synge’s plays, which were once seen as a threat to the nationalist
ideal, started to be appreciated for their authentic portrayal of Irish life, offering a more
nuanced understanding of Irish identity. This shift in perception aligns with the
nationalist need to construct a cohesive and inclusive narrative that could unite the
population in the struggle against British rule.

During the national agitation phase, the Irish Literary Revival, of which Synge
was a part, sought to use literature and drama to inspire and unify the Irish people. The
Abbey Theatre, co-founded by Synge along with W.B. Yeats and Lady Gregory, became
a focal point for this cultural and political movement. The theatre aimed to produce

plays that reflected Irish life and concerns, thereby contributing to the nationalist cause.
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Despite initial resistance, Synge’s plays were gradually seen as valuable contributions
to this effort due to their deep engagement with the social and cultural issues of the time
(Harrington, 2002).

This is the stage of mass mobilization. The nationalist movement expands to
involve a significant portion of the population, leading to the formation of political
movements with various ideologies (e.g., liberal, conservative, democratic), each with
its own vision for the future nation.

The final phase of the Prague School model, mass political movement. The
nationalist movement expands to involve a significant portion of the population, leading
to the formation of political movements with various ideologies (e.g., liberal,
conservative, democratic), each with its own vision for the future nation (Matejka,
1971). In Ireland, this phase was marked by significant events such as the Easter Rising
of 1916 and the subsequent War of Independence, which ultimately led to the
establishment of the Irish Free State.

During this period, the reinterpretation of Synge’s works as part of the national
cultural heritage became more pronounced. The Abbey Theatre, as a prominent
institution in the nationalist movement, played a crucial role in re-contextualizing
Synge’s works within the narrative of Irish independence. Yeats and Gregory, both
significant figures in the nationalist cultural movement, defended Synge’s work

vigorously. Yeats’s famous address to the audience during the ‘Playboy Riots’

199



underscored the importance of artistic freedom and the right to portray life authentically,
even if it contradicted popular nationalist sentiments (Harrington, 2002).

As the new Irish state sought to consolidate its cultural identity, Synge’s works
were increasingly viewed as essential components of the national literary movement.
The initial controversies surrounding his plays were recontextualized as part of the
broader struggle for Irish self-definition and cultural autonomy. This
recontextualization was crucial in cementing Synge’s legacy as a pioneer of the Irish
dramatic movement. Grene (1969) argues that this later acceptance and celebration of
Synge’s works reflect a maturation of the nationalist movement, where the complexities
and contradictions of national identity are acknowledged and embraced.

The transformation of John Millington Synge from a controversial figure to a
celebrated pioneer of the Irish dramatic movement can be effectively analyzed through
the Prague School Scholar’s Three-Phase Model of Nationalist Movements. Initially
met with resistance during the cultural awakening phase for his realistic portrayals of
Irish life, Synge’s works were later reevaluated during the national agitation phase, as
the need for a comprehensive and authentic national identity became paramount. Finally,
in the mass political movement phase, his contributions were fully integrated into the
national narrative, highlighting the evolving nature of cultural and political identities in
post-independence Ireland.

Synge’s works have been interpreted differently over time due to the shifting

sociopolitical ideologies in Ireland. Similarly, when Synge’s works were introduced to
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the distant eastern nation of Japan through various channels, they undoubtedly
underwent interpretations by Japanese academia. These interpretations could
potentially be transformative, given Japan’s unique historical context and motivations
for introducing Irish literature. As previously discussed, Japan’s primary interest in Irish
literature stemmed from its desire to understand Ireland’s dual identity of being
colonized by Britain and assisting in British colonial endeavors. This dual identity
provided a framework for Japan to navigate its own transformation from being a
colonized nation to becoming an increasingly powerful empire with colonial ambitions.

While Synge’s original political ideals were unlikely to align with the political
aspirations of Japanese scholars, especially those with strong nationalist sentiments.
However, the interesting point is that Synge’s works, after being reinterpreted by Irish
nationalists and ‘imbued’ with strong political motivations, found favor with many
Japanese nationalists. However, although Japan had joined the ranks of the emerging
Western powers, its culture, politics, natural and human geography, and even aspects
such as cuisine, clothing, and customs were vastly different from those of the Western
nations. The colonial treatment it experienced and its national priorities as it grew
stronger were also distinct.

When analyzing the connection between Guo Moruo, Japan, and Synge, it is
crucial to thoroughly examine how Synge’s works were translated, disseminated, and
adapted in Japan. Understanding how Synge’s creative ideas and political philosophies

evolved in the Japanese context is vital for comprehending Guo Moruo’s interest in
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introducing Synge. Therefore, the rest of this chapter will introduce the state of
development on Synge’s works in Japan and systematically analyse the mainstream

interpretations of his works in Japanese academic circles in the early 20" century.

The interpretation of Synge and his works in Japan

Firstly, the author verified Japanese sources ¥ BIFE{XEC (New Drama Chronicle) and

N

YEBIE SR (Theatrical Yearbook), from which the records of Synge’s works performed

in Japan in chronological order and established a performance list has been extracted,
as shown in the table below. The timeline of Synge’s works being promoted and
performed in Japan, as well as the selected works, number of productions, and

frequency of performances can be basically understood from the table.

=F:3 fEm& = l5i B Bi5 RE
Performance date Play title |Theater company Venue Translator/adapter
1914.09 EER(EE BRR(E ) FFRHEERR
Imperial Theater | Tsubouchi Shoyo
Mumeikai (5th (adaptation)
The Miracle
Performance)
(The Well of the
Saints)
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1919.05 AEDE e 488 | BERS
The (5 1 BENE)
Kannon
Shadow of the Tokiwa
Theater
Glen Music Drama
Group (1st
Performance)
N By 2 - i Nz
1920. 04, 25- BOF Hot AP EYER
26 Kenkyuza Yurakuza
The Watari Heimin
Shadow of the
Glen
23 1923.12/21- BEDAR Al ES EREZX NRIZYASS
% (5% 4 BIAR) IRAERLSR
Matsumura Mineko
The Shingeki N
¢ He
Playboy of the Association (4th
Shibuya
Western World Performance)
Dougenzaka
Kyuuzuryuu
Female Academy

32 AEDF and B35 are the both the shadow of the glen with different Japanese translation. Same as The

Playboy of the Western World which has various editions of translation, like D ARE, BOEDATE, 7
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1924. 02 AOAK MRS wEART AT At F
5 (FSE. F4E | ) ms
Matsumura Mineko
The /A 7 LR Imperial
Playboy of the
Shingeki Hotel
Western World
Association (5th, Performance Hall
4th Revival
Performance)
27 1924.05. 24— TDOANT MBI EARBE AT AAF
= Shingeki [
Matsumura Mineko
The Association Shibuya
Playboy of the Jurakukan

Western

World

LAR—A, BOEGEKEE, 7L AR—A FT7 P VITRGLT—ILF, BOEDT L A KR—A,BD

EnfFES.
23 1925.09/19- DA IEREIS ESCFS NN YARS
=B Modern tE
Matsumura Mineko
The Theater Toukiji
Playboy of the Comrades’ Hall
Western World
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_ N =5 ] > I\ ks
8 |25  1926.04.23 FDONS S e NRIZYASS
3 (3 13 @E) IVERL
Matsumura Mineko
The Shingeki Imperial
Playboy of the Association (13th Hotel
Western World Performance) Performance Hall
9 1934 AEDE =DN- % KRIREEE v 320
The e Okuma
Mutou Yuzo
Shadow of the Auditorium
Waseda
Glen University Art
Research
Association
1 1935. 07 B¢ AE%a e
BF Free Stage
Ninju
Riders to
Auditorium
the Sea
11 1935 BADAR BARREIR St/ N
B Nihon 1%
The University Drama
Tsukiji
Playboy of the Department !
Small Theater
Western World
12 1948. 03. 04 BDE WS (DD ARTIE=
NE D= /‘EE A5k —
L
Budb no Kai /
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The Mainichi Kinoshita Junji
Shadow of the Hall
Glen
13 1948. 08. 03 N RE DR HHR— ATIEZ
The Budo no Kai | ).
Kinoshita Junji
Shadow of the ‘ Mainichi
Glen Hall
14 1956. 05 BEOED BIFR= L EKE BRE
ATE Mingei National
Sugawara Takashi
The Theatre Company Tour
Playboy of the
Western World
15 1975. 05. 01— FL AR FoTE AV N=
20 K15
— — [ 5 S
The On Theater .
Roppongi
Playboy of the
Free Free Theater
Western World
16 1976. 10 HolEn I[E1 5 =BAE FARE
BELS KT D Subaru 15 Nakamura Yasuo
Theater Company
o & 300 People
Theater
Bravo,
Our Great Bluff
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17 1977. 02. 25~ it FTE AV N=!
03. 10 _ - e 5
D574 | TEEEE .
— On Theater )
Roppongi
Free
Rhapsody Free Theater
in Yellow from
the West*
18 1977. 04. 26- BEOED RIFRE TEBE ERE
21 ASE Toen SHE
Sugawara Takashi
The Company National
Playboy of the Rdon Hall
Western World
19 1981. 01. 10- BHOED FIF R &E RR/NT FRIR 52 BB
15 ATE Toen —5
Aizawa Shiro
The Company Toen
Playboy of the Parata
Western World
20 1981. 02. 11~ it I AV N=!
03. 02 o e 5
D574 | TRERE o
— On Theater .
Roppongi
Free
Rhapsody Free Theater

in Yellow from
the West
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21 1983. 06. 03~ By FTY AAARE
12 = =2):=1be>
DETRAF | ~AEES .
-~ Theat
AO)/%\% f.. On cater Roppongi
F
+ fee Free Theater
The Sons
of Moria Died at
Sea (riders to the
sea)
22 1983. 06. 03— TAyY FToTTE VAV VNS
12 N—ICE2WE | —mmeis =]
kDA o
On Theater .
Roppongi
Free
Watching Free Theater
the Rain in
Wicklow
23| 07 1985.01. 05— L AR FFR= e FoRfES
— (=R Mingei R—IL
Akihama Satori
Theatre Company Sabo Hall
Volunteer
Playboy
24 | 13 1985.07. 12— BDOED lIbib =gt i} BOETH ERE
AKE Aoseiju Bt 4 —
Sugawara Takashi
The Theatre Company
Yokohama
Playboy of the ) :
City Educational
Western World

and Cultural

Center
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25 1987. 08. 28 HEBR L) BEE R 77—k
WAL A~ 2P
Riders to
the Sea
26 | 03 1988.10.02- HEBR L) TR ZAbE ATIEZ
5OF €L/
A%
Riders to
the Sea
27130 1991. 06. 27- FEOE FIF® Al 1 JE B HRIK—BR
15
AEE
The
Playboy of the
Western World
28 1991.05.19 EDOED BIF AR EHRTR
ATE Shiki A AR—IL
The Theatre Group
Playboy of the Aomori
Western World Civic Culture Hall
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29 1991 AT =l Iip =8WmX
> K DIE B Lake =8
Theatre Group
&5 .
Mikasa
(FAY) City Cultural Hall
ZE)
The Irish
Bluffer (Musical
Play)*
30 [ 14 1995. 02. 08— T AR RIHZ JTXb
—A F7 Y 17 TYR RS
JILXY Studio Life
. West End
=LK
Studio
The
Playboy of the
Western World
31126  1995.02.24- 7L AR RECHZ L5 7S
—A AT Yy |17 KI5
T24vT Studio Life
Yokohama
—)L I\“
Sotetsu Honda
The Theater
Playboy of the
Western World
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32 2002.05.26 =g = . fE IRIEER =
SER nth
B2 — =T RE
Tsubouchi  Shoyo
Comedy: || Nagoya
(adaptation)
The Miracle INoh Theater
Theater
'Weekend
33 2005 = 5 D
REDS 1) 2 |k AT A 2J11RHR
7 o
K Z Az — R
) Kurokawa Kinei
The Well Aristophanes Studio AR
of Saints Company
34 2005 A% ST 2R b Fh 5 pcts
BELS
% Nakano Shigeki
S NEY ST Spot
(EEADY) pe
Frankenz
The
Homeless Man
(Original title: The
Shadow of the
Glen
35 2007 WU 5 A% IrIR Hh 8F By 18
o . R RED/THEATER
gg. N
(A7 LA A= (X Nakano Shigeki
Akasaka
Frankenz
1) RED/THEATER
The
Playboy of the

'Western World
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36 2007 TEDOEDS MDA RS N=047) ([REE)
L AR—A T — -« F R — R
(In original
The Park
language)
Playboy of the Tower Hall
'Western World
Druid Theatre
Company
37| 2008 EoEn|  BIEH RREME  KBRA
P2 Haisho | 4o )k 2 Oba Kenji
Theatre Group
The Tokyo Art
Playboy of the Theater Small
Western World Hall 2
381 10 2009. 10. 07~ EDED FOobeTm .
FOobemm
= = A S N —~
N REMEL ST | B - 26w
The o
N A RZ—
Matsumoto
Playboy of the
Matsumoto Civic Art Gallery
Western World
Civic Art Gallery
Resident Company
39130 2010. 10. 29~ Uk REISEH AT =
Bk Theatre H
Reading Group En
Stage En
Synge
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It is noteworthy that out of the 39 plays listed, 7 are not original works by John

Millington Synge, but are adaptations based on one or two of his works or specific




motifs from his works. However, the JEB|FE ¥R (Theatrical Yearbook), consistently
credits > 3> - I 1) > - 2% (John Millington Synge) as the author in the
author column, using the term iR (translate), commonly used for translators, except for
Tsubouchi Shoyo’s adaptation of The Miracle, which is marked as & 2=

(adaptation).
For instance, the play & > (L IKEFEH KIFE S WK & (Bravo, Our Great Bluff)

performed in October 1976 lists John Millington Synge as the author in JapaneseEnglish
translation, with the translator being Nakamura Yasuo. After consulting all available
Japanese video websites and textual materials, no specific performance content or script
details for this play could be found. One can only infer from the title and performance
photographs that the play likely derives from Synge’s The Playboy of the Western World,
as the protagonist Christy Mahon gains local fame by claiming to have killed his father,
a story filled with exaggeration and self-aggrandizement, traits synonymous with a

‘braggart.’ This bears a striking resemblance to the 1991 musical
77 AILT > K DIFE B S & B (The Irish Bluffer).
As for BIZEBDZ 7T 4 — (Rhapsody in Yellow from the West), the title

suggests a narrative that possibly explores the cultural fusion or contrast between the
West (potentially Ireland or broadly European culture) and the East (Japan or Asian
culture), with ‘yellow’ perhaps symbolizing elements of Eastern culture or symbolic
imagery. This play is also likely influenced by or based on ‘The Playboy of the Western

World’ due to its themes of individual and societal relationships, identity, and

213



selfdiscovery, which are easily connected and explored across different cultures.

Another play, 7’ L A 7R — A BB (Volunteer Playboy), reveals its influence from The

Playboy of the Western World through the term playboy, with the addition of volunteer

suggesting a role voluntarily assumed or self-proclaimed on the original narrative to

explore similar themes. 77 1 v 27 O —(Zf& B WA BRSO A (Watching the Rain

in Wicklow) is most likely inspired by Synge’s prose In Wicklow and West Kerry. This
table reflects the ongoing translation, dissemination, and adaptation of Synge’s works
in Japan’s theatrical sphere from 1914 to the present, never ceasing, and spreading
widely both academically and popularly, demonstrating significant influence.

Looking back at history from the present, it can be said that the deep acceptance
and widespread dissemination of Synge’s works and Synge as a playwright in Japan are
largely due to the efforts of scholars in the early 20th century who, driven by various
factors such as political ambitions and literary tastes, actively translated and adapted his
works. Among these pioneers, the most notable for their translations, comparative
analyses, and in-depth explorations of Synge’s works are the three renowned Japanese
writers, Akutagawa Ryunosuke, Kikuchi Kan, and Saijou Yasd. The forthcoming
sections of this thesis will discuss these authors’ commentaries on Synge’s works and
the differences and similarities between their adaptations and the original works,

illustrating Synge’s interpretation in Japan.
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FFNEZA (Akutagawa Ryunosuke)

Akutagawa Ryunosuke, born in Tokyo in 1892 and deceased in 1927, is one of the most
distinguished figures in modern Japanese literature. His literary career, though brief,
produced a prolific and profoundly influential body of work that is characterized by its
narrative complexity, psychological depth, and stylistic innovation. Akutagawa’s
contributions are often associated with the Taisho period (1912-1926), a time of rapid

modernization and cultural upheaval in Japan (Keene, 1998).

Akutagawa’s educational background included studying English literature at
Tokyo Imperial University, where he was influenced by both Western literary traditions
and the works of contemporary Japanese authors (Ueda, 1976). Initially focusing on
translations, Akutagawa soon began writing original stories that drew inspiration from

both Japanese and Western narratives. His major works, such as #& &4 [ (Rashomon)

and EXODH (In a Grove), explore themes of ambiguity, morality, and the nature of

reality, challenging the reliability of perception and memory and profoundly
questioning the reader’s understanding of truth (Keene, 1998). Noted for his precision,
economy of expression, and lyrical quality, Akutagawa’s literary style effectively
captures the existential quandaries and internal psychological states of his characters.
This unique ability has led to him being recognized as the ‘father of the Japanese short
story’ (Ueda, 1976). Despite his significant contributions, Akutagawa’s life was

tragically marked by mental illness, leading to his suicide at the age of 35.
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In honor of his monumental impact on Japanese literature, the prestigious
Akutagawa Prize was established in 1935 and remains one of the most coveted awards
for literary achievement in Japan. This prize serves as a lasting testament to
Akutagawa’s influence and legacy in the literary world (Keene, 1998).

As for the relationship between Akutagawa Ryunosuke and John Millington

Synge is explored extensively in <> %7 484 (Introduction to Synge) and also in the
articles he published in ¥ 28 (New Thought Wave), {RE (Mask) and FE X ZF
(Imperial Literature). Akutagawa Ryunosuke took part in the EFE§+ XZEWHRES

(Irish Literature Study Group) formed by HE Kz 1\ (Hika Kusano) and P&/ \+

(Saijou Yaso), contributing translations and introductory articles on W.B.Yeats and
J.M.Synge to New Thought Wave. He played a significant role in the history of the

reception of Irish literature in Japan.

According to Akutagawa’s correspondence, as early as October 1913, he had

finished reading Synge, as indicated by the letter stating, & (FAHE DX H AW

/ > FE L AT D= Deidre of the Sorrows & mIDH RKRNA LD DT

(School is boring as usual / I finished reading Synge, Deidre of the Sorrows and it was
quite good) (Letter to Yasu Ikagawa, dated October 17", 1913). What is intriguing is

that the day after the first study group meeting on March 1%, 1914, he sent a letter saying,
MEATERLIXFESZL T S ) /24 T —YO SecretRose '\ N T =0

E DT { NLEE X (It seems that New Thought Wave will publish an Irish Literature
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Edition. If you have Yeats’ Secret Rose available, please send it to me.) The magazine

B0 R (Seihai) (later renamed Kamen), which published a ‘Yeats’ Edition’ as a special

feature in July 1913, was strengthening its character as a magazine for translation and
introduction of foreign literature. The interaction with the Kamen group and the
stimulation of information and knowledge gained from the study group likely fueled
Akutagawa’s enthusiasm to present his research findings and his eagerness to contribute
to the Irish Literature Edition. During this period, Akutagawa’s letters also reveal his

burgeoning pride as a researcher of Synge, as he writes, B4 LIE 3 A 5EA2T 5

TATZ N XFEMRL TADV Y TEES YT UMIRSAIZEW

o IR EAERE T D) OMRRICEDTWAARELE (DT

Z F % (Sometimes I talk with Mr. Yamamiya, and as someone studying Irish literature,

people have decided that I am a Synge scholar (Mr. IINLIA Koyamauchi told me that

Synge is correct) and they ask me various things which troubles me.) (Akutagawa,2008:
131). This suggests that Akutagawa not only had a significant interest in Synge but also
saw himself as a dedicated scholar in the field.

In the April 1914 issue of New Thought Wave it is noted that fJJI[(F LU= & (277 A

IO NNERED—EE L T 7 HRIZXEE (Yanagawa, along with

Yamamiya, has immersed himself in the study of Synge as a member of the Irish
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Literature Study Group’ (from ‘Fellow Members’ News’)). Furthermore, an article

states:

WEHIDORRICT, I BRAXNFSER4F (KAS) (CETHT
~NCETEERICHEZE. RBAMIMITE/NIRZER. WE—K. &
TERYISD. BEREXERREOAFE. BE. MEORER. SHEE
K. BR#BBEER. KEEFRAMEBXFACERED 2ERDTmE
B BRI REL D LD BTLEICHER .

(Through the efforts of Yamamiya and Yanagawa, preparations are currently
underway to publish the Irish Literature Edition in the coming months (for the
June issue). Besides the members, Mr. Koyamauchi Mushi, Mr. Mura Ichishi, Mr.
Yoshie Kyogan, and others from the Irish Literature Study Group, such as Saijo,
Natsu, and Matsuda, as well as Mr. Shibata Saian, Mr. Hattori Kako, Mr. Haino
Shohei, and other scholars versed in Irish literature, are planned to contribute
their critiques, with the intention of making it as complete a work as possible’

(from the Editor’s Desk)) (Akutagawa, 2008: 132).

This indicates that Akutagawa demonstrated a high level of enthusiasm and
commitment in the study and dissemination of Irish literature, particularly the works of
John Millington Synge. He not only thoroughly read and deeply researched Synge’s
works, but also actively participated in the ‘Irish Literature Study Group’ alongside

Yamamiya and others, dedicating himself to the study and promotion of Synge’s works
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and to the contexts within which they were produced. In his correspondence, he
mentioned that he had finished reading Synge’s Deirdre of the Sorrows and expressed
high praise for the work, reflecting his deep understanding of Synge’s writings.
Furthermore, Akutagawa contributed translations and introductory articles to
magazines such as New Thought Wave, showcasing his proactive involvement in
promoting Irish literature. His request for additional materials the day after the first
study group meeting highlights his ongoing enthusiasm and research drive. Overall,
Akutagawa Ryunosuke displayed significant passion and motivation in the study and
dissemination of Irish literature, actively engaging in scholarly exchanges and
translation efforts, and gaining recognition and status in this domain.

ST 4B (Introduction to Synge), by Akutagawa Ryunosuke, discusses his

work, alongside that of W. B. Yeats, is noted for containing many excerpts copied and
translated from Maurice Bourgeois’ John Millington Synge and the Irish Theatre
(London: Constable, 1913). This points to the question of originality and the manner of
distancing from sources lying between translation and introductory writing of
Akutagawa during this period, providing a reference for considering Akutagawa’s
awareness of these issues, as well as by confirming similarities and differences between
John Millington Synge and the Irish Theatre and the Introduction to Synge, it is possible
to explore Akutagawa’s concerns about Synge.

Nevertheless, almost the entire Introduction to Synge is a translation of John
Millington Synge and the Irish Theatre, giving the impression of being a copy rather
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than a ‘reference’ (Suzuki, 2014). The first part is a biographical description of Synge,
and the latter half discusses Synge’s wandering life, almost entirely matching the
account by Bourgeois. The relationship between the two is clear, so this thesis will
refrain from citing examples for the faithfully translated biographical description in the
first half and will instead list specific examples from the latter half, which focuses on
Synge’s wanderings and where Akutagawa added phrases and points of divergence, to

explore Akutagawa’s understanding and interpretation of J. M. Synge.

Images of ‘Wanderlust’

REERIC. FABOMBEOERT . (2. FE(CEIRIBCEDRIZEDT

BIDTHB. BIEDOIZ(E. TYHBEIRT TSI 2KADERDS HD

= B A xz—Uh [EBEDM] DEANAR Paul Ruttledge % | T=(EL

Oz (Rgkd. FHEZR) KEOTIERYE( KWV THDHEER

\)

PBICEDLILVE. ECEEEERT DB CENSINT(CED
SALREH D KD Z DD Wanderlust (L[5 U *Nostalgia for the Nowhere or the

Anywhere’ |(ZE 8D 5 #17- George Borrow DEEAERBT L 5.

(He was already on a ceaseless journey of wandering, driven by an irresistible
temperament. Indeed, in his heart, there was an eternal longing that nothing could
bind, just as Yeats had Paul Ruttledge, the protagonist of ‘The Land of Heart’s

Desire’, express every time he saw the endless road under the open sky, his soul
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was moved by a yearning for the infinite. This Wanderlust reminded one of the life
of George Borrow, who was also tormented by the same ‘Nostalgia for the

Nowhere or the Anywhere’). (Akutagawa,1993:52)

This roving, adventurous life was further conditioned by Synge’s natural tendencies:
for he always had something of the ‘scholor gypsy’ temperament, and the irresistible
Wanderlust, the nostalgia for the Nowhere or the Anywhere that had possessed men like
George Borrow and Lafcadio Hearn, was in his blood (Bourgeois, 1913:12)

Although the context is almost the same, the ‘Wanderlust’ (a propensity for
wandering) stemming from ‘The nostalgia for the Nowhere or the Anywhere’, which
can be said to be a keyword in the Introduction to Synge, is quoted, as it is in the original
text as a part of Synge’s ‘temperament’. What is interesting is that it points out an
‘eternal longing’ and ‘a yearning for the infinite’ in Synge’s heart — motivations for his
wandering life, which are not mentioned in John Millington Synge and the Irish Theatre.
This adds a somewhat idealistic motive to Synge’s wandering. Furthermore, regarding

his wandering:

> B NS Borrovian THDO=-DIETT L VIELTIZEY BWA ., &

DIKBORA BT 22 DATHE . Borrow DFT S A (2319 D EEkE >

T DFHECHTHRBC (. FL CHEUL R DD, ThE B

DIHBCRZ Z 9 5 MIEE Borrow ZBEWTHIHEMIC—AL BS CEFESK
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DHEICKARDIFAZEELLDS. ENEFHITHRLN AZTWLERK
BB DEICHA

SROMEL BT L 1= Lafeadio Hearn EATH B . 4L T2 EX/ N —
> DFTEB fiery prose syyle’ D & BRBDEEED—ATH O =Z
NTHd. FWIEDHE L DL/ \—>D Of Moon-desire D—HiI T %

(12 1%)

(It is beyond doubt that Synge was an ardent Borrovian, not only in his love for
wandering but also in his interest in gypsies akin to Borrow’s and his empathy
towards casters, which has remarkable similarities. However, his nature of loving
wandering, apart from Borrow, makes one think of another poet, perhaps even
greater, who spent his wandering later years in the land of Mount Fuji and
Gamahara - Lafcadio Hearn himself. And it is said that Synge was one of the
sincerest admirers of Hearn’s so-called ‘fiery prose style’. In particular, he greatly
admired a passage from Hearn’s Of Moon-desire (the rest is omitted) (Akutagawa,

1977: 28-29).

An interesting parallel might be established between Borrow and Synge: both had a

wandering youth and travelled widely on the Continent; both were highly gifted

linguists; and Borrow’s interest in gypsies was not unlike Synge’s partiality to tramps

and tinkers. Synge was an ardent Borrovian. (Bourgeois, 1913:12). Synge greatly
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admired Hearn’s ‘fiery prose style’, and praised immensely — immoderately, even — the

passage in Of Moon-desire (Bourgeois, 1913:13)

In this section, the text incorporates the footnotes from pages 12 and 13 of John
Millington Synge and the Irish Theatre, which discuss the commonalities between
George Borrow, Lafcadio Hearn, and Synge. However, by omitting the mention of
Borrow’s talent as a linguist, it places a stronger emphasis on the aspect of their
wanderings. In the case of Hearn and Synge, while the title of the passage that Synge
‘greatly praised’ is cited in English, Akutagawa adds descriptions not found in John
Millington Synge and the Irish Theatre, such as Hearn spending his wandering later
years ‘in the land of Mount Fuji and Gamahara’, and being ‘an even greater poet’. This
adds to the portrayal of Synge as a ‘poet’ with a ‘nature loving wandering’, and by
paralleling Hearn as a wandering poet, it seems intended to elicit a sense of closeness

among Japanese readers.

ML TET 3. BEORRBICE DA, HBEBE T4 E D-1EREHE

DA TIERN, XA - TAILE E¥NTHD. X7F7F - avd

ENTHD. PHILF - L=—TLENTHd. NP Z7 - AITITVEH¥N

THhd (T . BZHEIAFEBLICEIRVFEFLALERL. LM

FORMEES ) ET5a0E. KFGE. —FHHEEOIMNIEKE 2T

ERLRVDTHE. BERLOMES/GRCE2EDDDE. ERATEX
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FMEREICHRETIOL. =WRDVEBLOINIHFT 7 DELZED
DbH. ERCEACBERWL, ST HRRICE-ATH DO/,

(In so doing Synge was also following the tradition of literary absenteeism which
has set in with most of the modern Irish writers-Oscar Wilde, Mr. G. B. Shaw, Mr.
George Moore, Mr. W. B. Yeats. (......) The general beliefis that an Irishman cannot
prosper at home; to succeed he must go abroad. Hence, the very same instinct
which causes the Irish landlord to reside in London, which incites the Irish peasant

to leave the ‘ould sod’ for good at the earliest opportunity and emigrate to that
Land of Heart’s Desire yclept U.S.A., sends most Irishmen of note out of their

native country, and is, in particular, responsible for the well-nigh general exodus

on Irish artists and men of letters). (Bourgeois, 1913:13-14)

In this passage, the order of the authors’ names is copied exactly as in John Millington
Synge and the Irish Theatre, and the following sentence, ‘The general belief is that an
Irishman cannot prosper at home; to succeed he must go abroad’, is translated verbatim.
However, what is notable is that in the final sentence of the quoted passage from John
Millington Synge and the Irish Theatre, the word ‘exodus’, which has connotations of
departure or migration stemming from the Exodus of the Bible, has been changed to a
phrase that evokes a positive image, also rooted in Christianity, ‘seek the Promised Land
of Canaan’.

As has been discussed, Akutagawa extracts parts related to Synge’s ‘wandering’
and adds his own interpretations, such as ‘eternal longing’ and ‘affection for the infinite’,

which are not present in the original text. In the Introduction to Synge, the descriptions

224



of the background of Irish emigration from the end of the 19™ century, including the
potato blight leading to the Great Famine, the issue of absentee landlords, and the
exodus of capable individuals due to political, economic, and historical problems, are
replaced with vocabulary like ‘longing’, ‘affection’, and ‘promised land’. This shifts
the focus to the poet’s internal desire for wandering. There are omissions,
rearrangements, and splicings between John Millington Synge and the Irish Theatre and
the Introduction to Synge, and although it is not entirely plagiarism since the writings
of Bourgeois are cited as references.

Excerpts from Introduction to Synge and John Millington Synge and the Irish
Theatre reflect Akutagawa’s interests at the time. It appears that for Akutagawa, the
motivation for Synge’s wandering — described with concepts like ‘eternity’ and ‘the
promised land’ indicating an internal longing for the outside world — was a significant
and revealing characteristic of the writer. This internal aspect might have been perceived

by Akutagawa as essential in portraying the distinctiveness of Synge as a writer.

5L KAETAEF] A2 5C (Kobd Daishi’s Miraculous Birth Story) and The Well of the Saints

These two plays share a common theme: the miraculous restoration of sight to a blind
person by a monk or a saint. This comparison provides insight into how Akutagawa’s
reception of Synge influenced his own creative work. In the collection of Akutagawa’s
old books at the Museum of Modern Japanese Literature, there is a copy of the original
The Well of the Saints, with a completion date noted as August 7%, 1913. This confirms

that Akutagawa had read the work before writing K6bo Daishi’s Miraculous Birth Story.
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At that time, Akutagawa was particularly interested in Irish literature, especially
Synge. In addition to The Well of the Saints, five other Synge’s works in Akutagawa’s
collection — The Tinker’s Wedding, Riders to the Sea, The Shadow of the Glen, Deirdre
of the Sorrows, and The Aran Islands — have recorded reading dates ranging from
October 71, 1913, to July 1%, 1914. Although there are no annotations in The Playboy

of the Western World, it is considered a potential source for his work ER/NERERE

(Nezumi Kozo Jirokichi) (FF 9L A &% Chiio Koron, 1920) and likely was read by him.

The Well of the Saints is a three-act play, first performed in 1905 at the Abbey
Theatre in Dublin. The play is a dark comedy that explores themes of illusion, reality,
and the nature of beauty through the story of a blind couple who gain sight only to
become disillusioned with each other and the world around them (Foster, 1997). The
plot revolves around Martin and Mary Doul, a blind couple who beg for a living. Praised
by the villagers as ‘the most beautiful man and woman in the seven eastern states’, a lie
they believe, they sit at a crossroads, joking with each other, content and cheerful in
their ignorance. But one day, a saint restores their sight with holy water from the well
of saints, and they are shocked to discover their true appearance and are disillusioned
by the sight of their own ugliness, the hardship of labor, and the cruelty of the villagers.
Their newfound sight causes conflict, ultimately leading them to prefer blindness over
the harsh realities they face. This narrative is a reflection on how people often choose

comforting illusions over uncomfortable truths (Synge, 1905).
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On the other hand, K6b6 Daishi’s Miraculous Birth Story features a family of five
living in the mountains. Content and happy with their lives, they gather around the
hearth with their blind father. One day, they invite a traveling monk seeking shelter from
a snowstorm into their home and offer him a meal. The monk reveals to them that their
home, located in a remote area and thought to be satisfactory, is actually in a state of
miserable poverty. The monk, revealing himself to be =¥ 33 (Kitkai), performs a
miracle and cures the father’s blindness. However, upon regaining his sight, the father

becomes dissatisfied with his house and way of living, unsure of which state was truly

happier, and even grows to disdain looking at his wife’s face. Both plays revolve around

33 Kiikai, also known posthumously as Kobo Daishi, was a distinguished Japanese Buddhist monk, poet, and
calligrapher from the Heian period. Born in 774 into an aristocratic family in the Sanuki Province, Kikai
demonstrated early intellectual promise and initially pursued studies in Confucianism at a university in Nara.
However, his academic interests shifted towards Buddhism, leading him to China where he studied esoteric
Buddhism under the guidance of the Buddhist master Huiguo (Hakeda, 1972). Upon his return to Japan, Kikai
founded the Shingon school of Buddhism, introducing esoteric practices that involve mantras, mudras, and mandalas.
This school distinguished itself from other Buddhist practices in Japan by its complex ritualistic approach and
emphasis on mystical elements (Abe, 1999). Beyond his religious contributions, Kiikai significantly influenced
Japanese culture through his artistic and literary works. He is credited with creating the kana syllabary, which greatly
impacted Japanese writing systems and literacy. His contributions to poetry and calligraphy are also highly regarded,
marking him as a key figure in the cultural development of the Heian period.

Kiikai’s legacy in Japan is profound. Named Kobo Daishi posthumously, his teachings continue to be a significant
part of Japanese Buddhism. His mausoleum at Mount Kdya remains a major pilgrimage site, underscoring his lasting
impact on Japanese religious and cultural landscapes (Abe, 1999). His works and teachings are not only a subject of
reverence but also of ongoing study, reflecting his enduring influence on Japanese history and beyond.
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the theme of regained sight leading to disillusionment, but they explore this theme in
distinct contexts and with different implications for their characters.

It has been curtained that expect the theme, in both works, the characters — a saint

228



in one and a traveling monk in the other — perform miracles that restore sight to the
blind. However, the arrival of these holy figures and their miracles, rather than enriching
the lives of the characters, confronts them with the realization that their previously
content lives in blindness were merely illusions crafted by their imagination. The
overarching structure of both plays is strikingly similar, consisting of three major
clements: first, the satisfaction in a state of blindness; second, the visitation of a
traveling monk (or saint) and the miraculous restoration of sight; and third, the
subsequent disillusionment with reality upon regaining sight. However, except for the
similarities on the plotting construction, there are detailed differences between the two
plays, this thesis will combine the details, including dialogues and plots setting, of these

two plays to conclude the differences in the following part.

Blindness and Insight

In K6bo Daishi’s Miraculous Birth Story, the characters include a blind old man (the
father), his elderly wife, their son around thirty years old, their daughter-in-law about
twenty-five years old, and their four-year-old grandchild. Kobo Daishi, or Kikai, is a
visiting character. The setting is described as a poor household in the mountains, with
four family members — the father, mother, son, and daughter-in-law sitting around a
hearth, the daughter-in-law holding the grandchild on her lap. The house has a window
at the front and a door on the left, both closed, indicating a self-sufficient and enclosed

space on a snowy afternoon.
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This setting of a secluded and self-contained environment in Kobo Daishi’s
Miraculous Birth Story has a notable parallel to the setting of The Well of the Saints,
which takes place in a lonely, mountainous district in the east of Ireland, one or more
centuries ago. Both settings are remote, isolated from the bustling life of communities,
and enveloped in a natural environment that further emphasizes their seclusion. This
similarity in setting forms a crucial backdrop to the unfolding of the central themes in
both plays: the contrast between the imagined world and the harsh reality that confronts

the characters upon regaining their sight.

In the opening scene of Kobo Daishi’s Miraculous Birth Story, the family of five

gathers around the hearth, observing the blizzard outside and contemplating the plight of

travelers crossing the mountains. Their dialogue reveals a sense of contentment and

gratitude for their current life, despite the challenges they face:

[K]E ) EINDEEENDE B )L ThbNdDRIEEEL L CHIRY

RABCBRDOTHD SETH ) THRIIARDD ENTHE HICHEBDE

LA TTHAINDDED0ifdE 2D THREMRFIEERTNHDE AL

&

([Father] When I think about such travelers, I feel blessed to be here like this. It’s
been ten years since I lost my sight, but somehow we’ve managed to make ends

meet every day. There’s nothing more difficult than the will of Heaven.)
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[FERSEABTHHAEVNEBELAVWICEHY IBAL. IRSA®
PSS ADEMLRLZT TEDEBRNMITIDICTEZDTEICEE

BUWEGF—HEDOTEND-DOTIHH1

([Child] I too never think that we have had a hard time. It’s more than enough that
father and mother are in good health. We haven’t had a single day in these ten

vears that we’ve lived uncomfortably.)

[B1E DKL BEHKD LARREIND L NP X EEBRFLDEHH
ABREEEARERFIRVL

([Mother] Absolutely. We have a good daughter-in-law, and a grandchild was born,

and everyone is healthy. There’s nothing more blissful than this.)

KIZDLEARREZ=DTE EbLdHY) Z9 010

([Daughter-in-law] ‘It would be wrong to complain of any shortage now.”)

(Akutagawa, 1977:42)

These lines reflect a deep acceptance of their situation and a profound appreciation for
the simple joys of life, such as family and health. This dialogue sets the tone for the
play, highlighting the family’s sense of satisfaction and completeness in their current
state, unaware of the change that the visit of Kobo Daishi will soon bring to their lives.
The scene effectively contrasts their perception of happiness in blindness with the

impending disillusionment they will experience upon regaining sight.
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In The Well of the Saints, the adaptation to and satisfaction with blindness can also
be gleaned from the couple’s dialogue. Synge’s depiction of the blind couple in The
Well of the Saints is more complex and not as straightforward as the blind father in the
Japanese work Kobo Daishi’s Miraculous Birth Story. In The Well of the Saints, it is the
couple who are blind, and Synge intentionally sets them up as a reference group.
Although the husband constantly agrees with his wife and acknowledges the various
benefits of blindness, he is not truly satisfied with being blind. He still very much desires

the opportunity to regain his sight, whereas his wife is resolutely against it.

MARTIN DOUL — [a little plaintively.] — I do be thinking in the long nights it d be
a grand thing if we could see ourselves for one hour, or a minute itself, the way
we’d know surely we were the finest man and the finest woman of the seven
counties of the east (bitterly) and then the seeing rabble below might be destroying
their souls telling bad lies, and we’d never heed a thing they’d say.

MARY DOUL. If you weren’t a big fool you wouldn’t heed them this hour, Martin
Doul, for they’re a bad lot those that have their sight, and they do have great joy,
the time they do be seeing a grand thing, to let on they don’t see it at all, and to be
telling fool’s lies, the like of what Molly Byrne was telling to yourself.

MARTIN DOUL — [sadly.] — It’s the truth, maybe, and yet I'm told it’s a grand
thing to see a young girl walking the road.

MARY DOUL. You’d be as bad as the rest of them if you had your sight, and I did
well, surely, not to marry a seeing man it’s scores would have had me and welcome
— for the seeing is a queer lot, and you’d never know the thing they’d do. [A

moment’s pause.|
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MARY DOUL. Let you put the pith away out of their sight, or they’ll be picking it
out with the spying eyes they have, and saying it’s rich we are, and not sparing us

a thing at all.

MARTIN DOUL — [rather contemptuously.] — You’re always hearing queer
wonderful things, and the lot of them nothing at all; but I'm thinking, this time, it’s
a strange thing surely you’d be walking up before the turn of day, and not waiting
below to look on them lepping, or dancing, or playing shows on the green of Clash.
(Synge, 2018:256-260)

From the selected excerpts, Mary and Martin are very distrustful of those who can see.
They believe that sighted people are often dishonest and prone to lying. They think that
sighted people frequently fail to appreciate beautiful things and even deliberately deny
their existence. This sentiment is particularly evident in Mary, who is very dissatisfied
with sighted people. She believes they like to belittle others, doubts their sincerity, and
feels very fortunate not to have married a sighted person, firmly believing it was a very
wise choice.

Martin, on the other hand, fantasizes that if they could see, they would confirm
that they are remarkable individuals, capable of surpassing the negative evaluations and
rumors surrounding them. However, he also expresses some hesitation and doubts the
value that sight might bring, feeling that even if they could see, it might not change their

life circumstances.
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In Kobo Daishi’s Miraculous Birth Story, the miraculous restoration of sight by
the traveling monk leads to a significant shift in the characters’ perception, resulting in

disillusionment. The following dialogues illustrate their reaction:

[]HA LR PN-OFEECEHIR DO MEEE-H 0
o2k (Bh%ERT) &) o) -naE

([Father] ‘Hmm, I can’t tell if it was better when I was blind or now that I can see.

(Looking at himself) How filthy I look.”)

[FIFaH AR TBELIRBZEDATH B ABAEDRICH DD E Bi& DL

D ZABFTTHEIL ThABDIH|IZADTLIVELAL

([Child] ‘When I think that there are people in the world who drink such sake

continuously, 1 feel deeply disgusted with hunting in such a place.”)

R EH=EFEHE L TESDHD FILR)

(The daughter-in-law starts to say something but stops. Then, silence follows.)

[R] N CDRD CNACTDEFH CREIEHSADEEZRDDE

LR D

([Father] ‘Is this really my house? Are these really my wife and children? I've

become sick of even looking at my old lady’s face.”)

[ X BRISAGWREL =i
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([Mother] ‘Oh, what strange things you’re saying.’)

[R]WREEFTO-OHFE HL -

([Father] ‘What's so strange about what I did?’)

[B] BREAREAREN E~-HENE CTEBIIRD XEAETL

NEILTD)

([Mother] ‘How can you say such things?’ (Her voice breaks into tears. The

grandchild also starts crying loudly.))

[K] & >R DEATRL (782D7

[Father] ‘Ah, I miss the times when [ was blind.”)

[F] (FRYFEDR) (D) WARZ dHPHER T

([Child] (As if talking to himself) ‘It’s no good staying here.’) (Akutagawa, 1977:
253-254)

These reactions indicate a stark contrast to their previous contentment. The father, upon
seeing his own appearance, questions whether his blindness was indeed a blessing, as
he now confronts his unkempt state. The child, too, becomes disenchanted with his
lifestyle upon realizing there are other ways of living. The change in the family

members’ attitudes towards the father’s blindness shifts with the father’s own attitude.
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Before the father went blind, life was quite comfortable for all family members.
However, when the father regained his sight and began to question his surroundings,
the family members also started to doubt their environment. This unique shift in attitude
among the blind person’s close ones is fundamentally different from the villagers in
Synge’s The Well of the Saints.

In The Well of the Saints, the villagers’ attitude towards the blind couple changes

significantly. Initially, they are accommodating and understanding, as evidenced by:

TIMMY — [hot and breathless, wiping his face.] — You’ve good ears, God bless you,
if you’re a liar itself; for I'm after walking up in great haste from hearing wonders
in the fair.

TIMMY — [huffed.] — I was coming to tell you it’s in this place there’d be a bigger
wonder done in a short while (Martin Doul stops working) than was ever done on
the green of Clash, or the width of Leinster itself; but you’re thinking, maybe,

you’re too cute a little fellow to be minding me at all.

TIMMY — [officiously.] — They are, holy father; they do be always sitting here at
the crossing of the roads, asking a bit of copper from them that do pass, or
stripping rushes for lights, and they not mournful at all, but talking out straight
with a full voice, and making game with them that likes it.

BRIDE — [who is looking in at door from right.] — Look at the great trembling

Martin has shaking him, and he on his knees.
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TIMMY — [anxiously.] — God help him... What will he be doing when he sees his
wife this day? I'm thinking it was bad work we did when we let on she was
finelooking, and not a wrinkled, wizened hag the way she is.

MOLLY BYRNE — [sitting down in Mary Doul’s seat and tidying her hair.] — If it’s
vexed he is itself, he’ll have other things now to think on as well as his wife; and

what does any man care for a wife, when it’s two weeks or three, he is looking on

her face? (Synge, 2018: 265-267)

After regaining their sight, Martin and Mary begin to express dissatisfaction and
criticism towards their surroundings, demonstrating their independence as complete
individuals. At this point, they are seen as threats and unwelcome people. This is
especially true when they decide to become blind again. The villagers, particularly
Timmy, who had previously been quite friendly and accommodating towards them,
even resort to threats, displaying significant aggression. In the end, when the blind

couple decides to head south, Timmy hurls the most malicious curses at them.

MOLLY BYRNE. Let you keep away from me, and not be soiling my chin. [People
laugh heartily.]

BRIDE — [pulling away her shawl.] — I’'m not your wife, and let you get out of my
way. [The People laugh again.]

MARTIN DOUL — [raising his stick and driving Mary Doul back towards left.] —

Let you keep off from me now if you wouldn’t have me strike out the little handful

of brains you have about on the road.
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TIMMY. That’s the truth, Mary; and if it’s choosing a willful blindness you are,
I’m thinking there isn’t anyone in this place will ever be giving you a hand’s turn
or a hap’orth of meal, or be doing the little things you need to keep you at all living

in the world.

THE PEOPLE. Go on now, Martin Doul. Go on from this place. Let you not be
bringing great storms or droughts on us maybe from the power of the Lord. [Some

of them throw things at him.]

TIMMY. There’s a power of deep rivers with floods in them where you do have to
be lepping the stones and you going to the south, so I'm thinking the two of them

will be drowned together in a short while, surely. (Synge, 2018: 271-273)

This emotional and attitudinal state is highly dramatic, possessing a theatrical quality

that is more characteristic of Western drama compared to the setting by Akutagawa

Rytinosuke. In contrast, the setting in Japanese Noh theatre is more restrained and subtle.

In K6bo Daishi’s Miraculous Birth Story, there is a significant emphasis on the

moment of regaining sight. When the traveling monk performs the miracle, light floods

into the previously dimly-lit space by the hearth, creating a moment filled with

‘brilliance.’ This portrayal suggests a brief but intense moment of enlightenment and

realization.
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[1&] (B8) (ADZEEFTE=ZRDORDR ) ICERDF LI NTHDT

NTDOREDLEIZESHND HDS=,

(& BZaBEDOFICEL T EET D ROPISHBAS ST EBCIZE

4

BEOELNEZA S EohED) BRSALLLITEBICHEL 2K

FHBICE-/- EBICHEL ~REBEMICE D/ ZNESE,—RD

BN DDOTEAWN ZADRHAMMNEANHELETIOLL (EEE

DD ROPHTD ) TS (CH~D AALIZHA L)

([Monk] (abridged) ‘The Buddha’s compassion is poured upon all sentient beings,
nurturing the sprouts of good roots, just like the rain of March.’

(Monk hands the grandson to his daughter-in-law and joins his palms together;
light shines into the house, the distant sound of a koto is heard, flowers fall from
the sky) ‘The water you offered to Kiikai has turned into sweet dew, the rice you
offered to Kitkai has turned into supreme nectar. This is not just Kitkai rewarding
a single meal’s virtue, but all the Buddhas from three directions bestowing offerings
upon the virtuous.” (Monk stops joining his palms, the house returns to its original

dimness, the halo does not disappear)) (Akutagawa, 1977: 271)

The insertion of the scene where the monk speaks of the Buddha’s compassion, likening
it to the rain of March that nourishes the sprouts of good roots, is significant in Kobo

Daishi’s Miraculous Birth Story. This scene, with its imagery of light filling the house,
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the distant sound of a koto, and flowers falling from the sky, creates a momentary
glimpse of a paradisiacal vision for the entire family, not just the blind father.

This mystical experience, where the monk explains how the water and food
offered to Kiukai have transformed into heavenly substances, is a pivotal moment. It
temporarily transforms the humble home into a space of divine light and beauty.
However, as the monk ends his prayer, the house returns to its original dim state, and
the circular glow (halo) does not disappear, indicating a lingering spiritual presence.
This scene adds a significant dimension to the story. Unlike The Well of the Saints,
where the focus is on the individual disillusionment of the blind couple after regaining

sight, especially before the saint start to cure the blind couple, he waved them back:

SAINT — [solemnly.] Laus Patri sit et Filio cum Spiritu Paraclito Qui Suae dono
gratiae misertus est Hiberniae....

MARTIN DOUL — [ecstatically.] — Oh, glory be to God, I see now surely.... I see
the walls of the church, and the green bits of ferns in them, and yourself, holy father,
and the great width of the sky. (Synge, 2018: 254)

In Kobo Daishi’s Miraculous Birth Story, the whole family, including the son who
was not blind, experiences disillusionment. This broader impact emphasizes that the
awakening from blindness — both literal and metaphorical — represents an end to
illusions and a harsh confrontation with reality. This setting directly leads to a
completely different ending for Kobo Daishi’s Miraculous Birth Story and The Well of

the Saints. In Kobo Daishi’s Miraculous Birth Story, it is the son, a sighted member of
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the family, who leaves, having witnessed the birth of the miracle and the extraordinary
phenomena that accompanied it. In contrast, in The Well of the Saints, it is the blind
couple themselves who head south, while the other villagers gather around the saint and
proceed to the church to celebrate Timmy’s wedding.

Synge’s use of religious rituals to restore physical wholeness as a means of testing
human nature—imbued with powerful dramatic conflict—had a significant impact on
Rytinosuke Akutagawa, a Japanese writer similarly fascinated by moral dilemmas that
reveal the complexities of human character. Akutagawa absorbed Synge’s artistic
elements but selectively overlooked the deeper reflection on society and religion that
permeates Synge’s works. This omission, influenced by Akutagawa’s own class
position and limited socio-political awareness, led him to neglect one of the most vital
and creative aspects of Synge’s artistry: the nuanced critique of society and religion

embedded in his dramatic narratives.

%t = (Kikuchi Kan and Synge)
Kikuchi Kan (1888-1948), a distinguished Japanese novelist, playwright, and publisher,
significantly influenced modern Japanese literature. His extensive body of work and the

founding of X Z & FX (Bungei Shunjii) (a leading literary magazine) marked him as a

pivotal figure in Japanese cultural history. Kikuchi’s contributions span various genres,

reflecting his deep insights into human nature and societal issues. His literary oeuvre
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includes novels, short stories, plays, and essays. His novels, such as X J3(Father

Returns), BE DK F7(Z (Beyond Love and Hate), and EIXK N (The Pearl Lady),

are celebrated for their rich narrative and complex character development. His stories
often delve into themes of human emotion, morality, and social critique, presenting a
nuanced view of Japanese society (Nishikawa, 2000). Kikuchi’s writing style is
versatile, blending humor and seriousness, which has garnered both popular and critical
acclaim. Kikuchi Kan also made significant contributions to Japanese theatre. His plays,

suchas KE & EZ#3K (The Minister and the Businessman), showcase a unique blend

of traditional and modern elements. These works critically examine contemporary
issues like power dynamics and the ethical dilemmas faced by individuals in society.
Kikuchi’s dramatic works are notable for their insightful dialogues and compelling
narratives, which reflect his broader literary themes (Kurata, 2001).

Kikuchi Kan’s influence on modern Japanese literature is profound. His works
have inspired generations of writers and readers, contributing to the richness and
diversity of Japanese literary tradition. Beyond his literary achievements, his role in
establishing Bungei Shunjii has had a lasting impact on the publishing industry and
literary culture in Japan. Kikuchi’s efforts helped nurture literary talent and provided a
crucial platform for intellectual and cultural exchange (Tanaka, 2003).

Like this thesis has mentioned in the former chapter, the introductory articles of
the fantastical aspects of Irish literature have been published in New Thought Wave and

The Holy Grail in which Kan Kikuchi also grasped its ‘JEFJHYEIE " (activist side)
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as a form of resistance against England. Due to Kikuchi’s efforts to counter the ‘literary
centralisation’ in Tokyo by promoting a ‘literary revival’ in Osaka and Kyoto, he

focused and get influenced by J. M. Synge. The following part this thesis will utilise &

EDIEAN (The Madman on the Roof) (New Thought Wave, 1916) by Kikuchi and

Synge’s BEZZ DR (The Well of the Saints) (Synge, 1905) to explore the reception and

interpretation on Synge by Kikuchi.

The excerpt highlights Kikuchi’s enthusiasm for the burgeoning art scene in
Osaka and his aspirations for a cultural renaissance in the region, contrasting with the
established literary scene in Tokyo. This shows his broader vision for a decentralized
and diverse literary culture in Japan, not confined to the capital. The passage offers a
glimpse into the formative years of Kikuchi’s literary career and his contributions to the

early 20th-century Japanese literary landscape.

AI—VROEBEBIEFLDOGEHR. BB BEDLICHEEN-2HE

E=33

7~

BBRETHOTERDRIFICEMFT C2RLDW(BRETFHEE 25

fzo (NUSAT—VRPT LT —RADEECLDOTHMRIBFTRL DT

P BEAEL VWERDRICEONDOTH 2D RDE DB LEHERD

HBIFEFTARLE ) L ThHNEEZ/ N7 — P 7 X OIS

DEANUERL ). MEEW. YNERLEGHAFRND HDTEH D W
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P BRBRDERERDLEN. CNERLIBEVWEHTEH S XL H,

I KRR E ZSMEMD 2 HEEBERE L Z=WDORREEATILEI AU,

RRED WD EMOEETHH B FL

(Mr. Yeats’ Irish Theatre is a unique and beautiful flower cultivated upon the
legends, thoughts, and customs of Irish soil, like a sorceress wielding a magic
wand in the world of European theater, bestowing wonder and miracles. This is
because the ethereal and pure Celtic thought was gracefully encapsulated in the
form of beautiful art through the spiritual pen of Mr. Yeats and Lady Gregory.
However, without its local backdrop, how could it have reached such artistic
heights, akin to Heimat Kunst? Local art, isn’t it the most vibrant with life? Art
with a grand backdrop, isn’t it the most powerful? I ardently wish for the initiation
of art that takes the city of Osaka, with its unique character, as its backdrop, Tokyo

should not be the only cradle of art.) (Kikuchi, 1993:142)

This viewpoint advocates for a decentralization of cultural production, recognizing the
potential in different locales to cultivate their own distinctive artistic identities and
contributions which reflects a broader cultural movement that values local

distinctiveness and diversity in artistic expression.

Kikuchi envisions the Irish National Theatre Society, formed in 1903 with W.B.
Yeats as a central figure, which later evolved into The Irish National Theatre, commonly
known as The Abbey Theatre, as a model for the ‘Osaka Art’ movement he advocates.
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He believes ‘KR AABLDTE A LT XEAFRREENER A EZNDS
(the reason why the current ‘Osaka Art’ scene remains subdued is not due to the people

of Osaka, but rather the centralized, Tokyo-centric tendencies of the literary world)
(Kikuchi, 1993:151). Kikuchi argues that the capital of a country and the center of its

literary world do not necessarily have to be one and the same. He asserts that ‘E (Z 4

TDHD=EMmEIBCABLZH(BEADFICHRDOTEE D > (true art,

brimming with life, is created by the people of the land, depicting their own localities)
(Kikuchi, 1993:153). Just as Yeats and Lady Gregory consciously broke away from
British influence to cultivate a unique Irish art through The Abbey Theatre in Dublin,
initiating the Irish Literary Revival, so Kikuchi argues that the current Tokyo-centric
situation should be challenged. He advocates for the establishment of ‘Osaka Art,’
breaking away from the centralized control of the literary world in Tokyo. He
emphasizes that the geographical center of political power should not necessarily
dictate the cultural and artistic heartbeat of a nation. By challenging the centralization
of the literary world in Tokyo, Kikuchi is calling for a cultural shift that allows for the
flourishing of diverse, localized art movements across Japan, similar to the Irish
Literary Revival in Dublin. His stance is a call for embracing regional characteristics

and talents in the broader tapestry of national culture.

There are significant similarities between his work The Madman on the Roof and

Synge’s Riders to the Sea. Kikuchi’s text is set on #& 7 NBDEIL(ICET D 5 (4n
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island off the coast of Sanuki in the Inland Sea), and its depiction of village and family
life rich in local color might have been influenced by Synge’s Riders to the Sea which
set on ‘an island off the west of Ireland’. While the seas evoked by the Seto Inland Sea
islands and an island off the west of Ireland differ greatly in the images they conjure up,
the English translation likely emphasized the commonality in the settings of Kikuchi’s
and Synge’s plays. Kikuchi and Synge share similarities, not only in their backgrounds,
but also in their depiction of the ‘everyday experiences’ of ‘common people’ from the
regions,

The Madman on the Roof, first published in 1927, focuses on the young man’s
family, who struggle with the societal stigma attached to his behaviour. The villagers
view him with fear and suspicion, believing him to be a harbinger of bad luck. Through
interactions and conflicts within the family, the play gradually reveals that the ‘madman’
possesses a pure heart and a profound love for nature. His unconventional way of
understanding and expressing himself challenges the family’s and the villagers’ notions

of normalcy and madness’ (Kikuchi, 1927) .
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In The Madman on the Roof, the eldest son, £ A BB (Gitaro), climbs onto the roof

and claims to see [£REIA " DRAIA "DEZIHSA “BEDOHFTEHDOE S,

DR EE TRAERE —#(ZHBY) £ 5] (Konpira, Tengu, Shonenbé in the clouds,

dancing. He’s wearing scarlet and dancing with the celestial beings) (Kikuchi, 1993).
One day, news arrives that a ‘miraculous being’, a ‘priestess of Konpira’, has come to
the island from the outside world to perform miracles. The family decides to cure
Gitaro’s madness by smoking him out as instructed by the priestess. However, his

brother 7R >R BB (Suejiro) objects, continuing as follows:

34 Konpira (£ B & & A) refers to the Japanese god of sailors and seafaring, enshrined at Kotohira Shrine (Kotohira-gii) in

Kagawa Prefecture on the island of Shikoku. The shrine is colloquially known as ‘Konpira’. It is a significant Shinto
pilgrimage site, particularly revered by fishermen and those involved in maritime activities. Annually, numerous visitors

come to pray for safe voyages and household safety.

35 Tengu (K ¥4) are legendary creatures found in Japanese folklore, often depicted as red-faced humanoids with

long noses or as creatures with bird-like features. They are considered mountain gods or spirits and are known for
their martial prowess and magical abilities. In various stories and legends, Tengu can be tricksters, but they can
also serve as martial arts masters and protectors.

36 Shonenbo (1E %35 & A) is a term that typically refers to a virtuous and focused monk or ascetic practitioner. The word

‘shonen’ signifies righteousness and concentration, while ‘bd’ is an honorific for a monk. Thus, ‘Shonenbd’ could denote a
monk known for his righteous practice and mindfulness. The specific meaning might vary depending on regional and

cultural contexts.
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[RRBBIASABPBDHERTELAE DAL, EENXFEL THRE

L TETFBRUWAATE . BRNEANEF EW 08 LBETEY

DIFICEALBDARLD. (HHE) tNIZSRSALZRBL TEFT

EXDANIRDIELELEARBARA., ZTHICHARDTEHH

LAL. 18/ \DADFLHHAL. DO HERE AL, IS

BRrOR&BICTRAS DL BRPTES ( —BLRZLALCRY ZTH,

APBREADETTD, ATHERUICLZn. ANHDEEDT. &

LU-BHICERUICABUERAZEEH) LA

(Suejiro: If my brother is suffering from this illness, we should do whatever it takes
to heal him. But if we just let him stay up on the roof, he’s happy from morning till
night. (...) And what if we cure him now and he becomes sane? He’s twenty-four
and knows nothing, not even the first letter of the alphabet, has no experience, and
he’ll start to be aware of his own deficiency. He’ll probably become the most
miserable person in all of Japan. Is that what father wants? To make him sane just
for the sake of it, to suffer for being sane, is the most foolish thing.) (Kikuchi, 1993:

232)

Suejiro asserts that his brother is happy precisely because he is a ‘madman’. He stops
the smoke ritual and drives away the shrine princess. At the end of The Madman on the
Roof, life returns to its usual routine. Gitaro climbs onto the roof as always and sees a
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vision: [FREWR, @ HIDEDHFICESBDOEBASRAZD A, Eo—TR
W R D | (‘Suejiro, can you see it? There’s a golden palace in those clouds
over there. Look, just a bit! Isn’t it beautiful?’) [ £ @D BOHI(ZEFAKBFDEZ
B 5EX AT > CES ] (‘Gitaro face holds a certain radiance in the golden

sunset’). Seeing his brother in this state, Suejiro feels a twinge of the sorrow of the sane

and responds), [BH>XHB A B. A >HDH ]| (‘Yes, I can see it. It’'s wonderful’)

(Kikuchi, 1993), as if acknowledging that his ‘mad’ brother is indeed happier. Hearing

this, Gitaro, in a state of joy, calls out again to his brother: [ (5! fHERDHH 5

BORGFEREDENEZATRDE! FAZTEPRH.] (‘Look! I can

hear the sound of my favorite flute from within the palace! What a beautiful sound’)

(Kikuchi, 1993). At the end of the play, [ XEHIEEDH(Z(ELDTL DT

TR3REELIC, BEHEMECHIIESBOIHZRDHTED] (‘while

their parents have gone inside the main house, the mad brother is on the roof, and the
wise brother is on the ground, both gazing at the golden sunset’) (Kikuchi, 1993) This
illustrates that although the brothers are in their respective appropriate places — Gitaro

on the roof and Suejiro on the ground — they are both looking at the same [ & @05
H ] (‘golden sunset’), suggesting that they are both content.

The primary themes in The Madman on the Roof revolve around the perception

of madness versus happiness, societal norms versus individual freedom, and the
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question of what constitutes a meaningful life. Gitaro’s contentment in his world
contrasts starkly with societal expectations of sanity and productivity, challenging the
readers to reconsider the value and definition of sanity. In a similar vein, Synge’s The
Well of the Saints deals with themes of illusion versus reality, societal expectations and
the nature of happiness. Both plays critique societal norms, and question the
conventional definitions of happiness and sanity. They highlight the conflict between
societal expectations and individual happiness, exploring the themes of perception,
reality, and the pursuit of personal freedom.
These two works parallel each other in how they portray the intrusion of external
authorities into small villages, attempting to convert the ‘mad’ to ‘sane’ or the ‘blind’ to
‘sighted.” However, while both seem to represent a transition from one state to another,
the concepts of madness versus sanity and blindness versus sightedness are
fundamentally different. Synge’s work presents villagers who can see, and a blind
couple, without any inherent opposition or exclusion; it merely showcases different
ways of perceiving the world due to physical limitations. This conflict lacks inherent,
sharp exclusivity and can even suggest coexistence. Such a setting challenges the
constant personal and societal perceptions.

In contrast, sanity and madness are not just about physical limitations or different
perspectives but involve a judgment of right versus wrong. These states are inherently
and irreconcilably exclusive. Moreover, in certain viewpoints, the mad may be truly

sane, and the sane might be the most mad. This setup can transform into a challenge

250



against established social norms. The challenge to cognition and standards serves the
diverse creative purposes of the authors, each harboring distinct political philosophies.

Furthermore, Kikuchi Kan’s portrayal of a savior differs significantly from
Synge’s. In The Madman on the Roof, the savior is the priestess of Konpira, a nondivine
figure with little influence in Japanese religion. Japan, as a polytheistic nation, deeply
respected nature worship, believing that everything in nature possesses spirituality
worthy of respect and protection. According to the Association of Shinto Shrines, as of
2021, there are approximately 80,000 to 100,000 shrines across Japan, dedicated to
millions of deities (Association of Shinto Shrines, 2021). Notable deities include
Amaterasu (the Sun Goddess), Susanoo (the God of Sea and Storms), Kagutsuchi no
Mikoto (the Fire God), and the progenitors Izanagi no Mikoto and Izanami no Mikoto.

Unlike Akutagawa, who chose the famous Buddhist master Kiikai, or Synge, who
used saints — figures of significant importance in Christianity, revered as models of faith
and representatives of heaven — Kikuchi Kan chose an inconspicuous priestess as the
savior. This choice reflects his intent to make the judgment between sanity and madness
less authoritative and more open to challenge. Unlike Synge’s saint, who derides the
blind couple’s lives, the priestess in The Madman on the Roof does not judge the
brother’s actions. She does not even have the chance to treat the brother as the exorcism
is stopped by the younger brother before it begins. This act of preventing the cure
through another’s intervention is a subversive breakthrough compared to Synge’s The

Well of the Saints.
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Kikuchi Kan presents a brother immersed in ‘happiness’; villagers who deem this
‘madness’; and a neutral younger brother who acts as an observer. The villagers’
autocracy and interference, juxtaposed with the brother’s ‘happiness’ in his world, tilt
the neutral brother’s balance towards his brother. It seems Kikuchi Kan positions
himself as the younger brother, observing the state of the older brother against the
villagers’ opposition. This represents his critique of inherent biases, discrimination, and

the rigid administrative system of Japanese society.

7514 J\1 (Saijo Yaso and Synge)

Saijo Yaso (January 15%, 1892 — August 12, 1970) was a prominent Japanese poet,
lyricist, and scholar. Born in Tokyo, he studied at Waseda University where he
cofounded the literary magazine ¥ i (later Kamen). His first poetry collection, #) 4>
(Sand Gold), published in 1919, established him as a Symbolist poet. Saijo furthered
his studies in France at the Sorbonne, where he interacted with notable poets like Paul
Valéry. After returning to Japan, he became a professor at Waseda University. Saijo is
well-known for his contributions to popular music, writing lyrics for many hit songs
including ® 5171 M1 (Tokyo March), T > LR (Blue Mountains), and @k D 7%
(Soochow Serenade). He served as the president of the Japan Society for Rights of
Authors, Composers and Publishers (JASRAC) after World War II and was a member
of the Japan Art Academy from 1962. Saijd’s legacy includes discovering the ill-fated

children’s poet 41 & 3 ¥ (Kaneko Misuzu) and being a representative poet of the

Taisho era. (Uemura, 2003)
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Saijo Yaso’s engagement with Irish literature and his role in the Irish Literature
Study Group highlight the early 20th-century Japanese intellectuals’ interest in Western
literary movements, particularly in the context of national identity and cultural
independence. This interest was part of a broader trend where Japanese writers and
scholars sought to understand and incorporate Western literary and cultural ideas into
their own work, reflecting the global dynamics of the time, including the impacts of
World War I and the shifting borders and national identities in Europe.

In 1915, Saijo Yaso submitted his graduation thesis titled A4 Study on Synge’s
Plays and graduated from Waseda University. In later years, he reminisced about the

unique challenges he faced, noting:

[V N EROXFEEREE L CGHFHADBL =7 AT > F DEIER.
Car )T by DERDEEET Y E L TRWLWEE
WX BNz, D BRICLABRBEFOEDH LD KT,
LEREHA. HOWTIDICE. ROWBALILS/2] [ wrote a

lengthy graduation thesis on the characteristics of the works of John Millington
Synge, an Irish playwright highly reputed for his contribution to the Celtic literary
revival. However, it was a time when not a single work of his was translated into

Japanese, and it took a long time to read and discuss all his works.) (Saijo, 1991:17)
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In the first issue of The Mask (1915-16), Saijo’s essay titled Synge’s Art as the
Embodiment of Daydreams was published. This compelling essay is believed to be the

outcome of the graduation thesis he submitted to Waseda University. He argued that

[V RIED S & CHICHDENAHFELL. TTICHFEOTADSE

LR BA B HI BB LEE ] [HRCSOHYE L. BRHOEIS

Y

KD ER A BA-FEBRRBD-NDEM ]| (the Celtic people possess two

main characteristics. The first characteristic, according to Saijo, has been an
inherent part of the Celts since their early appearance in history, marked by a
grand and ancient inclination towards fantasy — fantasizing for the sake of fantasy

itself, imagining sentient trees and fairy dances on moonlit hills) (Saijo, 1991:29).

The second characteristic Saijo Yaso identifies in the Celtic people, based on the words

of Ernest Renan, is that [4)L | RIEDBER(E—DDRWEZ THDB. 7L R
RIFEDEBW. (DB LEDRTZS5EHERIEFEE LV ] (the history of the

Celtic people is one long elegy. The Celts continue to remember their expulsions and

their maritime flights) (Saijo, 1991). He describes them asa [3E | &RT-DE ]

(sadly fleeing people), not only in reference to past events but also highlighting the
contemporary situation of Irish peasants who [IREFDEBELTOER/-bL ] [HED
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BARDMEE . ¢DME-2EEERDEHICHA T . BEiee L TEXFNN
PCEMNDOHFHIANEREEL D D] (continue to migrate to new worlds in

America and Australia, unable to endure the desolation of their homeland’s nature and

the oppression of British nobility landlords) (Saijo, 1991:58-63). This characteristic is

represented by John Millington Synge, whose art embodies [IREDIE L & X F (TIK
FEO/ROThNE OAED-BHDE | (the sad reality they themselves are
forced to create in their daydreams) (Saijo, 1991:63), and [{FHEHA EXIFEICKRT
(FEIRAT-ENS DBINBEERE . BHTERLICKRBAE L TEN 7
W B BEBEOEREZEDHITD/-] (the intense yearning they could never

satisfy in their bitter reality, seeking instead to realize it in a world of imagination far

beyond reality) (Saijo, 1991:64).

Saijo’s analysis suggests that Synge’s works serve as a testament to the Celtic
imagination’s power to transcend the harsh realities of Irish life through the creation of
an imagined world where the desires and dreams, unfulfilled in reality, can find
expression and realization. Synge, in Saijo’s view, captures the essence of the Celtic
spirit’s resilience and its inclination towards creating a refuge in the fantastical, a space
where the grievances and struggles of the Irish people are transmuted into narratives

that celebrate their enduring spirit and rich cultural imagination.
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This perspective on Synge’s art and its representation of Celtic characteristics
provides valuable insights into the broader themes of exile, longing, and the escape into
fantasy that pervade Irish literature. Synge’s ability to intertwine the real and the
imagined, drawing upon the lived experiences and hardships of the Irish peasantry while
elevating these into the realm of the poetic and the fantastical, marks a significant
contribution to the Celtic Revival and its efforts to reclaim and celebrate Irish identity
and heritage.

Saijo’s exploration of these themes through his engagement with Synge’s work
highlights the depth of his understanding of Irish culture and literature, and his
appreciation for the ways in which these works reflect the complexities of Irish history,
the beauty of its landscapes, and the resilience of its people. Through his studies, Saijo
not only contributes to the appreciation of Irish literature in Japan but also underscores
the universal appeal of stories that speak to the human capacity for imagination and the
creation of beauty amidst adversity.

Saijo Yaso contrasts the artistic approaches of W.B. Yeats and John Millington

Synge, highlighting how Yeats, who [fERDA~Y > 7 4 > X Lz WERAELS /=R

o BZEOED [4 & HANRAHAN] A#R2&FURL T. SEEATROMRIC

ELE. —3 )L THIICRBEREAE D] (recalled the mysterious

country of ‘Red Hanrahan,’ a figure distorted within conventional Romanticism, and

then sent him rushing into the invisible world, thereby recognizing symbolism), differs

sharply from Synge, who [XL SF&BERLE(ET>. KIFR2EB LD
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E7ZCEDTHLE. RESHLDERDEEE L D71 (abandoned
the beautiful dream without regret and became a calm observer of peasants after moving

to the solitary island of Aran in the stormy sea) (Saijo, 1991:72-74).

Saijo appreciates Synge’s ability to recognize that [ EHEFERERD ) HI(Z

by DEIFEPNSEENPS L (BINTH 2 EBDHZ. tNEA = —V,
A-EFEDANZIZRDZEBEDEDARICENZBTEA (. RbDBWICEIN

12 TdHD/-] (even among the ignorant and barbaric peasants, there are gently

brewed strange little dreams. These are not dreams drenched in the light of stars in the
firmament seen by people like Yeats and A.E. (George William Russell), but dreams
enveloped in the scent of the earth) (Saijo, 1991:75). He values the dreams Synge
discovered as [HDEABDERZHDVE L (i RER. BEDEHKLY)
(FEMNZE ] (far more precious than the fictitious, void images pursued by his
contemporaries) (Saijo, 1991). According to Saijo, the most vivid aspect of Synge’s
work [E£RICEDT. Ll b EDECHLEXERL TH2DE. ZDE,
ZDERDIEMBRM | (is this dream, this imaginative power of the peasants), arguing
that Synge might truly be) [{RZ¢(FEIC. BXIREDI b T v 7 L% KIEIC LT

T EBLRRD. FEDERBTHDO/-DOT@EH D I\ D] (the perfect

symbol of the Irish peasant, who eternally continues the struggle between dream and

reality) (Saijo, 1991:77-80).
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Synge’s work, rooted in the real and often harsh experiences of the Aran Islands’
peasants, offered Saijo a more tangible and relatable form of artistic expression. It
underscores a transition in the appreciation of Irish literature from the idealized and
mythic to the concrete and social, highlighting the value of ordinary people’s lives and
dreams as worthy subjects of literary exploration.

In Saijd Yaso’s journey through poetry creation, his second collection &%158h

%= N (The Unknown Lover) (Kdransha, 1922) includes a poem titled %%(Grave), which

draws inspiration from John Millington Synge’s travel writing about the Aran Islands.
The poem reflects on a scene described at the beginning of Synge’s account, where
several stone pillars marked with the names of unknown deceased stand, recounting the
recurring shipwrecks and burials on the island. ‘Grave’ evokes the image of a baby’s

[IN& (., B&., ZHODE ] (small, white, two teeth), reminiscent of [ H\DD >
IH/IRCAHADDBY LEWS/ BLEEBHLD/ BEOEZRELT .

(the lonely graves by the shore / that Synge passed by with tears) (Saijo, 1991:80),

linking to the desolation of the Aran Islands’ shores, the harshness of the islanders’ lives,
and further associating with Synge’s wanderings through Irish rural and fishing villages.
This poem embodies more than mere whimsy, encapsulating a profound poetic essence.

Saijo’s progression reveals that as he delved deeper into the study of Irish

literature, he began to view the art of Yeats and others as [ Frz=S 480D /- sHD %48 |

(fantasy for the sake of fantasy), contrasting sharply with the [IREDIEL | (real
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sorrow) and [ & | (hardship) found in Synge’s portrayal of the [/N& & &5 (small

dreams) and | ERDME& M | (imaginative power of the Irish peasants), which Saijo

came to regard as essential expressions in art.

In 1914-1915, Saijo published 7R~ I 77MDaF A KL V) (From Bohemian Poets),

which shows his interests ranging from Synge and Irish literature to Czech poetry. He

states:

MAD Y B F IV IVBRDFICHAZDE. DEFFDETH S,

HYFAEHORBREIXFEMRECTH O/24 . BAFNFEICREL

TWBESFT v VKRN BATRERBMEEDERDEEE Z(T T,

BEDREEA. TIHLEECEBEROMIZRS ) E L ThHDEN.

BEIDERFADNZEADREERDOLHDICES b, BRABHOD

EREBATCHDIDEVE (B OTHBEDT. HEHEDLEED 41,

ENDHLARDMBRERD THDTH DT,

(My fondness for the poetry of the Czech people occurred quite unexpectedly about
four or five years ago. At that time, I was a passionate researcher of Irish literature.
The Czechs, subjugated under the Austro-Hungarian Empire, were constantly

oppressed by the brutal Germanic nobility, swallowing tears of sorrow and anger,
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and plotting for their ethnic independence whenever possible. This situation
closely resembled the plight of the Irish, who were oppressed by British landlords
and aristocrats, dreaming day and night of self-governance. This piqued my

curiosity, leading me to gather materials on the subject). (Saijo, 1991:101)

Here, ‘the Czech people’ placed under the rule of the Austro-Hungarian Empire, and
the suppression of the Czech revolutionary movement in Prague in 1848, including the
prohibition of Czech language use and the enforced use of German, present cultural and
political oppression. Saijo was drawn to their plight because it mirrored the Irish
situation under British rule, seeking autonomy and independence. Saijo’s interest in
poetry born from oppressed ethnic groups striving for independence is evident.

Saijo Yaso’s transition from studying Irish literature to translating Czech poetry
underscores his broader engagement with colonialism and the struggle for national
identity. Saijo’s interest in Czech poetry, spurred by similarities with the Irish struggle,
reveals the universality of colonial oppression and the resilience of oppressed people.
Through his translations, Saijo not only introduced Japanese readers to Czech literature
but also to the universal themes of resistance against imperialism and the pursuit of

national identity:

Fa—F L—T7RBETCEHERBCH D I BIFL= D [EADHE
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—TAT7LLEL T —ROERBRUF7—F ) ILHOOREL TECZ
ETHD. SEOLTFEBICRFBET/N\BLDORAEDW (EHL TL &
SNTHb ). &)L TRICHER. XIEHBEARAELZFICHRSATL £,
ThHnHl &

(George Moore once said about the Irish language, ‘What we desire is to use
English as a common language, while preserving our national language (Irish) as
the medium for future literature and arts, keeping it aside from general use and
journalism. In the next fifty years, English might decay as Latin did in the
eighteenth century, becoming restricted only to the language of commerce or for

Jjournalistic purposes). (Saijo, 1991: 87)

SR BEDMER A  RIENAE T B8, KWBELICEBENTH-F
Y OBEDEEI L., REICU-FELEBDT 2BEEL H CHHFIT2DE
TREWETE AL,

(Now, as the authority of the German language gradually fades, wouldn’t it be
delightful to anticipate songs with a fresh scent, reminiscent of fruits, emerging

from the Czech language, long buried under the soil?) (Saijo, 1991:101)

Saijo’s analysis and translations illuminate the interconnected roles of literature,
language, and national identity in the struggle against colonial or foreign domination.

The Irish literary revival aimed to rejuvenate Irish culture and language as a means of
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reaffirming national identity, similar to efforts in Czech literature to celebrate Czech
language and identity amidst the Austro-Hungarian Empire’s decline.
He also noted that, in addition to language and literature, forms such as songs can

be used to express ideas of independence and reshape national identity. He stated:

TANLZ N RIBELOE. REBFDOEHRDTICEDT. b ¢
DEHDEEB~SF . STET7 AT F HMERROHAITEL
Thd IR THREINOCOBIH-2ERNBHOETERIC. &h
FUHRENFERCER-SDHEOHIENTHEDEENTIZED
LBNBEVDTH D, DBEGNEIRRIET EHDIFAEE DL
NEBUBRICKRTREBAINERER T EZINZENBENDTH
5 ERBI IR ELLERERD DDE—EDREDRA. HEDH
(BPNOE—DRERETH) . &)L TH ) LA, & HANDE
WREDRL TRAICEET (I ERFEVWEBENEDOTH S,

(Even as the Irish people have been under the oppression of the British government
for centuries without ever reversing their purpose and have now reached the
foundation of the Republic of Ireland, I cannot help but think about how much the
power of their ever-present songs has contributed to this burgeoning national
spirit. A poet once said, ‘Without fantasy, the people die,” but in the same vein, it
could be said, ‘Without folk songs, the people die.” This is because folk songs are

the sole expression of a nation’s people’s troubles and yearnings, and it seems that
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a nation without these troubles or yearnings will never truly live on). (Saijo,

1991:88)

This discussion highlights Saijo’s understanding of folk songs not merely as cultural
expressions but as vital components in the struggle for national identity and
independence. Saijo aligns music with the broader movements of nationalism and
liberation. His insights into how folk songs articulate collective experiences, aspirations,
and resistances contribute to the understanding of music as a powerful medium for

political and social mobilization.

Since that, Saijo critiqued the {5535 (Imayé), considered the origin of Japanese

folk songs, as merely imitating Chinese songs, and expressed anticipation for a day
when ‘true national aspirations and frustrations’ would emerge from the general
populace, inspired by the calls for a resurgence in folk songs from the poetic community.

Saijo awaited the creation of new songs that reflected [ EEDEREMNER. HEE
IR | (true national aspirations and frustrations), rejecting the influence of

Chinese folk songs on Japanese ones in favor of establishing a national identity through
music.

At this point, Saijo’s patriotic political expression is vividly reflected in his essays
and newspaper articles. His admiration for Irish and Czech literature, particularly for
Synge, was predominantly because he saw in Synge’s literary expression a hope for

discovering the independent national characteristics of the Japanese Yamato people.
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After all, Japan had been influenced by Chinese civilization, especially Confucianism,
for centuries. This influence permeated various aspects, including writing, religion,
customs, and even clothing and cuisine, which was something from which Saijo, as a
proponent of a strong Japanese empire, was keen to break away. This perspective aligns
with the views of Chinese May Fourth scholars and many political figures in the Irish
dramatic movement. However, Saijo’s political views began to diverge significantly
from these ideas. In fact, from the standpoint of this text, his views became completely
deviant and disregarded basic narrative ethics.

In June 1920, Saijo published ‘The Massacre at Nikolayevsk’ in the Yomiuri

Newspaper:

HH. LT BN &E

ERZ+MBEDKFE!

REDKLEL ! B Hizls!
BEEDRBICEToNRAL D O RBOME
REO—EITHEY & ONTEE S THROR 2 #ER(ICERD D!

(&)

LEENN

HTOTEZDIMEDHRERR &2 (TBAT.
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MDECHEEDNEL &)L TEDHE K Gk CRICHH L. (F

it

HHIERADABBEDED TS

A HRPH R BBIRDIRHRD ) HIC,

NEOEBOE & £a4h

—FRDOERDPH ICHBICKRENED-ZEE. -

)L THD7IAZTADERICHZL /=

ZHEEXMDITAY

EARE . FIFEORE S AL ICTTENT:
BALWZDREDEDERD &, — €5 (REDBZF (/N
SIBBEEMET. ZOFECMFREZELCZWVSEDRL. LA
BDTEDTROOIBFELEDICEINLIEEL L EBEZELEWM
DFaS)BOTEODANEDERS A, EE% . BEZ. BRANLT2E
ECTHD !

(4h, thus, the unforgettable night of
May 24th!

Even the waters of the Heilong River reversed their course!

Even the moon wept!
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The pitiful blood of my compatriots, abandoned in a foreign land thousands
of miles away, was squeezed out to the last drop, staining the sandy banks by

the stench-filled river a dark red. (Interpolation)

My daughter, at least stack these red pieces of toys high, mimicking
a grave of blood, and forever, forever keep this Buddha in your

heart. (Interpolation)

Under such foolish rulers, within such cold-
hearted citizenry, the precious lives of six
hundred compatriots were lost as easily as a
piece of straw — and that nameless act of
bloodshed,

even worse than the Armenian massacre, was
carried out calmly, without any reflection, in the

dawn of this terrifying era for the nation. —

Perhaps the grandchildren of the future will tilt their small heads,
doubting this era that resembles a miracle, yet, when they come to
recognize the undeniable truth, they will narrow their lovely eyes and
clench their fists, cursing and lamenting the folly, ignorance, cruelty,

and shamelessness of humanity in the past!). (Saijo, 1991: 153-155)

The Massacre at Nikolayevsk, is a poem that commemorates the incident where

Japanese residents were killed by partisans in Nikolayevsk, Russia, from March to May

1920. Through this work, Saijo not only mourns the loss and suffering of his

compatriots, but also critiques the broader context of indifference and inhumanity that
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allowed such tragedies to occur. The comparison with the Armenian massacre
underscores the global scale of such violence, and the collective responsibility to
remember and learn from these dark chapters of history. This poem, with its vivid
imagery and emotional depth, serves as a powerful reminder of the human cost of
conflict and the enduring need for compassion and understanding in the face of
historical atrocities.

However, this massacre was not as Saijo described in his poem, where he

portrayed the Japanese military and civilians as victims of 3EIEDES (inhuman

oppression) by BYODES (enemy forces) and their [ EIF((CETHNT-RENRS

OO RROME / RED—EETHEY & o] (itiful blood of my compatriots,

abandoned in a foreign land thousands of miles away, was squeezed out to the last drop)
(Saijo, 1991). By choosing the word ‘squeezed out’, Saijo creates a discursive space
that portrays the Japanese residents in Siberia as if they were the oppressed. In reality,
Japan’s Siberian Intervention from 1918 to 1922 was an intervention in the Russian
Civil War. Along with their Allied powers, Japan supported the anti-Bolshevik White
Army, hoping to weaken the Soviet regime through this intervention and expand its
influence and power in the Far East. After the Red Army took control of Nikolayevsk,
Japanese troops and local Japanese residents became targets of the Bolshevik Red Army.

From April to May, the Red Army began arresting and massacring Japanese soldiers
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and civilians. Records indicate that over 700 Japanese, including soldiers and civilians,
were killed.

Saijo’s work completely overlooks Japan’s war criminal actions of intervening in
another country’s civil war for its own national interests, and instead portrays Japan as
a thoroughly oppressed and pitiable victim. This narrative was intended to stir patriotic
feelings among the Japanese populace, as evidenced by his poem’s conclusion that ‘true
tears’ will surely be shed over the dead of Nikolaevsk.

This utilization of literary narrative to ‘reshape history’ reveals the multifaceted
nature of historical memory and the ways in which literature can reflect and shape the
understanding of past events. This juxtaposition of different perspectives — between the
oppressor and the oppressed; between the aggressor and the victim — illuminates the
multifaceted nature of historical memory, and the ways in which literature can both
reflect and shape the understanding of past events. While New Historicism insists that
narrative is history and history is narrative, historical narratives should adhere to basic
ethical standards and not fall into historical nihilism or the extreme view that ‘history
is a girl that anyone can dress up’.

Saijo’s militaristic political views became particularly evident during Japan’s
involvement in World War II. During this period, he produced numerous patriotic and
propagandist works that were used to support and justify Japan’s imperialistic
endeavors. On September 18, 1931, the Manchurian Incident erupted, and in December

of the same year, Saijo’s lyric 2 T K EEE (4rise, Nationals) was released by Victor.

268



The first verse goes, [ KX ) HKED /M. [AEDREE / BROZREME
C/OBBNBEPRMIZTRL | (The heavens rage and the earth deities are furious

/ Who dares commit such atrocity? / The skies over Manchuria and Mongolia darken /

The sands blood-red in the horror of spilled blood) (Saijo, 1991). The second verse
continues, [ 53REE CaME / BNBEDEIC / DA BBDRES / Rk
L #7582 ¢ .| (The sorghum rustles in Manchuria / Think again of the battle /

Where our loyal and brave soldiers / Turned into corpses for this land) (Saijo, 1991). It

follows with, [ N\ ERED# S &2/ BACL o THEMD / BEE D (B

bAET | [RBICHOHERE / BRIET 5 3TRE .| (Now rrampled

under the boots of the mob / The dignity of our divine nation / Faces the brink of ruin).

[ R#ICE B hiER A / BT 2 (EEWN-E . | (Who dares trample upon our

rights / That do not shame heaven and earth?) (Saijo, 1991: 157).

[ R=EAH#FE | (The Tokyo Asahi Newspaper) reported in a special edition on

September 19 that [+/\BFETEFERBIMEREDEILAICRRA DX

ME MR IR IIRBE TR TR | (Saijs, 1991) (4 10:30 PM on the

18th, near the northwest of Beidaying on the outskirts of Shenyang, the treacherous
Chinese army blew up the Manchurian Railway line, attacking our railway guards),

describing it as [ X APBIDETEBITTE) | (a premeditated act by the Chinese side).
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Saijo incorporates this narrative directly into his poem. Thus, describing the ‘Chinese

army’as [ &R ]| [®E] (barbarous and mob), while portraying the Japanese side in
terms of [M(ZFRL | [BR] [BEAC U o Tl B (blood-red, corpses,
trampled upon, and trampled) (Saijo, 1991), is a style repeated in Saijo’s later works.
Following the Marco Polo Bridge Incident in July 1937, Saijo released Jt X (DEAE
(The Storm Clouds over North China) (Columbia, September 1937), with the first verse
stating, [ BICIS2B DA (L / HNIFIEZHR. EEE / BERERIBES
/ BFEt AR E >(E /BB ) | (The gunfire roars in the dark / That's North China,

Marco Polo Bridge / The cowardly, pitiful Chinese soldiers / Their offensive is but a

minor irritation), and concludes with, [, BEE. BT / FFEENDEL D
¢ | (Advance, Imperial Army, for the punishment / Is for the peace of the East) (Saijo,

1991:158).

The poem BMDEFK =573 tHAHTH' (Do Not Forget the Massacre in

Tungchow, July 291) (Shufu no Tomo, 1937), later in ¥k K iZ 9 7z 3.(Singing in the

Flames of War) (Nihon Bookstore, 1938), inspired by the Tungchow Incident on July
29" 1937, repeats the same form and vocabulary as The Massacre at Nikolaevsk in

response to it being reported as the second Nikolaevsk Massacre.
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) —BICRIDONODERS . —RHFLH-HEZDRML . —

IMEBDF CEKCERSIN. (FHE) &&! ARICE (/UL A X

FDEMCHED CDBFE L. %BBL. RARICEIIHIREDHEIE L.

“HHELOBREDTICHD I L &, ERETOMNEOKEE L. (TE)
RHICHEBESN-EEZE_HOEES L. LWODBED. RIFEXRIZED? (F
B

& ROFICE(RRRBEL. ZOBM+ZFEAtAHEHEZ. BE~OD

T B BRICEVBEBLEL. DD BREICMDEEREBIICHF L/

B HFRDFMEDRL &, BEL &EEE, —

((Excerpt) Over two hundred of our compatriots,—innocent compatriots
unarmed,—
were brutally massacred by the Chinese military, (Interpolation)

Oh! Even surpassing the Massacre of Saint Bartholomew in Western Europe
Such wickedness, cruelty,
An act intolerable by gods and men alike, a diabolical atrocity,

A shameless, brazen blood-soaked specter, not to be seen under the daylight
of the twentieth century, (Interpolation)

The innocent spirits of two hundred, trampled under muddy boots,

When shall they return to the tranquil heavens?
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(Interpolation)

My daughter, remember firmly amidst tears,

This July 29, of the twelfth year of Showa,

Tell your children, grandchildren, great-grandchildren,

Of the shameful, filthy history of Asia in an era,

When we had such beastly barbarians for neighbors.——). (Saij0,

1991:160-161)

This narrative strategy, framing the Chinese military as ‘barbarous’ and ‘monstrous’
while lamenting the Japanese victims in a deeply emotional and nationalistic tone, is
characteristic of Saijo’s work during this period. The poems serve as a potent reminder
of the era’s complex socio-political dynamics, illustrating how literary and artistic
expressions were employed to navigate and reflect upon national trauma, historical
memory, and the construction of identity amidst conflict.

When studying and translating the poetry of oppressed nations like Ireland and
Czechoslovakia, Saijo Yaso was inspired by their resistance under the banner of
patriotism. He saw their works as expressions of a struggle for independence and
national identity. However, during wartime Japan, he created songs and timely poetry
also under the guise of ‘patriotism’, but these works turned towards supporting and

justifying Japanese imperialistic rule.
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While Saijo’s earlier translations and admiration for Irish and Czech literature
focused on themes of resistance and the quest for freedom, his later works during the
war utilized similar language to portray Japan as a victim. For instance, by using terms
like ‘squeezed out’ to describe Japanese suffering, he depicted Japan as an oppressed
entity, masking its imperialist nature and creating an image of powerless citizens. This
narrative inverted the actual power dynamics, employing the forms of Irish and Czech
poetry to serve Japan’s wartime propaganda. This manipulation fundamentally distorted
the essence of the Irish and Czech literature he once admired. These works originally
aimed to voice freedom, national independence, and self-respect against oppression, but
Saijo repurposed these themes to bolster Japanese war efforts, thereby undermining the

original intent of these literary forms.

Conclusion

This chapter is lengthy and covers a wide range of topics, but it fundamentally revolves
around a single theme: how the Japanese academic community translated, adapted, and
understood Synge and his works. To comprehensively explain this topic, it was
necessary to address it from multiple perspectives.

Firstly, this chapter clarifies that Japan did not only translate the works of Synge
but also engaged in a holistic introduction of the Irish Dramatic Movement, including
its objectives, processes, and key writers. Subsequently, this chapter provides a detailed
explanation of the political purposes behind the Japanese academic community’s

introduction of the Irish Dramatic Movement. This explanation centers on Japan’s need
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to demonstrate its burgeoning national strength following the Meiji Restoration, and to
secure its place among the Western powers. Ireland’s unique status offered Japan a
model to draw from, bringing the politically charged Irish Dramatic Movement into the
Japanese academic spotlight.

Having elucidated the relationship between Japan and the Irish Dramatic
Movement from a broad political perspective, this chapter then narrows its focus to one
of the dissertation’s central themes: the interpretation of Synge. As one of the pioneers
of the Irish Dramatic Movement, Synge naturally received widespread attention.
Through extensive data collection, the chapter lists the performance records of Synge’s
plays in Japan over six to seven decades, affirming this point. However, this politically
motivated admiration did not entirely align with Synge’s own creative and political
intentions.

To explore this discrepancy, this chapter employs the Prague School Scholars’
three-phase model of nationalist movements to analyze the initial resistance and
eventual acceptance of Synge’s works in Ireland. This analysis reveals that the Japanese
academic community was particularly attracted to the interpretations of Synge’s works
by Irish nationalists. These interpretations, which rooted Synge’s works in Irish folklore,
language, and tradition, deeply resonated with Japanese scholars, especially those with
strong nationalist aspirations. They hoped to use Synge’s creative methods to unearth
the essence of Japanese national character, seeking to free Japan from centuries of

influence by Chinese and Western cultures.
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This chapter concludes by focusing on three of the most renowned Synge scholars
in Japan: Akutagawa Ryunosuke, Kikuchi Kan, and Saijou Yaso. It provides a detailed
analysis of their understanding and adaptations of Synge. Among these three,
Akutagawa Ryunosuke is depicted as the most intellectually pure, representing a
segment of Japanese scholars whose research focused on literary creation and criticism,
as well as on religious and philosophical reflection. For them, translating and adapting
Synge’s works served their literary purposes. Certainly, the purpose of such literary
creation was undoubtedly connected with the society of the time. However, Ryunosuke
Akutagawa was not a writer with a strong political inclination. Instead, he focused more
on criticizing and satirizing the turbulent society of Japan, the degradation of human
values, and the collapse of morality. Due to the limitations of his class perspective and
worldview, while criticizing the dark aspects of society, he attributed the root of these
problems to an abstract concept of inherent human evil. He consciously overlooked the
roles of political systems and government decisions.

Kikuchi Kan, on the other hand, is shown to have political ambitions aimed at
revitalizing Japanese regional and local cultures. He sought to challenge the traditional
class order, and saw the adaptation of Synge as a means to satirize the entrenched
cultural hegemonic classes. Saijou Yaso, however, represents the broader nationalist
camp in Japan. With Japan’s growing national strength, this group aimed to acquire
more resources through colonialism to secure their position in the Western bloc. Their

militaristic ideology inherently lacked moral justification, thus they distorted the

275



purpose of the Irish Dramatic Movement as represented by Synge. They utilised
Synge’s depictions of the common people to mislead the public, diverting attention from
Japan’s aggression and instead inciting outrage over the suffering of Japanese soldiers
and civilians due to resistance from the colonized.

These three perspectives on Synge encapsulate the political and cultural context
of early 20th-century Japan, laying the groundwork for the next chapter’s discussion on

the connection between Guo Moruo and Synge.
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Chapter S The Reception of Synge by Guo Moruo

This chapter will first analyze why Japanese writers made such adoptions, exploring the
creative motivations behind these choices and the various cultural, religious, and
political factors in Japan that influenced them. As a student who studied in Japan, Guo
Moruo was deeply influenced by these writers. Initially, he was profoundly moved by
them, as their creative concepts, rooted in cultural and religious backgrounds similar to
those of China, resonated more with him. However, after his interest was piqued, his
political philosophy diverged from that of these Japanese intellectuals. Unlike other
more radical May Fourth scholars from China, he did not have such strong political
intentions. In the third chapter, there is a similar analysis where I will draw retrospective
comparisons, examining why he did not fully accept Japan’s adaptation of Synge but
instead re-read Synge and introduced his original work to China.

Therefore, the intention of this chapter is to combine Guo Moruo’s evolved
political philosophy from 1910 to 1930 to uncover how Guo Moruo resonated with the
combined influence of Synge himself and the Japanese scholars’ interpretation of Synge.
Based on this foundation, Guo Moruo inherited and transcended Synge’s work, adapting

it to suit China’s national conditions and his own literal ideas.
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The creative intentions of interpretation of Synge by Japanese scholars

Both reception aesthetics and intertextuality theory have conducted in-depth analyses
of the transformations of literary texts, including novels and dramas, in their
dissemination across different linguistic and cultural backgrounds. According to Hans
Robert Jauss and Wolfgang Iser, the meaning of literary works is not fixed but is
generated by readers within specific historical and cultural contexts (Jauss, 1982; Iser,
1978). Within this framework, Japanese scholars, when adapting Synge’s works, took
into account the horizon of expectations of Japanese readers, and made corresponding
adjustments to the original texts. Through meticulous translation and adaptation of
Synge’s works, they resonated with Japanese readers. This adaptation not only
preserved the literary value of Synge’s works but also endowed them with new cultural
significance, enabling them to be understood and accepted within Japanese society.
Julia Kristeva emphasizes that any text is generated against the background of
other texts, forming a ‘mosaic of quotations’ (Kristeva, 1980). Within this framework,
the introduction of Synge’s works into Japan effectively constituted a dialogue with
Japanese literary traditions and cultural contexts. Japanese scholars, when adapting
Synge’s works, were evidently influenced by local theater and traditional literature. In
their adaptations, they achieved intertextual interaction and re-creation. By combining
the social critique and character portrayal in Synge’s works with Japanese rural culture,
they imbued these works with new meaning within the Japanese cultural context. This
adaptation not only reinterprets Synge’s works but also responds to the realities of

Japanese society.
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In the following section, this chapter will first analyze the deeper reasons behind the

adaptations of Synge’s dramas by Ryunosuke Akutagawa, Kikuchi Kan, and Saijo Yaso.

Attitude towards Blindness — Religious and Philosophical Beliefs

Japanese religious culture is a blend of Buddhism and Shintoism. Buddhism, introduced
from China in the 6th century, has profoundly influenced Japan’s philosophy, art, and
social structure, particularly regarding suffering (Williams, 1989). The core Buddhist
teachings, including the Four Noble Truths (suffering, its origin, cessation, and the path
to its cessation) and the concept of karma, emphasize that all life is filled with suffering,
which originates from ignorance and desire. Through practicing and understanding
Buddhist principles, individuals can transcend suffering and achieve Nirvana. This
perspective has shaped the Japanese view on life, death, and suffering, often fostering
an attitude of acceptance and transcendence in the face of hardship (Reader, 1991).
Given this cultural background, physical limitations such as blindness may be
seen as a pathway to transcend the material world and reach a higher state of
consciousness. In Japanese literature, blindness is often portrayed positively, especially
in works exploring Buddhist ideas, like The Tale of the Heike. Such works reflect the
Buddhist doctrine of ‘seeing one’s true nature’. Even in physical blindness, characters
can ‘see’ the truth of the world through inner spiritual practice and understanding of
Buddhist teachings. This positive attitude towards blindness demonstrates the profound

Buddhist understanding and transcendence of life’s sufferings.
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In contrast, Western culture, particularly in Synge’s Ireland, is significantly
influenced by Christian teachings, which emphasize bodily wholeness and the value of
vision differently. In Christianity, bodily and sensory integrity is viewed as God’s gift,
and the restoration of sight is often seen as a miracle and a sign of God’s grace.

Therefore, Akutagawa’s simplification of the blind character settings in Synge’s
work reflects the Japanese cultural context. In Japan, the concept of blindness carries a
more spiritual and transcendent significance, influenced by Buddhism. This stands in
contrast to the Western, particularly Christian, view where physical and sensory
wholeness is highly valued. This cultural and religious backdrop likely influenced
Akutagawa’s interpretation and adaptation of Synge’s characters, focusing more on the

inner spiritual journey rather than the physical affliction itself.

Disability: Cultural Attitudes Towards Reality and Fantasy
In traditional Japanese aesthetics, concepts such as 1% #{(wabi-sabi) emphasize the
appreciation of imperfection, transience, and incompleteness. This aesthetic is rooted
in Buddhist teachings, particularly the deep understanding of impermanence, which
holds that all existence is temporary and incomplete (Koren, 1994). In this cultural
context, people are encouraged to accept the imperfections of real life and to find deeper
beauty and meaning within these imperfections.

Wabi-sabi is not just an aesthetic concept; it is also a way of life and philosophy

that influences daily life and artistic creation in Japan. In Akutagawa Rytinosuke’s
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works, including not only Kobo Daishi’s Miraculous Birth Story, but also Rashomon,
The Nose, and Youth and Death, one can see how he incorporates elements of wabisabi
into the depiction of characters and plots. Especially when dealing with characters’
predicaments and inner worlds, Akutagawa displays a profound understanding and
acceptance of the imperfect state (Ueda, 1995). Restoring sight in his works often serves
to allow the protagonist to more deeply recognize the perfection within imperfection.
In contrast, Western culture, particularly in Synge’s works, often depicts the conflict
between reality and fantasy as the tension between individual selfawareness and societal
expectations. In Western philosophy and psychology, individualism and the realization
of personal potential are highly valued, influencing how cultural products handle the
concept of reality.

In Synge’s The Well of the Saints, the blind couple’s disappointment with the real
world after regaining their sight highlights the sharp conflict between reality and fantasy.
Their experience symbolizes the confrontation with the gap between ideals and reality
and the psychological impact of this disparity on individuals (Greene, 1996). This
cultural attitude towards facing reality reflects the emphasis in Western culture on
individual challenge and growth, as well as how individuals should adjust their

expectations and values when confronted with real-life difficulties.
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Attitudes towards sight — The Relationship between Society and

the Individual

In Japanese culture, collectivist values dominate, emphasizing social harmony and the
prioritization of group interests. This cultural backdrop encourages individuals facing
personal challenges, such as blindness, to seek harmony with society rather than
highlighting personal difficulties (Sugimoto, 2010). The roots of this attitude can be
traced back to Japan’s feudal social structure and the Confucian emphasis on loyalty
and obligation.

In literary works, this collectivist culture is often portrayed through characters’
introspection and acceptance when facing difficulties. For instance, Japanese literature
frequently depicts how characters achieve a more harmonious state within society
through inner cultivation and self-sacrifice. This cultural tendency is not only evident
in modern literature but is also deeply rooted in traditional Japanese theater and poetry
(Varley, 2000).

In contrast, Irish and broader Western cultures place a greater emphasis on
individualism, focusing on how individuals position themselves within society, and
explore ways to confront and overcome personal misfortunes. Western literary works
often use individual challenges as a lens to examine broader social and existential issues
(McDonald, 1997). In Synge’s The Well of the Saints, the protagonists’ struggle to adapt
after regaining their sight serves to explore broader societal and personal issues, such
as the conflict between reality and ideals and the sense of isolation individuals feel

within society.
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This emphasis on individual challenges reflects the importance of
selfactualization and personal rights in Western culture. Within this cultural framework,
literary works often depict how individuals seek personal growth and self-fulfillment

by challenging existing social norms (Hall, 2002).

Since Kyoto became the capital of Japan in 794, it has served as the cultural,
political, and religious center of the country. As the residence of the emperor and the
seat of successive ruling institutions, Kyoto has accumulated a rich cultural heritage
and traditional arts, symbolizing Japanese culture. However, the Meiji Restoration of
1868 marked the beginning of Japan’s modernization and Westernization. The political
center of Japan shifted from Kyoto to Tokyo, which gradually became the new center
of power and economic activity. Despite this shift, Kyoto remained the center of
traditional culture.

After the Meiji Restoration, the Japanese government actively promoted the
construction of a nationwide railway network. By the Taisho period (1912-1926), the
railway had connected most major cities and local towns in Japan (Railway History of
Japan, 1920). This significantly facilitated the movement of people and the exchange
of cultures, allowing local cultures to be more widely disseminated and exchanged. The
spread of the telegraph and the flourishing of newspapers accelerated information
dissemination. Local news and cultural events could quickly reach all corners of the
country, increasing people’s awareness and understanding of local cultures (Yoshino,

1992).
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Furthermore, the Taisho Democracy movement promoted the development of
local autonomy. Local governments gained more autonomy in cultural affairs and began
to emphasize and protect local cultural heritage and traditions. The Japanese
government also implemented various regional revitalization policies, providing
financial support and cultural projects to promote local cultural development. For
example, the Ministry of Education (now the Ministry of Education, Culture, Sports,
Science and Technology), established cultural preservation and promotion funds to
support local cultural activities and research. These measures led many scholars to call
for breaking the traditional order that placed Kyoto’s orthodox culture at the core
(Irokawa, 1985).

Moreover, the cultural movement of the Taisho period was characterized by a
break from traditional forms and an exploration of modernity and diverse expressions.
Writers, artists, and intellectuals sought to break free from the constraints of traditional
Japanese culture and explore new forms of expression, often influenced by Western
ideas. This period saw the emergence of various literary and artistic movements,
including naturalism, romanticism, and proletarian literature (Havens, 2006).

Kikuchi Kan (1888-1948) was a prominent writer during the Taisho and early
Showa periods. He grew up in Japan after the Meiji Restoration, and personally
experienced Japan’s modernization process. He studied at Tokyo University and was
active in Tokyo’s literary circles. Kikuchi, along with other intellectuals and thinkers,

engaged in intense debates about the future direction of Japanese society. They explored
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new ideologies, including socialism, anarchism, and feminism, challenging established
norms and proposing alternative visions for Japan’s future. This intellectual dynamism

fostered a more dynamic and diverse cultural landscape (Weisenfeld, 2000).

Folklores to Serve Militarism

In the early Showa period, Japan was undergoing a series of significant political and
social transformations. From the late 1920s to the early 1930s, Japan’s economy was
severely impacted by the global Great Depression, exacerbating domestic political
instability. The influence of the military gradually increased, and nationalist and
militarist ideologies began to permeate society (Duus, 1998). With the rise of militarism
in the 1930s, the state implemented various policies to strengthen military influence and
promote national mobilization. This period saw a profound impact on literature and the
arts, with many writers being required to produce works that aligned with state
ideologies, supporting militarism and expansionist policies (Yoshimi, 2005).

Saijo Yaso, having experienced social turmoil and political indoctrination,
gradually came to embrace militarist thought, believing that writers had a duty to
support the nation’s policies and war efforts through their literary works. He believed
that by creating heroic characters and promoting patriotism, he could enhance national
cohesion and fighting spirit (Havens, 2006). Furthermore, loyalty and obedience have
long been important values in Japanese culture. Saijo Yasd’s works emphasized these
traditional values, aligning with the state’s ideological needs. Through his literary works,

he showcased the importance of personal sacrifice and collective honor, attempting to
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integrate traditional culture with modern military needs (Weisenfeld, 2000). By deeply
embedding literary works in the lives of the people, delving into folk stories, and
utilizing Synge’s creative methods to achieve his political objectives, Saijo Yaso
resonated with the real lives of the Japanese populace. This approach was more effective
in mobilizing patriotic sentiment.

Whether it is Ryunosuke Akutagawa’s adaptation of Synge’s works based on
Japanese beliefs and philosophical reflection; Kikuchi Kan’s metaphorical adaptation
breaking through traditional culture and order; or Saijo Yasd’s militaristic adaptation,
these are all inevitable processes of domestication and transformation in the
dissemination of literary works. Exploring the roots of these transformations is
fundamental to understanding the resonance between writers. After examining the
origins of the resonance between Japanese writers and Synge, this thesis will further
investigate the reasons for the resonance between Guo Moruo, a writer who studied in

Japan, and Synge.

The influences of Japanese Irish study scholars on Guo Moruo

Guo Moruo, along with a group of Chinese scholars studying in Japan, experienced
Japan during both its economic upturn and during the global economic crisis, spanning
from the early Taisho period to the early Showa period. Guo Moruo went to Japan for
his studies in 1914, at the beginning of the Taisho period. This period is considered
relatively free and open in Japan, with the gradual implementation of constitutional

politics and significant influence from Western thought, leading to the emergence of
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many new ideas and literary movements. During this time, he actively participated in
literary creation and cultural exchanges, befriending many Japanese and Chinese
intellectuals and gaining a deep understanding of Japanese culture and social dynamics
(Chen, 1981). His literary style during this period was heavily influenced by
Romanticism.

However, the early Showa period saw Japan transition from Taisho democracy to
militarism. With the ascension of Emperor Showa, Japanese society gradually shifted
towards conservatism and militarization, the political environment became tense, and
nationalist and militarist ideologies began to spread widely (Gordon, 2003). Guo Moruo
remained in Japan during the early Showa period and witnessed the shift from the
relatively liberal Taisho period to the tense atmosphere of the early Showa period.
During this time, he continued his literary work with a growing focus on political and
social issues, and his literary style gradually shifted towards critical realism with strong
political overtones. In 1927, he returned to China and actively engaged in revolutionary
activities. His experiences and the ideas he absorbed while studying in Japan had a
significant impact on his political and literary activities upon his return (Tamura, 2001).

In his correspondence with Tian Shouchang in { =) (The Collection of Three

Leaves), Guo Moruo discusses the Trilogy ‘EHER’ (‘Shirakaba-ha’) by Arishima

Takeo. He later expressed in his writings on Japanese literature that he had a

considerable understanding of the works of Japanese literary figures such as Mori Ogai,
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Natsume Soseki, Kunikida Doppo, Ryiinosuke Akutagawa, Jun’ichird Tanizaki, and

Haruo Satd. In his memoirs, Tian Han repeatedly mentioned:

TFNNEREERNAMNERNUSNTE, X5MAEFRHLEN

TS HRNNBRZE, MAFEHEROEES, BRI TIAM

R Z B9 R 2= A X < o] @ EY 3K yE(‘dkutagawa’s works often explore the

complexities of human nature and societal contradictions, which align with Guo
Moruo’s interest in realism and social criticism. In his later works, Guo Moruo

also demonstrated a profound insight into human nature and a focus on social

issues”) (Tian Han, 1956). 30KE BEFEI1ER CER). (R FRIE,

BRI 7 BRI MABTNERER, X287 MBI L EXERI AT

(‘Guo Moruo’s plays, such as Qu Yuan and The Tiger Tally, created after his return
to China, reflect his exploration of dramatic form and content, influenced by the

realism of Kikuchi Kan’s drama’) (Tian, 1956: 173).

These references indicate that Guo Moruo had a deep understanding of Japanese
scholars who promoted the Irish dramatic movement, maintaining long-term

correspondence with one or two of them. The creative philosophies of these writers
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played a crucial role in shaping Guo Moruo’s literary ideology during his time in Japan.
They also served as bridges through which he learned about the Irish dramatic
movement and the works of Irish writers. Consequently, his connection to the Irish
dramatic movement and Synge was mediated through the lens of Japanese scholars’
interpretations, making his and his fellow May Fourth scholars’ engagement with Irish
literature a form of ‘third-hand contact’. This forms an intriguing landscape involving
Synge — the Irish nationalists — Japanese scholars — and May Fourth scholars, including
Guo Moruo. To clarify the complex and multifaceted relationship between Guo Moruo
and Synge, this chapter will explore the influence of Japanese scholars specializing in

Irish studies and their introduction of the Irish dramatic movement on Guo Moruo.

The Influence of Japanese Scholars’ Adaptations of Synge’s plays on

Guo Moruo During the Early Taisho Period

When discussing Guo Moruo’s political philosophy, it is noted that in the early period
of his studies in Japan, he was a relatively conservative progressive scholar. This
seemingly contradictory set of adjectives becomes quite understandable when applied
to hi9m and the era in which he lived. Consequently, his literary creations reflected his
political philosophy, displaying a general style that was filled with passion, individual
liberation, and a strong focus on social realities. His works expressed a fervent pursuit
of freedom, nature, beauty, and love, while also showcasing his resistance to traditional

constraints and his embrace of new ideas.
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Guo Moruo criticised the dark aspects of society, denouncing the moral decay and
the collapse of social order. He observed that most young scholars of the time were
patriotic, but that their patriotism lacked revolutionary fervor. At that time, he yearned
for a powerful state and a unified government, believing that only such a foundation
could ensure the well-being and happiness of the people. He aspired to freedom and
democracy, but did not deeply contemplate that the guarantee of democracy and
freedom lies in the reform of the political system.

He attacked the hypocrisy of contemporary scholars and the ignorance of the
masses, believing that the people needed enlightenment. He focused on the suffering of
the people, hoping to awaken them to the injustices in society. However, he hesitated to
challenge the social system and the ruling elite responsible for these injustices, partly
because he himself was a member of the elite class. This period of his life was marked
by significant limitations in his perspective.

This perspective closely aligned with the literary views of Japanese scholars
represented by Ryunosuke Akutagawa. Akutagawa’s adaptations of Synge’s dramas
were deeply influenced by the socio-political context of Japan, which similarly sought
to address societal issues through literature while often refraining from direct
confrontation with the political system. Both Guo Moruo and Akutagawa shared a
literary approach that combined a keen awareness of social issues with a tendency to

critique moral and ethical decay, rather than directly targeting political structures.
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By examining the adaptations of Synge’s works by Japanese scholars, we can
better understand the influences on Guo Moruo during his formative years in Japan.
These adaptations likely resonated with his own struggles to reconcile his passion for
social justice with his position within the societal hierarchy, thereby shaping his early
literary and political outlooks.

Indeed, this creative perspective stems from the traditional cultural psychology of
both Chinese and Japanese nations. Both countries belong to agrarian civilizations
primarily based on rice farming. The agricultural production method, which is rooted
in crop cultivation, objectively demands harmonious coexistence and cooperative social
relations within families and tribes (Cheng, 1996). Unlike Western cultures that
emphasize individualism and personal endeavor before considering interpersonal
relationships, Chinese and Japanese cultures have, from the outset, focused on
maintaining psychological interdependence and harmonious relationships. To sustain
stable and harmonious interpersonal relationships, common moral standards are
required to regulate and constrain individual thoughts and actions.

It can be said that ethics and morality are the core of the ideological systems of
Eastern nations, represented by China and Japan. Both cultures tend to absolutize moral
issues, and in traditional Chinese and Japanese psychology, evaluations of people and
events often result in starkly opposing conclusions — good or bad, virtuous or evil, right
or wrong, black or white. People are extremely sensitive to moral issues and tend to

judge individuals and events based on personal moral qualities, weighing interpersonal
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conflicts on the scales of ethics and morality (Suzuki, 1989). This cultural mindset,
which favors moral judgment over social analysis, subtly influenced both Guo Moruo
and Ryunosuke Akutagawa, two writers deeply steeped in traditional culture.

As literary figures with a strong poetic temperament, Guo Moruo and Akutagawa
had a much keener and more advanced perception of their times and society compared
to ordinary people. They responded more intensely to the moral crises of their
contemporary society, often expressing their concerns and unease in their works. This
sentiment reflects a consciousness of the social challenges of their era. They recognized
the dark aspects of their social environment that hindered societal progress and
endangered human advancement. On one hand, they deeply felt their social
responsibility, which bolstered their confidence in self-realization; on the other hand,
they keenly perceived the crises of disharmony surrounding them. Driven by this sense
of responsibility, they were eager to eliminate social crises. When their ideals were
obstructed by adverse external environments, making realization difficult or impossible,
they became acutely aware of the severe discord and inconsistency between themselves
and their surroundings. This dissonance resulted in an inability to realize their selfworth,
leading to feelings of anxiety, indignation, and unrest, thus giving rise to a
consciousness of social suffering. This consciousness often appeared in their works,
reflecting their limitations and focusing on humanitarian concerns. Their works

frequently explored moral and ethical dilemmas, individual versus collective, right
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versus wrong, survival versus death, all imbued with the authors’ intense intellectual
and emotional engagement.

Ryunosuke Akutagawa was renowned for his concise writing style, vivid
psychological portrayals, and profound philosophical reflections, which significantly
influenced Guo Moruo. During his time in Japan, Guo Moruo read many of
Akutagawa’s works and learned how to express complex thoughts and emotions
through succinct and powerful language (Hirakawa, 1990).

Drawing on the creative approaches found in Synge’s dramas, Ryunosuke
Akutagawa integrated elements such as ‘wanderlust’, ‘illusion versus reality’, and
‘human nature and morality’ into his subsequent works. This influence is evident in
stories like The Nose and The Spider’s Thread, where Akutagawa employed Japanese
folklore and myths to explore themes of ‘illusion versus reality’ and ‘social moral
deviation’. This approach significantly inspired Guo Moruo’s later literary creations.
Moreover, Synge and Akutagawa’s method of using local myths and folklore for
allegorical storytelling profoundly influenced Guo Moruo’s most important poetry

collection, The Goddesses.

Many poems in The Goddesses exhibit a style shaped by myth and legend, with
the imagery of ‘goddesses’ and ‘the sun’ unraveling their mysteries. For example, in the
opening poem The Rebirth of the Goddesses, the goddesses recreate the sun as a female

deity:
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-  HMEMKM, I, BATEANEHK?

- HARIT, BRBTER REEKZFBRRERE!

(— The newly created sun, sister, why has she not yet emerged?

—  She is too passionate, afraid of bursting herself; still bathing in the sea!)

(Guo Moruo, 1982:4)

In the Chinese mythological system, whether it is the ancient myth of the Golden Crow
(solar bird), which consists of the nine sons of the heavenly emperor, or the Taoist deity
Taiyang Xingjun (True Light Universal Luminary Lord) who governs the sun, these are
typically male figures. Beyond religious tales, in Chinese folk customs, the sun
symbolizes life and energy, representing ‘Yang’ (positive) energy, the primary source
of vitality in the universe. The rising sun signifies the revival of all things, and such
symbolic imagery, in a long-standing patriarchal society, is naturally assumed to be

male, embodying ‘masculine energy’.

This is also why Japan uses the sun flag as its national flag, heavily influenced by

Chinese culture, where the ‘sun’ (H) symbolizes the sun. The character ‘H’ is both

Chinese and a part of the Japanese writing system influenced by Chinese characters.
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Guo Moruo was undoubtedly aware of this traditional setting. The only explanation for
his deviation is the influence of Japanese writers like Akutagawa Ryunosuke, who
creatively incorporated Japanese mythology into their works.

In ancient Japanese mythology, many of the primordial deities were female. The
earliest Japanese texts recording the history, religion, mythology, and literature of

ancient Japan, such as the {5 F i) (Kojiki) and { H A F 42 ) (Nihon Shoki),

describe the creation of the Japanese islands and ancient clans. During the time when
heaven and earth were first divided from chaos, the gender of the seven generations of
deities that appeared in Takamagahara was not yet clearly defined. By the time of
Izanagi and Izanami, they engaged in the act of creation around the heavenly pillar,
giving birth to

Awaji, Shikoku, Kyushu, Sado, and other islands, forming the Japanese archipelago.
This mythological narrative underscores a cultural reverence for women, symbolizing
forgiveness, benevolence, light, and peace. Such ancient myths foster a linkage between
the veneration of female deities and the worship of the sun, embodying the cultural
consciousness of sun worship and female divinity.

The veneration of the sun goddess, integrated with Japanese cultural identity and
reflected in the works of Japanese writers, naturally influenced Guo Moruo during his
time in Japan. His vision and range of thought, along with his cultural consciousness,
were subtly shaped by this immersion. The depiction of the sun as female in The Rebirth

of the Goddesses aligns with the symbolism of Amaterasu, the sun goddess in Japanese
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mythology, representing love, forgiveness, and extending to democracy and peace,

opposing despotism.

The Influence of Japanese Scholars’ Adaptations of Synge’s Drama on

Guo Moruo During the Late Taisho and Early Showa Periods

During the reign of Emperor Taisho, Japan implemented a relatively liberal
constitutional government, a period often referred to as ‘Taisho Democracy’. During
this time, party politics and the parliamentary system gradually developed, creating a
relatively open social atmosphere (Duus, 1998). In the late 1920s and early 1930s, the
military’s influence increased, gradually taking control of national policy. By the 1930s,
Japan embarked on a path of foreign expansion and aggression, with militarism on the
rise (Gordon, 2003). Additionally, during the late Taisho period, Japan experienced
rapid economic growth and accelerated industrialization. However, the 1923 Great
Kanto Earthquake and the 1929 global economic depression severely impacted the
Japanese economy. Despite continued industrialization efforts in the early Showa period,
Japan’s economic situation became unstable due to the global economic environment
and increasing domestic military expenditures (Hunter, 1989).

During the late Taisho period, writers enjoyed a free and diverse creative
environment, focusing on social realism and exploring human nature. They used
literature to reflect social issues and conduct profound social critiques (Keene, 1998).
In contrast, the early Showa period saw writers’ creations influenced by nationalism and

militarism, emphasizing patriotism and collectivism. Many writers used their works to
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propagate state ideologies, encouraging people to dedicate themselves to the nation and
the war effort (Yoshimi, 2005). Literary creation was strictly controlled, and many
works were used to justify war and promote nationalist sentiments (Gordon, 2003).

The transitional period from the late Taisho to the early Showa eras witnessed
Japan’s significant shift from the liberal and open ‘Taisho Democracy’ to the
conservative and militarized early Showa period. This transition also brought changes
to writers’ creative styles, from the free and diverse social criticism of the late Taisho
period to the nationalistic propaganda and restricted creation of the early Showa period.
This transition reflects the profound changes in Japanese society during different
historical periods.

During this period, Japanese writers often incorporated strong elements of
nationalism and social critique in their works. This significantly influenced Guo
Moruo’s literary style, shifting it from a heavy romanticism towards political metaphor
and eventually to a focus on political revolution. For instance, Kikuchi Kan’s
adaptations of Synge’s plays, which satirized class rigidity, emphasized local cultural
revitalization, and depicted the conflict between the new and the old, resonated with

Guo Moruo’s political views following the New Culture Movement.?” By this time, Guo

37 The New Culture Movement was a significant ideological and cultural reform movement in modern Chinese
history, lasting approximately from 1915 to the mid-1920s. This movement had a profound impact on Chinese
society, politics, and culture. The New Culture Movement advocated the abolition of feudal ethical codes, particularly
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Moruo had begun to awaken politically. He was no longer the early writer who criticized
society but avoided addressing the deeper issues of Western imperialist aggression or
the chaotic warlord politics in China. Influenced by these Japanese literary politicians,
he now began to employ political metaphors, such as using the relationship between
Korea and Japan to implicitly criticize the relationship between

China and Japan. Due to the oppressive rule of Duan Qirui’s*® government, and Guo
Moruo’s need for government support as a student, he was subjected to censorship and
could not directly discuss Chinese government policies. Nevertheless, his political
aspirations needed expression, leading to works like The Shepherd’s Lament, which

used Korea to satirize China.

criticizing Confucianism. It promoted the dismantling of traditional hierarchical and family systems, opposed old
morals and old rituals, and championed personal freedom and equality (Chen, 1919).

38 The Duan Qirui government refers to the regime led by Duan Qirui during the period of the Beiyang
Government of the Republic of China. The Duan Qirui government had two periods of rule: the first from 1916 to
1920, and the second from 1924 to 1926. During its rule, although the Duan Qirui government attempted to
achieve national unity and progress through centralization and modernization reforms, it employed high-pressure
measures that resulted in political despotism, economic exploitation, and severe social control. While these
highpressure policies maintained short-term stability to some extent, they ultimately exacerbated social conflicts

and increased public discontent, failing to achieve lasting stability and reform goals. (Chen, 1982)
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By the early Showa period, as Japanese militarism fully rose and Japanese writers
collectively veered to the right, emphasizing nationalism, state authority, military power,
and traditional values, Guo Moruo could no longer contain his inner turmoil.
Disregarding the support from the Chinese government and the restrictions from state
censorship, he felt compelled to express his thoughts directly. During this period,
Japanese writers like Saijo Yaso used folk elements from Synge’s works as political
tools for propaganda, aiming to awaken a militaristic revival among the Japanese people
by highlighting the suffering of the lower classes. Influenced by this extreme
nationalism, Guo Moruo began to see himself as synonymous with the nation and the
nation as synonymous with himself. He published numerous critical articles in
newspapers and magazines targeting the Chinese government and Sino-Japanese
relations, calling on all Chinese people to stand up against tyranny and invasion. His
literary creations at this time were centered on strong nationalist ideas, taking the
prosperity of the nation as his personal mission.

Guo Moruo’s works also began to adopt realist techniques, focusing on
realistically portraying social phenomena and people’s living conditions. He aimed to
use literature to reveal social contradictions, criticize feudal remnants and colonial
oppression, and call for social change. Additionally, influenced by the Japanese scholars’
interest in the Irish dramatic movement, which emphasized historical events to evoke
national pride and promote national spirit, he also created numerous works based on

historical themes. Through the depiction of historical events and figures, he expressed
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his reflections and critiques of contemporary society. During this period, his literary
style exhibited a combination of romanticism, realism, and revolutionary fervor.
However, even while residing in Japan and being profoundly influenced by
Japanese academia, Guo Moruo did not limit himself to solely accepting the influence
of Japanese scholars. While absorbing the essential spirit of literary and social
transformation from Japanese scholars, he also actively sought to enrich himself with
the essence of various Western intellectual movements. The interpretation of Irish
literature and Synge by Japanese scholars did not entirely align with his literary
objectives or fully resonate with his political philosophy. This discrepancy set the stage
for his later direct engagement with Synge’s works — understanding, translating, and
interpreting them firsthand. Otherwise, he could have easily opted to directly translate
the Japanese adaptations of Synge by writers such as Ryunosuke Akutagawa, Kikuchi
Kan, and Tsubouchi Shoyo, considering that English was not the strongest suit for this
group of Chinese scholars studying in Japan. Xulu Chen mentioned in Modern Chinese
History (1982) that Guo Moruo and his contemporaries who studied in Japan generally
had limited English proficiency. They primarily relied on Japanese for academic
research and communication. Although they had a basic understanding of English, it
was insufficient for conducting in-depth research and translation of English literature
independently. This further explains why Guo Moruo and others initially preferred to
engage with and translate Japanese translations and adaptations by Japanese scholars

when studying Western literature, including Irish literature. Later historical records
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indirectly confirm that when Guo Moruo introduced Synge’s works, he translated
directly from the English originals rather than the Japanese versions. To achieve this,
Guo Moruo worked diligently to improve their English proficiency. This point
indirectly supports the deduction of this thesis to a certain extent.

Subsequently, this thesis will use historical materials and Guo Moruo’s collected

letters to trace his engagement with Irish drama and his interactions with Synge.

More direct connections with Synge

Looking back at the history, the vigorous May Fourth Neo-literature Movement made

many students set their eyes on western civilization and determined to ‘¥{35 H EHEBGH

. FRE. BEE—VINER (‘cure the darkness of politics, academics and

thoughts in China’) (Chen Duxiu, 1919: 14) by virtue of engaging with the advanced
democratic thoughts of the west. Guo Moruo, who was far away in Japan, also paid

close attention to domestic current affairs, became familiar with his bosom friend Zong

Baihua, and then got acquainted with Tian Han through his frequent reading of {BJZE

HIR-FKTY (Journal of Current Affairs — Learning Lamp). Guo Moruo was able to

come to know Synge, and this was also the result of the communication of these three

writers.

In 1914, Guo Moruo crossed the east to Japan. With the dream of ‘| EFE’

(‘saving the country with medicine’), he started his study. However, he gradually lost
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interest in medicine and became obsessed with literature after witnessing the flourishing

cultural trend during The Taisho Era (1912-1926) in Japan. Since the end of 1919, Guo

Moruo’s poems such as {ZE#8) (Cormorants) and {;&7&) (Bath in the Sea) and so

on, were published in Learning Lamp, and had repeatedly contribute to Learning Lamp,

therefore, he established a good friendship with the chief editor Zong Baihua. In his

(BI&E+4E) (Creating Decade), Guo Moruo recalls:

FRAUERELXTH, BNIZBRHE AR, RE (FLT) NREA%E, RE
BERVIFARIR, RERBHUXRTTTHEE .. . BEE BRI
W, BEREAE, BE (F) HFEFENEHIOFHER.

(I should thank a friend, Zong Baihua, the editor of Learning Lamp. I am not
familiar with Baihua at the beginning, and the relationship between us just starts
by the contribution...... At that time, as long as the poems I sent to contribution
which were done by me, the Learning Lamp would adopt unexceptionally and
surprisingly, there even existed some time when my poems took up half side of the

‘Learning Lamp’). (1982:68)

At the early 1920, Guo Moruo met Tian Han who was studying in Japan through Zong

Baihua’s introduction. In a letter to Guo Moruo in January 3%, 1920, Zong Baihua

mentioned that:
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BEMNPARN, REXHERENR. MRERTEE.... RIEERF
ANEFHERTARKRNTA, REERRRESM, HTUNEA
(I have a friend, Tian Han, who is very knowledgeable about European and

American literature. He is now studying in Tokyo... I would like you both to be the
poet of the east in the future. If you would like to meet him at your leisure, I can

introduce you.) (Guo Moruo, 1982:176)

From this point then, Guo Moruo and Tian Han began to communicate, and left { =

£E) (The Three Leaves) to witness their connection. Through this collection of letters,

scholars can interpret the views of the three young people on various issues such as life,
love and literature. It was through these letters that Tian Han first mentioned Irish
literature and Synge to Guo Moruo. In a letter sent to Guo Moruo on February 29,

1920, Tian Han first mentioned Neo-romanticism and Synge in detail:

B [E 77 40 M 2 /R = £ B (In the British, Ireland tops the list)......John

Millington Synge #J (John Millington Synge’s The Well of the Saints, The

Playboy of the Western World, Riders to the Sea, Deirdre of the Sorrows, etc. (Guo

Moruo, 1982:178)
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What needs to be noticed is during that time, the knowledge of Irish literature
spread in Japanese literary circles, and the plays of Synge were performed in Japanese
theatres. Thus although as early as 1920, Tien Han was influenced by Synge and
recommended him to Guo Moruo, in fact it was not until October, 1921, that Tian Hanc

actually reading the works of Synge, and his diary {E& &) (The Road of Roses)

recorded his contact with Synge. On October 23, 1921 of his diary, Tian Han

mentioned that he was going to pick up a reserved book that day, A& /R=F Mk

X John Synge FYEIRIEE, HF Riders to the Sea — &5,

Ittt — BRI P ay R E

(A play by John Synge, an Irish-born short-lived writer, with Riders to the Sea in

it, a famous work among recent one-act plays). (Tian, 2000)

Later, on October 26™ of his diary, Tian Han mentioned again that

4FIE5E John Synge By Riders to the Sea, AREIH N1FEZ, WHEHBH (A

B BE)
(After reading John Synge’s Riders to the Sea in the morning, I planned to spend

several days translating them into the name { \7§2Z %) ) (Tian, 2000)
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After receiving Tian Han’s recommendation, Guo Moro wrote a poem { B f9%t )

(The Triumphant Death) for many days in October in order to commemorate the
sacrifice of Terence MacSwiney, the Irish independent general who fought against

British rule. In the poem, he wrote:

RN SRS EET /AT ENERZMNILEY B
HZHEZBINRIRN, B AIRIIEBAEMR,
AR1Z2 B BFFRL S E

(Respectable MacSwiney!

Lovely Irish children!

The god of freedom will defend you,

Because you can defend yourselves, Because
you are the god of freedom!) to express his

sorrow). (Guo Moruo, 1982:362)

Therefore, it is not difficult to speculate that as early as March 1920, Guo Moruo had
some contact with Irish literature and Synge, and also had a continuous interest in

Ireland. Guo Moruo (1982) once mentioned:

—

ERZNFER, LHARMIMNEHER, 5B

BIF, REKM
NIRFE, MEMANEE HEEFNUETHMREENER. .. X2

ARIEFELTHRE, AMERRBROREANZEFRARENEE.
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(There is a general sentiment in Irish literature, especially in the plays of John
Synge, which is very plain but also deep, rather like a spring quietly flowing under
a clean cliff in the autumn dusk...... This seems a bit like the almost empty sadness,
however in the bottom of that sadness, such deep benevolent affections are

implicated). (Guo Moruo, 1982:367)

At the beginning of the contact with Synge, Guo Moruo was experiencing the
transformation from being a medical students in the Kyushu Imperial University to

becoming the person who insisted on the literary creation and started to regard 3 PARL
> (‘utilizing literary creation to enlighten Chinese’) as his motto. He recalled the

reasons why he took to the road of literature:

XZERERHZEME, FUEFTEEXHNENNES, eEXTHRANE

B, ExAM, ARSEBN, MEENMERAFEGTREFATRZ NI

g. Et, HUOLEB/HRAFRTLTEBANEFZMEZS T XZNED

I

(literature and art are the sharp weapon of destroying feudal ideology and
resisting the imperialism, and they have the identically indispensable function as
the real science and technology and so on to the innovation of the time, national
independence, and the liberation of people. Therefore, I felt at ease to give up

medicine which I could not improve and devote myself to literary activities.) (Guo
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Moruo, 1948:369)

Since then, Guo Moruo continuously published in Learning Lamp. From 1919 to 1920,

he had published dozens of new poetry, including ¢ X JEAJEEY (Nirvana of Phoenix)

(HhEk, FAIBESED (Earth, My Mother) { HH ) (Sunrise) { KM) (Tien Kou),

and

with Tian Han, Yu Dafu, and others, he founded The Creation which started arguments
with the dominant literary research association at that time to promote the concept of
“for art’.

In April 1924, Guo Moruo graduated from Kyushu Imperial University and
returned to China with his family. However, he returned to Japan in April of the
following year due to the difficulty of finding work, and the failure of the early activities
of the literary research institute that he had co-founded. At the end of September, with
his wife and children, he moved to the village of Saga county. During this period, he

spent nearly two months translating (3t SHR S5 S Ear) (Social Organization

and
Social Revolution) by Hajime Kawashange, a famous pioneer in the study of Marxism

in Japan, and he successively translated (4b%&#s) (Virgin Land) by Turgenev, and

created (fTESXMED (Difficult Journey), which completely analyzed his mood in the
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past years. In the last article of Guo Moruo’s works collection ({TE&¥MED (Difficult

Journey), Guo Moruo wrote:

ATHE—NTLENSEDS, SREGRENRETIRRSTERRELE
EHERE, KEHTTAZA

(In order to find a quiet place to write, I used to live in the hot springs of
Kumanogawa in Saga Prefecture for dozens of months). (Guo Moruo,

1982:373)

In his diary (fTEEME-3r4 58 BIC) ( Difficult Journey: A New Life), Guo Moruo wrote

that: ‘“+ B =H, BB/&, EBIE Synge =% (‘On the 3 of October, in front

of the house, read three pieces of Synge’s plays’) (Guo Moruo, 1982: 327), indicating
that in the autumn of 1924, he had carefully read Synge’s drama collection. In
November of the same year, he and his family returned to live at 44 Huanlong Road,
Shanghai. In early December, at the invitation of Gu Jun Society, he and Zhou Quanping
went to Yixing, Jiangsu Province to investigate the war disaster in Jiangsu and Zhejiang.
Through this trip, Guo Moruo got in touch with the reality of the Chinese countryside,

and witnessed the miserable life of the general public, then finally realized that ‘E [

SKEEPKELT, ZUAERENER, SIYMMEZHRHNAL’  (‘we should

bury our heads below the horizon, and live in a suffering life, and experiencing more
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miserable lives’) (Guo Moruo, 1982:356). In early December 1924, Guo Moruo and his
colleagues went to Yixing, Jiangsu Province for an investigation, and for the first time
they came into contact with the withering situation in the Chinese countryside. After

returning to Shanghai, he began to translate Synge’s plays. At the beginning of his short

story {ZFBHEX L) (The Intellectuals in the Pavilion), which was published on

January 21%, 1925, he mentioned that in the pavilion room of the small foreign-style

house, ‘M FEIFIEE /R= A Synge BIXKEEE’ (‘he was translating the collection

of plays of the Irish writer Synge’) (Guo Moruo, 1982:386).
According to the end of the article, the novel was finished on the afternoon of

January 7", Therefore, in early 1925, Guo Moruo was already involved in the translation

work of the collection. At the end of May, he wrote the {i%f5) (Posttranslation) for

the completed the collection of plays, which was compiled and finished in late 1925,
and published in The Commercial Press in February 1926.

Even 50" (‘Ch’ in Ku’) translated by Guo Moruo is widely known before the
currently common translation ‘3£4%&’(‘Hsin Ko’) for the Chinese translation of Synge.

Before that, Chinese academic circles could not agree on the translation of Synge’s

name. As early as July 1919, Mao Dun (2001) introduced ‘F&3535° (‘Sai Yin Ch’) in

GERXEIZRZED (The Biography of Modern Playwrights), and later referred to it as

‘WEZE (‘Shan Yin Chi’)in (GERXFEHRTR - Z2RZ0FXFE) (In the Backflow
309



of Modern Literature — New Literature in Ireland) (192: 60). Ye Chongzhi (1926)

published an introduction to Synge on the subject of {Z£%1) (Hsin O). It was not until

Guo Moruo translated the entire six plays of John Synge that the argument about the
correct names of the translation was settled.

Undoubtedly, 1924 is an important year for the writer Guo Moruo. It marked the
significant moment when he changed from a romantic visionary to a realistic
revolutionary. More importantly, in the autumn of that year, he formally read Synge and
began to translate him. This roughly encapsulates the entire process through which Guo
Moruo became acquainted with Irish literature and Synge. Naturally, given that these
events occurred a century ago, historical records are incomplete, and the authenticity of
the collected letters is subject to verification. Correspondence and autobiographical
writings often carry strong personal emotions and subjective perceptions, and there is
even the possibility of memory errors regarding events and locations. Despite the need
for further verification of authenticity, we can still sense the emotional temperature from
a century ago through these writings. It is evident that the May Fourth scholars were
very excited and deeply moved by their contact with the Irish dramatic movement. This
intense engagement undoubtedly had a significant impact on the literary and artistic
concepts of the May Fourth scholars. Guo Moruo, for instance, who had spent five years
in contact with Irish literature while involved in the translation of Synge’s works,
experienced a crucial period of ideological change in his life during those five years.

The transformation of literary and artistic thoughts within him as an individual, and
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within his intellectual framework, undoubtedly has a deep connection with his
translation of Synge’s plays.

Before analyzing the specific influence that Synge had on Guo Moruo’s creative
concepts and literary style, we must understand why Guo Moruo and his fellow May
Fourth scholars chose not to directly translate the adapted Japanese works, such as The
Madman on the Roof or The Nose. Instead, they spent more time translating the original
English versions of Irish dramas. Understanding the reasons behind this choice is
crucial to uncovering Guo Moruo’s motivations for inheriting and adapting Synge’s

works.

The reasons why Guo Moruo re-read J.M. Synge

The May Fourth scholars, represented by Guo Moruo, were able to access numerous
authors involved in the Irish dramatic movement thanks to the significant contributions
of Japanese writers who introduced these works to Japan. Particularly noteworthy are
the diverse adaptations of Synge’s dramas by Japanese scholars. Although these
adaptations altered Synge’s original plays, making their presentation in Japan different
from the original, it was precisely this initial exposure to the adapted versions that made
it easier for Guo Moruo and others to accept the Irish dramatic movement.

Japan and China share similar cultural backgrounds, both being part of the
Confucian cultural sphere. The May Fourth scholars, deeply influenced by Confucian
and Taoist cultures, retained some traditional conservative thoughts despite being

progressive youths of their time. This was especially true for those who studied in Japan.
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Even as Japanese society became more open and liberal during the Taisho period, the
millennia-old feudal and hierarchical political and religious systems still profoundly
influenced it. Fortunately, the influx of Western ideas during the Taisho period allowed
Japanese scholars to adopt Western literature and thought with a more open mindset.
However, at that time, China was a semi-colonial and semi-feudal society with a
repressive and insular social atmosphere. During the late Qing Dynasty, the Qing

government advocated ‘JTRAKFEILFIFE " (‘learning advanced techniques from the

West to counter the West’), focusing on learning Western technology rather than
ideology. Political reform was never an easy concept to propose in China. The religious,
familial, and rural elements in Synge’s dramas were not readily acceptable to the May
Fourth scholars. Even though scholars like Guo Moruo, as mentioned in his collected
letters, were among the impoverished and marginalized individuals in China, those who
could study abroad on government scholarships in the early 20th century were not
commoners, and their literary focus was not on the lower classes.

Several factors contributed to the adaptations by Japanese writers like Ryunosuke
Akutagawa and Kikuchi Kan, who explored themes of religion, faith, social values
versus personal values, and class rigidity. These adaptations served as essential
intermediaries for Guo Moruo and others to engage with the Irish dramatic movement.
Additionally, Saijo Yasd’s political interpretations opened new perspectives for Guo
Moruo and his peers regarding the political engagement of literature. However, the

vastly different political environments between China and Japan from the early to
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mid20™ century led to distinct ideological paths. Simply adopting Japanese scholars’
political ideas was not suitable for China’s unique political context. Thus, it was
necessary for Guo Moruo and others to further engage with the Irish dramatic
movement directly, drawing more appropriate elements suited to China’s national

conditions.

National Status and the Political System

Following the Meiji Restoration in 1868, Japan rapidly achieved modernization. During
the Russo-Japanese War of 1904-1905, Japan defeated Tsarist Russia, elevating its
international standing. The victory not only bolstered Japanese self-confidence but also
prompted the Western powers to reevaluate Japan, recognizing it as a significant global
force (Keene, 2005). Japan joined the Allies in World War I, and further solidified its
international position at the Paris Peace Conference in 1919, gaining territorial and
economic benefits. As a victorious nation, Japan’s influence in international affairs was
significantly enhanced (Duus, 1998). In 1920, Japan became one of the founding
members of the League of Nations, marking its critical role in international politics.

In the late 19th century, the Qing Dynasty faced internal strife and external threats,
with frequent invasions by foreign powers and domestic uprisings. Following the
Opium Wars, the Qing Dynasty was forced to sign a series of unequal treaties, severely
compromising national sovereignty and territorial integrity (Chow, 1967). The 1911
Xinhai Revolution overthrew the Qing Dynasty and established the Republic of China.

However, the newly established Republic was politically unstable, with limited central
313



control over the provinces (Chen, 1982). From 1912 to 1928, during the Beiyang
government era, China experienced political turmoil, with warlords dividing the country.
The central government’s authority was repeatedly challenged, making national unity
and stability difficult to achieve (Chow, 1967). During the Paris Peace Conference,
China faced diplomatic setbacks, leading to the May Fourth Movement. This movement
marked the strong dissatisfaction of Chinese intellectuals with the national status quo,
and spurred the New Culture Movement, advocating for science, democracy, and
opposition to feudal rituals and the old culture (Chow, 1967). The New Culture
Movement fostered the liberation of thought and called for social reform, but politically
and economically, the Republic of China still faced significant challenges (Schwarcz,
1986). Japan’s initiation of the Mukden Incident in 1931, and subsequent occupation of
the three northeastern provinces of China further weakened the Republic of China’s
sovereignty and international standing (Gordon, 2003). In contrast to Japan’s gradual
ascent in national power, the Republic of China faced internal and external crises,
leaving the country fragmented and on the brink of collapse.

Such a stark disparity in national status made the direct importation and
adaptation of the Irish Dramatic Movement by Japanese scholars, as practiced by Guo
Moruo and other academics, ill-suited to the realities of China. During that period,
nearly all translation activities and cultural movements in China were intertwined with
politics, embodying the political demands of various nationalists. This was particularly

true for the translation of the works of the Irish Dramatic Movement, which, despite its

314



inherent political connotations, could not simply resonate through literary techniques
alone to overcome the substantial challenges faced by the May Fourth scholars. These
scholars took significant risks to publish journals and stage plays amidst tumultuous
times.

Ryunosuke Akutagawa’s approach of deliberately ignoring his own class
background, overlooking a decaying political system and a corrupt national structure,
and sympathizing with the lower classes through a perspective of tragic compassion and
romantic sentiment in his adaptations appeared profoundly out of touch and pretentious
in the context of a China plagued by internal strife and external threats. Such
philosophical and life-value-seeking literary concepts failed to resonate fundamentally
with the lower masses and thus could not achieve Guo Moruo and others’ goals of using
literature to promote social progress and reform in China.

After the establishment of the Republic of China, the Beiyang warlords gradually
seized national power. Ostensibly, the Beiyang government functioned as the central
government; however, in reality, it was fragmented by regional warlords, resulting in
significant political instability. The political system during the Beiyang period was
nominally a republic but substantively ruled by warlords (Chow, 1967). In 1912, the
provisional constitution of the Republic of China was promulgated, establishing a
republican system. Yet, the political landscape became more chaotic with Yuan Shikai’s
autocratic regime, and his failed attempt to restore the monarchy. The Duan Qirui

government adopted a repressive policy, using military force to suppress opposition in
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an attempt to centralize power (Chen, 1982). In 1928, the Nationalist Government was
established in Nanjing, marking the beginning of the Kuomintang rule in China. The
Nationalist Government sought to achieve national unification through centralization,
yet it faced significant challenges from regional warlords and Japanese aggression
(Schwarcz, 1986). Meanwhile, Japan had already established a constitutional political
system and parliamentary system during the Taisho era, which facilitated the
development of democratic politics to some extent. Although Japan shifted towards
militarism in the early Showa period, it retained some forms of constitutional
governance (Gordon, 2003; Chen, 1982). While the May Fourth Movement promoted
ideological liberation and social transformation in China, the oppressive political
environment and autocratic governance hindered societal change (Schwarcz, 1986).
Without a constitutional system and legislative mechanisms to protect basic
human rights, freedoms such as speech and assembly were virtually non-existent under
the oppressive centralized government in China, rendering society effectively voiceless.
Kikuchi’s adaptations, representing a stronger political metaphor, aligned with the
themes of the May Fourth Movement, advocating the breakdown of traditional
conservative notions and class rigidity. However, such Japanese writers as Kikuchi
lacked revolutionary zeal in their adaptations. Kikuchi’s focus on local culture and
breaking away from the cultural dominance of Kyoto aligned with the interests of the
majority of the Japanese bourgeoisie and were actively promoted by the Japanese

government. In stark contrast, China’s needs were different; they were not driven by
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industrial development requiring the flourishing of local economies to further national
progress. The most pressing issues in China included a decayed system, rigid class
structure, and more critically, the fragmentation by warlords, with no strong central
government. The May Fourth scholars aimed to awaken a populace submerged in this
morass. This awakening could not be achieved merely through appeals; it necessitated
revolution, resistance, and even bloodshed.

Unlike Japan during the Taisho era, which experienced rapid industrial growth,
China’s economic condition was dire due to prolonged internal conflicts and foreign
invasions. During the Beiyang government era, China was engulfed in continual
warfare and social unrest with warlords dividing the country. This turmoil led to a
decline in agricultural production, stagnation in industrial development, and severe
damage to infrastructure (Chen, 1982). Moreover, economic aggression by Western
powers intensified, with China’s economic resources being plundered and markets
controlled. The establishment of concessions and treaty ports rendered China
economically passive and subordinate (Chow, 1967). After the establishment of the
Nationalist Government in 1928, efforts were made to advance economic reconstruction
and modernization. Although some progress was achieved during the ‘Nanjing Decade’
(1928-1937), the overall situation remained hampered by internal strife and external
aggressions (Schwarcz, 1986). The onset of full-scale resistance against Japan in 1937

further plunged the Chinese economy into distress. The war devastated most of the
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industrial and agricultural infrastructure, leading to economic collapse and severe

hardships for the populace (Hunter, 1989).

The economic base determines the superstructure; so when basic survival
becomes the predominant issue, literary works that are introspective, circuitous, and
require prolonged and repeated engagement, akin to life’s parables, become valueless
to a population struggling to survive. During such times, the May Fourth scholars
needed to employ more direct, vigorous, and dramatically conflicting, even bloody and
violent texts to realize their political and literary goals. A revolutionary spirit was

indispensable.

Religion and Personal Experience

Confucianism, as the core of traditional Chinese culture, remains deeply ingrained in
Chinese society despite frequent modern social transformations, influencing everyday
life and social behavioral norms (Chow, 1967). However, during the May Fourth
Movement and the New Culture Movement, intellectuals fiercely criticized
Confucianism, which they saw as a feudal orthodoxy impeding societal progress. They
advocated for science and democracy, called for the abolition of superstition, and
opposed feudal religious ideologies (Schwarcz, 1986), promoting the replacement of
traditional religious beliefs with science and rationality to drive social modernization

and ideological liberation (Chow, 1967).
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This likely explains why figures like Guo Moruo did not alter The Well of the
Saints, widely praised among Japanese scholars, as this work, infused with religious
ceremonies, was not aligned with the aspirations of the New Culture Movement.
Influenced by the ideas of this movement, adaptations such as The Well of the Saints
and subsequent Japanese works like Kobo Daishi’s Miraculous Birth Story, The Nose,
and The Madman on the Roof, which use religious miracles to provoke deep reflection,
were no longer included in the creative materials of the May Fourth scholars. It is
important to note that in Guo Moruo’s The Goddess, there is extensive use of
mythological motifs, which is fundamentally different from the adaptations by Japanese
writers and Synge’s original purposes. The former merely seeks to use religious
miracles to create an absolute space for discussing other philosophical issues, while the
latter aims to reshape myths, imbuing them with a new spirit of the era and social
significance. This cultural reshaping is intended to reinterpret traditional culture from a
modern perspective (Chen, 1981). Characters and stories from mythology are endowed
with symbolic meaning, used to express the pursuit of freedom, love, beauty, and nature,
as well as criticism of the old system and old ideologies (Tamura, 2001). This use of
symbolism and metaphor does not contradict the core ideas of the New Culture
Movement but rather extends and deepens its spirit. Through cultural reconstruction, it
aims to promote national awakening and societal progress (Chow, 1967).

The emotional bond between Guo Moruo and Anna catalyzed his reflections on

the exclusivity and limitations of extreme nationalism. As a Japanese woman with
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modern ideas, Anna had a positive influence on the development of Guo’s thoughts.
Through interactions with Anna, he was exposed to a broader array of Japanese modern
thoughts and Western culture, thereby enriching his intellectual framework and
broadening his perspective (Hirakawa, 1990). Moreover, the intimate relationship
within this transnational marriage made him realize that people from different
ethnicities and cultures could establish deep emotional connections and trust through
communication and understanding, a perspective which starkly contrasted with the
divisive and exclusionary ideas of extreme nationalism (Chen, 1981). By engaging with
Anna and her family, Guo gained a more in-depth understanding of Japanese society
and culture; this direct and personalized contact led to a more complex and enriched
perception of Japanese culture and its people (Chen, 1981). This cross-cultural family
life enabled him to transcend a singular nationalist perspective, recognizing the
importance of mutual understanding and exchange between different cultures.

This shift was instrumental in his movement away from narrow nationalism
towards a more expansive internationalist outlook (Tamura, 2001). These personal
experiences and emotional connections intertwined with his literary and ideological
development, becoming a crucial factor in his rejection of extreme nationalism.
Furthermore, his firsthand experiences in Japan, witnessing the rise of Japanese
militarism and the aggression against his homeland, shifted his alignment from an initial
resonance with the fervent nationalism represented by Saijo Yaso to a reflective

embrace of internationalism. From a national perspective, militarism was incompatible
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with the basic national condition of China, which includes the co-development of
multiple ethnicities; from Guo Moruo’s personal perspective, it was incompatible with
the political views of the May Fourth students, who, having undergone the baptism of
the New Culture Movement and the May Fourth Movement, represent China’s new
forces.

The differences in national conditions between China and Japan, combined with
personal experiences like those of Guo Moruo, led to a determined effort to directly
engage with and translate Irish drama. For Guo, his complex personal experiences and
romantic literary tendencies resonated with various elements in Synge’s works, aligning
with his political philosophy, life philosophy, and artistic creation. Incorporating
China’s national circumstances and his own experiences, he adapted and appropriated
elements from Synge’s works that aligned with his political philosophy. The following
sections will elaborate on Guo Moruo’s inheritance and transcendence of Synge,
illustrating how Synge and his works underwent another transformation during their

eastward journey to China.

Guo Morou’s Adoption and Adaptation of Synge

After returning to Shanghai, Guo Moruo began to translate Synge’s plays, during which

he successively created W#:.0>5) (The Pavilion in the Middle of the Lake); {— /%
KIIZN) (A Great Lesson); ({3&) J¥5|) (The Introduction to the Pagoda); all of

which showed his strong revolutionary faith. He realized:
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ERICHANAESIIMNENFHFTRERNGE, REFHRK, HERSHNTZ

FMNEREEERFNRS . BEH—IE, ERENSIMERE4N

SKith, SERIERAIRERNER M AN RUE R B LK, BABEALT

DR EES ISk =3: NV i i D€ I8

(The writer reflects the tendency aroused by internal or external conditions, and
its own rhythm can cause the recipient to reflect in the same way. But to go further
and reproduce the inner or outer conditions as they really are, or as they are
tailored and rendered by the writer’s active spirit, it goes without saying that the

same or further effect can be obtained.) (Guo Moruo, 1982:347)

Thus, Guo Moruo completed his transformation from romantic thinker to that of
realistic thinker. The Irish writer Synge, as a representative figure on the stage of Abbey
Theatre during the Irish Renaissance Movement in the early 20th century, became
something of a role model for him, as Synge had focused on the rural life of the Aran
Islands in the west of Ireland, and reflected the poverty and hardship of the farmers to
show the perseverance and unyielding nature of ordinary people under difficulties.
Undoubtedly, this is in line with Guo Moruo’s national aspiration and literary pursuit,

and more importantly, it is consistent with his literary view that: ‘XM EHWN. L5
B. M. RELENHSEBEBIIER’ (this hypocritical, ruthless, egoistic
and
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capricious society is worth reforming) (Guo Moruo, 1926), and here was reforming
impetus which could be expressed through realistic drama. Therefore, the introduction
of Synge’s plays to China is not only a cultural practice of Guo Moruo’s literary and
artistic thoughts, but also an expression of his recognition of Synge’s literary and artistic
thoughts and of how these would become a major influence on his own writing.

Guo Moruo’s fondness for Synge has made him the first and only Chinese writer

to fully translate Synge’s plays. Since the publication of {Z9&5DINAIMKHIEE) *°

(Dramatic Works of J. M. S.) in 1926, many scholars, such as Ye Chongzhi, Tian Han,
Zhao Jingshen and Lu Xun, have published articles on Irish literature and on Synge

successively, which promoted the further translation of Irish literature in China.

Guo Moruo was influenced by the mainstream ideology of the May Fourth period.
Before the May Fourth Movement, Lu Xun and Zhou Zuoren began to translate and
introduce the works of writers from oppressed nationalities. After the establishment of
the Literary Research Society, modern progressive translators began to translate and
introduce the literature of persecuted nationalities in a more systematic and
comprehensive manner. In his article, Reflections on the Year and Plans for the Next

Year, Shen Yanbing, editor-in-chief of the Monthly Novel, said,

39. (') is the book title mark used to enclose the title of a book or an article in China.
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AR EGWEXAELMEE—RBEE, MAERSKRE AN ANXFE

ZHERAENKE, BELAER, BN, HUEABTHRANRZ,

e A M A BRPE Ve

(“I think that translating literary works is as important as creating them, and that
translation is especially important in a country that has not yet matured into a
‘human literature’, like our country now; otherwise, what can be said to heal the
poverty of the soul and mend the defects of humanity? Otherwise, what can be said
to heal the poverty of the soul and mend the defects of human nature?’) (Chen,

1989)

The importance attached to the translation of the literature of the oppressed nations, and
realist literature by the leading figures of the literary world of the May Fourth
Movement provided a historical opportunity for the translation of Irish drama. At the
same time, the strong will of the Irish people to resist colonial rule, and their passion
for nationalism also met the theme of the Chinese people’s struggle for national
independence and liberation before and after the May Fourth Movement.

The fact that the proponents of the new literature of the May Fourth Movement
attached such importance to Irish modern drama is inextricably linked to the similarities
between the two countries in terms of the characteristics of the times and their literary
background. In 1801, the British government incorporated Ireland into its own territory

in the Act of Union, thus beginning another phase of the Irish national liberation
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movement. By the end of the Nineteenth century, the growing tide of national
emancipation led to the Irish Cultural Renaissance. It was through the efforts of Irish
playwrights that the Irish modern theatre achieved its remarkable success during this
Renaissance. In the midst of a burgeoning theatre scene, the Irish people’s national
consciousness was brought to the forefront, and many sections of society and groups
demanded independence from foreign colonial rule and eventually The New
Constitution was adopted in 1937. We can see from the successful adaptation of Irish
modern drama to the domestic turmoil, that when the content of a play focuses on the
national traditions and spiritual life of a nation, it is easier to evoke a sense of national
pride and independence in the nation. And it is not by chance that a writer accepts
various literary influences. Only literature that is in keeping with the demands of their
time and close to their creative personality can be absorbed and drawn upon by the mass
of people, though as already noted, some aspects of Synge’s work were quite
controversial. The strong patriotic sentiments and national passions that characterise
contemporary Irish drama have deeply infected Chinese playwrights.

New Culture Movement and Literary Revolution in The May Fourth movement
in China was also a literary renaissance, a product of the political struggle against
imperialism and feudalism in modern China. The advocates of the literary renaissance
in both countries shared the literary aim of promoting the patriotic ideology of

democracy and freedom. These shared literary ideals and impassioned patriotic
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enthusiasm were the basic reasons for the resonance of the May Fourth translators with

Irish modern drama. As Taofen Zou put it,

BRZNFEEMEAAMEREN, EXBREINSHEEMDN..... 3

MAEEAERTEEXEBATENA, SBMNAZMBRERE. X%

EAIRREZE.

(The history of the Irish struggle is written in bright red blood, and is the result of
the broken bones of countless warriors... We who were unfortunate enough to be
born in China, trampled by imperialism, cannot help but feel a surge of sympathy,

excitement and shame for them.) (Tian, 2015:189)

Guo Moruo saw in the Irish nation the same sentiments of national independence and
people’s liberation that he felt. Joseph Dinshaw, a British comparative literary scholar,
once made the analogy that seeds of all influences may land, yet only those that fall on
land where the conditions are right will be able to germinate, and each seed will in turn
be influenced by the soil and climate in which it takes root, or, to put it another way:
the grafted shoot will have to receive the rootstock (Zhang, 1982).

The ‘soil and climate’ which are necessary for such an influence during the May
Fourth New Culture Movement were determined by the form of the literary revolution
and coincided with its development. In the presence of a powerful ruler, the question of

how to arouse the national self-respect of the masses, and how to enlighten the nation,
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was an important and inescapable responsibility for Irish playwrights and aspiring
Chinese scribes. The return of Irish national culture and national identity, to which the
Irish modern drama ultimately pointed, was also a great force in igniting the creative
passion of Chinese dramatists.

The dramatic creators, translators and advocates of this period believed that
‘social progress is based on the spirit of the people’, and that ‘through the reflection of
society in the theater, we can nurture and promote the upward spirit of creation’ (Jian,
Xu: 2005). Hu Shih, Chen Duxiu, Fu Sian and others respected and introduced Ibsen’s
plays, with their strong focus on social problems, and valued the new plays for the

enlightenment of the people. It was at this time that such outstanding plays as % 1f

ZHE) (The Death of a Famous Girl), {=MIRIEFILNE) (Three Rebellious Women),
and (J&13) (The Shrew) were born, and these plays laid the literary foundation for
Chinese drama. Around 1924-1930, anti-imperialist and anti-feudal plays began to be
staged, and playwrights with the ideal of saving the fate of the nation tried to change
China’s semi-colonial and semi-feudal situation and its ignorant and backward national
image through the National Drama Movement.

They admired Irish plays, especially those of W. B. Yeats, Lady Gregory, and John
Synge. It can be said that the translation of a large number of Western plays, including
Irish plays, was both an active cultural choice of advanced revolutionary intellectuals
during the New Culture Movement, and a historical coupling. Among various Irish

playwrights, Guo Moruo exhibited the deepest empathy with Synge, justifying his
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recognition as the foremost scholar of Synge studies in China without any dispute. He

examined Synge’s plays from the perspectives of class and nationality, believing that

Synge wrote with sympathy and love for the < FitFh 2%’ (‘lower classes’) and that
Synge’s plays were always filled with “—F%} NZRZLJ KL (‘a kind of sorrow for
the disillusionment of mankind’) (Guo Moruo, 1982). According to Guo Moruo, ‘% /)X
ZNARERROCE, A E T RGBT F R, UMW H A XA
We ? > (‘the Irish have a literature of sorrow and a heroic spirit rich in national

liberation, and who can say that the two are not related?’) (Guo Moruo, 1979). Here,
the relationship Guo Moruo refers to can be understood as the relationship between
national oppression and national resistance, and Synge uses his play to interpret the
national oppression suffered by the Irish, as well as the strength of resistance
accumulated by this oppression. His profound admiration for Synge and the
nourishment he drew from Synge’s plays significantly influenced his dramatic
expression. The primary impacts of this influence can be elaborately discussed in three

main aspects.

The Imagery of the Wanderer

Wandering and vagrancy have always been seen as a spiritual experience and a cultural
manifestation in the view of western culture. Ever since Adam and Eve were expelled

from paradise for stealing the forbidden fruit, and ended up wandering into misery and
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death, the history of human literature has had a very strong and deep sense of wanderlust
from beginning to end. Wandering is often viewed as a positive choice, a means for
individuals to pursue self-discovery, challenge the unknown, and resist societal
constraints. For instance, Homer’s Odyssey narrates the protagonist Odysseus’s
protracted journey home after the Trojan War, which is not merely a geographic
expedition, but also a voyage of spiritual growth and self-realization. In Romantic
literature, wandering becomes a symbol of opposition to industrialized society and a
quest for personal freedom. Lord Byron, in Don Juan, crafted an anti-heroic figure,
using Don Juan’s wanderings to express dissatisfaction with social norms and the
pursuit of individual liberty. American author Jack Kerouac’s On the Road integrates
the concept of wandering with the spirit of rebellion in modern society, depicting the
journey of 20th-century American youth in search of self-identity and freedom. In the
early twentieth century, Irish writers and even Western writers were fond of wandering
and often portrayed wandering characters in their works as a way of demonstrating their

desire for novelty and the excitement and exuberance of an expanded life force.

Chinese writers, on the other hand, have a very different mentality towards
wandering. They do not like to wander, because in ancient China, with its thousands of
years of civilisation, the cultural spirit of patriarchy and human decency is constrained,
and the notion of ancestral and family values is deeply rooted. The concept of home, of
living and working in peace and contentment, makes the Chinese people afraid of

migration and separation. As long as the country is safe and secure and there is no
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shortage of food and clothing, the Chinese will not choose to wander. Being a wanderer
in another country means a difficult journey ahead with the possibility of hunger and
cold. Besides, the Chinese are advocates of filial piety, and it is not convenient to do
one’s filial duty as a child if one is too far away from home. In Chinese literature, themes
of wandering and vagrancy are often linked with the impermanence of life, patriotic
sentiment, and individual destiny. Ancient literati, driven to wander by political
disillusionment, wars, and life’s necessities, frequently portrayed this experience in
poetry and prose as a sentiment of melancholy and sorrow.

For instance, the Tang Dynasty poet Du Fu wrote in {FX¢/\E ) (Adutumn

Meditations): ‘TLINZEARFTHR T, ARKITRRFK., (Endless fallen leaves drift

sorrowfully down, the relentless Yangtze River rolls on’. This verse captures the
loneliness and helplessness of being adrift, while also expressing a longing and
helplessness for his homeland. Moreover, wandering in Chinese literature also carries a
connotation of seeking a sense of belonging. The wandering of ancient literati was not
just a geographic movement but also a quest of the soul, as they aspired to find a place
of spiritual respite in their travels. This search is particularly evident in the pastoral
poems of Tao Yuanming, who depicted the hermit lifestyle to express his yearning for
peace and tranquility. Western writers often depicted the activities of life itself during
wanderings, thus demonstrating their heroic performance, while Chinese writers were
accustomed to writing about nostalgia and the present sorrow of parting, which was also

a vehicle for them to express their boredom and resentment towards wanderings.
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But by the May Fourth period, this spiritual situation had changed quite markedly:

RERERMNEEXEIE, £RREER, BRENERE, T2

BEERIEIUNKLEEXE, JIFHEEBCHOZ ERWIHE TR

", JLVFERTIEBCBRA— M ERGIIRTHRRE

(Modern Chinese writers, regardless of their moods and life circumstances,
whether they were radical revolutionaries or symbolists with an emphasis on
subjective expression, almost all played the wanderer’s dirge on their own
heartstrings, and almost all were happy to imagine themselves as solitary

wanderers on a sentimental journey.) (Tan, 2000:78)

Following the May Fourth Movement, wandering and vagrancy were no longer
merely symbols of personal fate’s tragedy but were increasingly endowed with

meanings of social critique and individual liberation. Lu Xun, in his story {#{% )

(Hometown), depicted the protagonist’s disillusionment and aimlessness upon returning
to his hometown. This sense of displacement not only reflected the individual’s
predicament but also unveiled widespread issues in societal transformation. Through
these images, Lu Xun criticized the rigidity of feudal society and the suppression of
individual freedom. Wandering and vagrancy also gradually became symbols of

intellectuals’ pursuit of self-identity and modernity. Yu Dafu’s novel {J7U72) (Sinking)
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describes the loneliness and confusion of a student abroad, reflecting the modern
intellectual’s struggle between tradition and modernity, and between the individual and
society. Yu Dafu’s portrayal of the protagonist’s inner world reveals the complexities of
modernity, and the inevitable challenges in the individual’s quest for self. The imagery
of wandering and vagrancy also demonstrates a fusion of realism and romanticism. Mao

Dun’s { & ) (Midnight) portrays the wandering lives of the working class and

intellectuals, reflecting the real conditions of society’s underclass and the hardships
during times of change. Simultaneously, Xu Zhimo’s poetry uses romantic strokes to
depict the individual’s wandering and uncertainty in the pursuit of freedom and love,
filled with yearning for ideals and beauty.

In these dark and stifling times, the strong patriotic spirit of the Irish dramatic
movement seems to have given the Chinese playwrights, who were bearing the burden
of the times and pursuing their spiritual home, a spiritual hankering for their lives, and
they have taken on the burden of the times, which is no longer pale and feeble, but has
a heavy historical value. The Irish dramatic movement was like an energetic and vibrant
life form that had brought a strong heat to the modern Chinese dramatic scene.

Guo Moruo, as the great literary figure of modern China, after decades of studying
in Japan, struggled to find his roots in his culture and life, leaving his soul tormented
by the journeys left Japan, and returned China. But he continued on his wandering path
in spite of the hardships, because he was concerned with the safety of his country and

the fate of his nation, for the cause of justice and progress, and for the sake of his own
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inner world, which was tormented by the suffering of his nation. He willingly embarked
on this wandering path, continuously exploring and explaining to people a whole new
set of perspective ideas about the truth of the times, the pursuit of art, and the culture of
excellence. It was because Guo Moruo consistently heeded his inner call, and made
wandering and searching his mission in life, that the Chinese literary scene of the May
Fourth period was endowed with a spirit of progress, inquisitiveness and a never-failing
cultural spirit (Zhang, 2018).

It was precisely this strong inner need and this attitude of inquisitiveness that
made him more receptive to the influence of Western culture, and allowed it to penetrate
his marrow and spiritual structure, thus influencing his mode of thinking, ideology,
aesthetic standards and other intrinsic qualities. He meticulously analysed and
compared Western literature with Chinese literature, and then used Western literature as
a reference point to reflect on his own country’s literature, as well as to learn something
of the essence of Western literature. Guo Moruo introduced Western literature into
Chinese literature, transforming it from classical to modern. In the face of oppression
and existential crisis, the Chinese people at large were also able to persist in studying
the essence of Western literature that gave him spiritual support, thus changing the

traditional Chinese image of the wanderer and giving life to it in the modern sense.
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After finishing the translation of Synge’s drama, spurred on by the case of a pair
of injured twins in The May 30" Massacre,*’ and having witnessed the brutality of some

British and Indian constables who were bullying pedestrians, Guo Moruo wrote %
£%) (Nieh Ying), namely, the fourth and fifth act in five-act historical drama {2k}
1£) (Shadbush Flower), which is one of his most representative works. {582 16)

(Shadbush Flower) originated from the story of assassin Nieh Zheng in the Spring and
Autumn Period (B.C.770-B.C.476), which tells about the assassination of knighterrant
Nieh Zheng as he went to kill the Duke Ai of Han and Xia Lei, the prime minister. After
succeeding in killing them, Nieh Zheng destroyed his face and died because he did not
want others to take revenge on his family by being able to recognize him However, his
twin sister Nieh Ying was not afraid of death and claimed her brother’s corpse and then
committed suicide.

(3%%%) (Nieh Ying) is one of the most brilliant of the two acts which specifically

portray the heroic undertaking of Nieh Ying who came with Chun Gu, a girl who sells

wine to the kingdom of Han, and then both killed themselves beside the corpse of Nieh

40 On May 30%, 1925, more than 2,000 students in Shanghai distributed leaflets, and gave speeches in the leased
territory to protest against the capitalists of Japanese cotton mill who suppressed workers strike, and killed the worker
Gu Zhenghong, and to call for resuming the leased territory. However, more than 100 students were arrested by the
British patrols. In that afternoon, more than 10,000 people gathered at the gate of the police office on Nanjing Road
in the British concession, and demanded the release of the arrested students, and Shouted slogans such as ‘Beating
Down the Imperialism’. British patrols opened fire, and killed 13 people on the spot, seriously wounded dozens of
people, and arrested more than 150 people.
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Zheng after learning about Nieh Zheng’s death. Guo Moruo’s Nie Ying carefully

handles the dialectical relationship between historical and artistic authenticity, which

utilizes the ‘FEIIENEE (‘fictional story’) to glorify’ FEFRZ .’ (‘those realistic
shadbush flowers’) of The May 30th Massacre. ‘—“™ ML AY 22 & 5 (‘4 bloody

souvenir’) (Guo Moruo, 1986) of the Chinese people’s struggle against imperialism. It
is easy to see how Guo Moruo drew on Synge’s play in his historical tragedy Nie Ying.

In terms of one of the most outstanding characters in the play, § % (blind old man),

Guo Moruo admitted that was inspired from Synge’s drama:

(&) MEHACRERE MALHSENENF —FEENEER. H

B BRRZEAFILERY

BRI OEZ FORRANRE ., BT

~N

B2 BMARK, HRETBREERABILIQTM,

(I was so proud of writing { X 42) (Nieh Ying), and particularly proud of the

character 5 5 (the blind old wanderer) in the first act. The sentiment expressed

by the blind wanderer is the deepest expression of my mind. But the visualization
of this expression was influenced by the Irish writer John Synge.) (Guo Moruo,

1982:391)
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Obviously, this recollection of Guo Moruo is a clear proof of the connection

between his creation and Synge’s drama. The character of § % (the blind old

wanderer) is described as being:

FARTRIE, BEBHEFZANELTE. AKHESPRELEHN—FEX

S5EEC, b ARMEGEZRIE

(Sixty years old or so, an experienced person in the miserable society. There is an
invisible kind of justice and compassion in human society, and this person is the

symbol of both integration). (Guo Moruo, 1982: 397)

Of course this naturally reminds people of the strolling player in In the Shadow of the
Glen by Synge. There are similarities in these two characters, just as scholar Zhong

Dehui (1984) points out:

FEEN (REPAT) B, B—DRRX, S AIHRT ZTHFE

RFHOPIVREE . (FRL) PHBIEERRN, B—RAESE—

B, BRESTEEEIEMK, AAMICHRRT RIBEARE T

Kia, RUNERXDNAE S EHEEEHERNBENIES.
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(In “In the Shadow of the Glen’ by Synge, there is a tramp who brings love and
hope to people, and he is the ‘redeemer’ in the mind of Synge. the old blind
wanderer in Nieh Ying, like a carrier pigeon, carries the heroic deeds through all
the region round about, and spreads the fire of fighting against despotism and
violence in people’s minds, and you can find the same hope and ideal of the author

on this character). (Zhong,1984)

Therefore, whether considering the blind old wanderer in {3%2%) (Nieh Ying) and the

tramp in In the Shadow of the Glen, both implicate the author’s ideal. Both of them
embody the author’s faith of life.
Although the blind old wanderer is disabled and lives in a hard life, he has a heart

of kindness, justice and hope. The blind old wanderer in Nieh Ying exclaimed:

BARVMNEB EARBBNKNFES, BMNENREXERERI, &1

HEE, BEMLARSLETRIDINRER, HEELUKREENRE,

S EEARILIF TIrET/ORENE SR, RMNSAMNEILE 1§

HIKR—1F, TOLRELCHME T, B EREZHTTORE Y.

(Although we may on the hard way and be sun-scorched and rain-drenched , and
sometimes will not free to hunger, no free to cold, we still hear some stories which
move the readers to praises and tears, or when walking in the mountain forests, or
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sleeping under the bridge while listening to the flowing sound of the river, we will
hum as little birds, and compose it into a song unintentionally. No time later can

be comparably happy.) (Guo Moruo, 1982:402)

The tramp is also like this, he tells Nora the beauty of life outside the valley and guides

her get rid of the suffering and helpless situation.

NORA What good is a grand morning when I'm destroyed surely, and I going out
to get my death walking the roads? ....

TRAMP You’ll not be getting your death with myself, lady of the house, and I
knowing all the ways a man can put food in his mouth.... We’ll be going now, I'm
telling you, and the time you’ll be feeling the cold, and the frost, and the great rain,
and the sun again, and the south wind blowing in the glens, you’ll not be sitting
up on a wet ditch, the way you’re after sitting in the place, making yourself old
with looking on each day, and it passing you by. You’ll be saying one time, ‘It’s a
grand evening, by the grace of God,” and another time, ‘It’s a wild night, God help
us, but it’ll pass surely.” You’ll be saying — ...

TRAMP {At the door.} Come along with me now, lady of the house, and it’s not
my blather you’ll be hearing only, but you’ll be hearing the herons crying out over
the black lakes, and you’ll be hearing the grouse and the owls with them, and the
larks and the big thrushes when the days are warm, and it’s not from the like of
them you’ll be hearing a talk of getting old like Peggy Cavanagh, and losing the
hair off you, and the light of your eyes, but it’s fine songs you’ll be hearing when
the sun goes up, and there’ll be no old fellow wheezing, the like of a sick sheep,

close to your ear. (Synge, 2018: 284)
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It can be seen that the image of blind old wanderer is created from the characters

of Synge’s plays. Guo Moruo provides a thorough analysis of Synge’s plays, he wrote,

EEREZXFER, TEAMINEREIER, B -MEEN

MXRRE, MEMROEEEEFNOUETHREENER

(In Irish literature, especially in the plays of John Synge, there is a general mood,
very plain and very deep, rather like a clear spring flowing quietly under a clean

cliff at dusk in autumn) (Guo Moruo, 1982:365)

This is ‘B AN IBXZ EEAMN— MR B AR (‘quite similar to the

‘Mono no aware’ of the old Japanese literature’), however, ‘fF R NEEEHNX ZE
BIBALRBHIZEZE (‘at the bottom of the sorrow is a deep love’). 1t is through the
blind man that Guo Moruo expresses this ‘{R37% 1 X AR R (‘very plain and very

profound’) mood. In the first scene of Nie Ying , the blind man carefully tells the story
of Nie Zheng in a slow and subdued tone, using the soothing and long sound of his

zither and Yu’er’s song. But this does not mean that the blind man despairs of reality or

of humanity; for him, like the rest of the * Fitbr <’ (‘lower classes’), has’ #8H [g]

BZ1E  ‘(‘mutual love’) in his heart. (Guo Moruo, 1926) Guo Moruo thought that

‘RERLEMTRESRVZLENA, FTEEREVIBKIEZ (Conly those who

have truly understood deep compassion can have a true sentiment of salvation’). At the
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same time, Guo also recognised that the Irish had a different understanding of salvation

and suffering from that of Buddhism. Buddhism, which ‘(B 4 HEZE, SAFT

TR (‘takes life as a suffering and leads people to silence’), is a ‘&Y M E

(‘negative approach’) that has proved impractical for two thousand years. The Irish, on
the other hand, used literature to express their sorrow while at the same time being filled
with the heroic spirit of national liberation. To demonstrate the close connection
between the literature of sorrow and the spirit of the nation, Guo Moruo cites the great

battle of the Japanese general J3 K% #i (Nogi Maresuke) during the Russo-Japanese

War and his sorrowful Chinese poem — (&M IKINY *(Outside Jinzhou)

UNEAREOR, +ERERLST.
IESARBIARE, MR,

(Mountains and rivers turn desolate, the vegetation withers,
For ten miles the wind carries the stench of a fresh battlefield.

War horses hesitate, and the soldiers remain silent,

41 Tn Japanese history, ‘Jinzhou’ refers to the Jinzhou District of Dalian City in Liaoning Province, China. Jinzhou has
significant military importance due to its strategic location. General Nogi Maresuke, a prominent figure in the
Japanese Army, led his forces to attack and capture Jinzhou during the Russo-Japanese War, as part of the Battle of
Port Lvshun. Jinzhou District is situated at the southern tip of the Liaodong Peninsula, making it a crucial
geographical location and a necessary gateway to Port Lvshun. During the Russo-Japanese War, the Japanese

forces needed to secure Jinzhou to advance towards Port Arthur. Therefore, Jinzhou’s strategic importance was

particularly evident during the conflict.
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Outside the city of Jinzhou, they stand in the slanting rays of the setting sun.)
(Guo Moruo, 1979: 223)

In this poem, Guo Moruo sees that ‘8z R IABEWS B WIE=FEMIE (‘he

was able to have the power to reign over the three armies’) because ‘Il> 1 H TR Y]

IR ( ‘there was a very deep sorrow in his heart’) (Guo, 1979:223). It is clear that

the image of the blind man portrayed by Guo Moruo in Nieh Ying carefully is based on
his understanding of Synge’s plays. The protagonists of Synge’s plays are sorrowful,
but at the same time compassionate and powerful. The blind man goes from ‘pity’ to
‘respect’ for Nieh Ying and Chun Gu, and determines to spend the rest of his life
spreading their spirit, and this is a sublimation of the ‘love’ in his heart. This spiritual
journey is also the deepest expression of Guo Moruo’s heart.

The shadow of the blind man can be seen in the tramp in In the Shadow of the Glen. In

his translation of (ZIFFILINAIKMIEED (The Collected Plays of John Synge) , Guo

Moruo writes: ‘ZHIEf (A5 F1%) EMRNEEEN. (FFRER) B

EBDNERA, E2MXMERPHEHE, RAZHERN, EHARRAR

JERR'. (‘The power of love he (John Synge) respected in the extreme. The wanderer in

In the Shadow of the Glen is the saviour of his world, which, though negative, does not
allow you not to be negative’) (Guo, 1982:403). In In the Shadow of the Glen, the

Wanderer wanders around, his heart is full of sadness. But when he witnesses Nora’s
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unhappy married life, he feels compassion for her, and in a moment of desperation, he
steps up to the plate and bravely lends a helping hand. He wants to get Nora out of the
‘damp pit’ and out of the ‘panting old man’ who is ‘like a sick sheep’. He will take her
to a place where the larks and the paintbrush call, and where Nona can say, ‘4h, what a

night’ (Synge, 2018:286-291).

Just as the Wanderer took Nora away and gave her a new lease of life, so the blind
man spent the rest of his life singing about Nie Ying and Chun Gu, perpetuating their
spirits on earth with the sound of his own zither. It is evident that Guo Moruo had an
insight into the compassion in Synge’s bland but profound world, and the national spirit
of resistance to oppression that is transformed by that compassion. Moreover, in Nieh
Ying, apart from the blind man who turns his grief into strength and transforms the
compassion in his heart into the motivation to move forward, Nie Ying and Chun Gu
are so grief-stricken that they go forward to their deaths without reluctance, so that Nie
Zheng’s heroic deeds can be carried forward, allowing the power of justice to permeate
the land.

Through an analysis of the behavioral representation of the blind man in Guo
Moruo’s adaptation, influenced by the tramp figure in Synge’s In the Shadow of the
Glen, this thesis concludes that it was Synge’s creative philosophy that inspired Guo to
subversively adapt the traditional Chinese imagery of the wanderer — typically depicted
as dirty, lowly, and lazy — into a literary figure embodying noble ideals and deep

compassion, understanding profound benevolence and love, and filled with strength.
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Perpetuation of Romanticism

This thesis has previously detailed the diachronic development of Guo Moruo’s political
philosophy, illustrating how his views evolved in response to changes in both Chinese
and international contexts. Initially an impassioned student, Guo harbored patriotic
sentiments yet hoped for the emergence of a strong central government from within the
warlord factions to lead the nation toward prosperity. This progressed to employing
political metaphors to satirize the warlord government and encourage public uprising
for freedom, and then to explicitly aligning with nationalist camps advocating for
bloody revolution, culminating in a reflection on extreme nationalism and an adherence
to internationalism. Similarly, Guo Moruo’s literary creative philosophy transformed
alongside shifts in his political philosophy, moving from initial Romanticism to later
Realism. However, it is important to note that Romantic elements continuously
permeated his work throughout these transitions. This consistent literary style can also
be attributed to the influence of Synge’s drama, which exemplifies a subjective
Romantic expression centered around his personal ideologies. Synge’s plays are not
merely objective reproductions of real life, but profound expressions of an idealized
life. This idealism is particularly evident in Synge’s historical plays, where emotional
idealism integrates distinctly within the narrative.

Synge’s play Deirdre of Sorrows invokes the story of Deirdre, the magical beauty
of Western European legends of sorrow and sentimentality. In Synge’s historical play,

however, we are presented with a new image of the Princess Deirdre, imbued with the
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writer’s subjective ideas. Despising the existing life of the nobility, Synge’s Princess
Deirdre wanders the wilderness, living in poverty and loneliness for the freedom and
love she desires. When she learns that her lover has been murdered by the king, she is
outraged and chooses to die with him, martyring herself for her love and successfully
defeating the king’s treacherous plan to force her into marriage. In Synge’s play, Deirdre
is clearly not the same as the legendary Deirdre, but is given a brave and strong
personality in the drama. Although Synge’s play still maintains a sad atmosphere, we
feel more of the image of Deirdre as a fierce woman in pursuit of freedom and happiness,
a tender and lingering love to which Synge gives more passion, and a fierce Deirdre
who becomes a symbol of Synge’s quest for a better life.

Guo Moruo adopted the distinctive creative philosophy of Synge, and arguably
that of the majority of playwrights involved in the Irish Dramatic Movement. As
William Butler Yeats (1983) elucidated in his exposition of their dramatic creation
theory, ‘We have the privilege of naming the creations in our heads after historical

figures’, which Guo extended into his own writing perspective of ‘BEH AMIGEC

MG~ (speaking one’s own words through the ancients) (Tian, 1957). In his view, the

creation of historical dramas fundamentally serves to express the playwright’s ideals.
As playwrights, particularly of historical plays, they should infuse their thoughts and
emotions into their works, viewing ancient figures and events through a contemporary

lens: ‘AT, S FIK (‘To see history through myself, and to see myself in

history’) might encapsulate his attitude toward historical events and characters. In Guo
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Moruo’s { £z # ) (The Flower of T ang-ti), we observe his frequent use of

‘borrowing the bones of the ancients’ to convey his reinterpretations of history and

project his fervent pursuit of an ideal life. Based on the { ¥ & %% ) (4Assassins’

Chronicle), The Flower of T"ang-ti portrays Nieh Zheng as a hero willing to sacrifice

himself for freedom. According to {5210 * ®I & 5| 1% ) (Records of the Grand

Historian: Biographies of the Assassins), Nieh Zheng was originally a butcher living in
poverty. Discontented with the oppression by the king of Han,*? he fled to Qi. Yan
Zhongzi, persecuted by Han Kuai and seeing his family nearly destroyed, sought out
Nieh Zheng, hoping he would avenge him. Grateful for Yan Zhongzi’s recognition and
trust, Nieh Zheng agreed to this request. The primary motive for Nieh Zheng’s

assassination of Han Kuai can indeed be attributed to the ethos of ‘+ HHFHI = FEIE’ (‘a

man dies for those who appreciate him’). In The Flower of T"ang-ti, Guo elevates this
act to the noble virtue of sacrificing one’s life in vengeance for one’s country.

Guo Moruo and Synge both infused their works with personal emotions, and
although they extensively drew upon historical events and figures, they often injected
their own strong personal ideals and values into their dramas. Most often, they utilized
their rich imagination to depict more self-centric historical characters, frequently
blending fiction and imagination as artistic techniques. Yeats (1989) once stated,

‘Writers create their images partly from tangible, real experiences and partly from

42 Han and Qi are the name of countries in the Warring States Time (B.C. 475-B.C. 221)
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dreamlike, imaginative sources’ (Yeats, 1989). This idea aligns with Yeats’s notion that
creativity emanates from both reality and fantasy, merging the tangible with the ethereal
to forge compelling narratives. Clearly, the ‘dreamlike’ here refers to the writer’s
imagination and creativity. Guo Moruo and Synge not only adapted from their nations’
histories but also reflected on their own subjectivity and ideals, often drawing from
different historical events and figures to create new plays with their own subjective

coloring. Guo Moruo once said:

CAERZE) REBEEHEENE T RBERNEENTFRET . XA

t4tt]

FECHBERMABEINAENRBENREENT (I The

Flower of Tang-ti, I merely borrow some historical shadows to exercise my creative
wrist. There is nothing more splendid than pouring one’s own emotions and

passions into the soul of a character’) (Guo Moruo,1959:7)

If Synge’s The Shadow of the Glen is compared with Henrik Ibsen’s 4 Doll’s House,
many similarities can be observed in themes, subject matter, and plot handling between
the two plays. However, Nora in 4 Doll’s House challenges traditional marriage and
gender roles, reflecting Ibsen’s critique of gender inequality in Norway and the broader
context of Europe. His works often explore the conflict between the individual and

society, especially the tension between individual freedom and societal expectations. In
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The Shadow of the Glen, although Nora also displays dissatisfaction with traditional
lifestyles, her rebellion is more focused on the pursuit of personal emotions rather than
on challenging the broader social institutions. Synge leans more towards Romanticism,
emphasizing emotional authenticity and a return to natural essence. His works tend to
explore personal inner freedom and emotional expression, rather than overt social
reform. Set in a deep, gloomy glen, an old, indifferent husband and a young, beautiful
wife live together like strangers. Synge seeks to unveil the mysteries of the human spirit,
displaying a longing for the unknown world of freedom and the pursuit of a vibrant
emotional life. Synge’s drama focuses on the delicate portrayal of the spiritual world of
characters, adept at revealing the undercurrents of their emotions.

Inspired by Synge, Guo Moruo continued to expand this romantically-colored
critical realism in his subsequent historical drama creations. Reflecting social realities
through the spiritual world of individuals, and expressing rejection of the existing
society and aspirations for a beautiful future through human spiritual agony. This is
vividly demonstrated in Guo Moruo’s historical play Qu Yuan, written during the
AntiJapanese War in 1942. Qu Yuan tells the life story of Qu Yuan, the great poet of the
Chu state during the Warring States period. As an official and poet of Chu, Qu Yuan
dedicated his life to the prosperity of the state and the happiness of its people. Ostracized
for advocating reforms and opposing corruption, he was eventually exiled. During his
exile, he composed many poems expressing his love for his country and his pursuit of

ideals. Ultimately, unable to realize his political ambitions and facing the peril of his
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nation, Qu Yuan drowned himself in the Miluo River. The contradiction and struggle
between national interests and personal ideals are central themes of the play. His loyalty
and ideals, unable to be realized in reality, reflect the helplessness and tragic fate of

individuals in a corrupt and dark political environment.

Symbolist Creative Techniques

Symbolism emphasizes the subjective experiences and inner worlds of individuals,
focusing on human spiritual and psychological states rather than the depiction of
objective reality. This subjectivity imbues the works with a personal hue and a sense of
mystery, often employing mysticism and metaphors to convey thoughts that are
invisible or difficult to express directly. For example, themes such as the soul, death,
and love are explored through dreams or mystical imagery. This creative method is fully
realized in Synge’s Riders to the Sea. On the surface, it may appear to be a work of
realism or even naturalism, but it is not. The story is set on an isolated island surrounded
by the sea, with a setting in a small kitchen stocked with everyday necessities of the
island’s residents, such as fishing nets, oilskins, and spinning wheels; the characters are
ordinary fishermen, and the plot revolves around the daily lives of fishermen: men
going out to sea and women doing household chores at home. Life at sea is
unpredictable, and the threat of death looms constantly. The entire drama narrates the
daily lives of fishermen, wherein these seemingly mundane scenes are rich with

symbolic meaning.
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Riders to the Sea tells the tragic story of the island’s Maurya family, whose
husband and six sons are successively swallowed up by the sea inexorably. But their
courage to challenge the sea reflects the human spirit of struggle against all odds. At the
very beginning, the context of the whole play is set out: the sea and the isolated island.
The sea is not portrayed in a very concrete way in the play, but through the fate of the
seafarers, we can feel its powerful force that swallows everything. The wind howls, the
waves roll, the sea is treacherous and dangerous which threaten the lives of the lonely
islanders. The sea is a symbol of nature; the isolated island is a symbol of mankind, and
the relationship between the sea and the isolated island is a symbol of the relationship
between nature and mankind. Man is surrounded by nature and cannot be separated
from it, praying for its survival, but at the same time fighting against it all the time, in
order to resist its aggressions and thus fight for one’s own survival. But mankind is so
small and impotent in the face of nature, which is capable of overcoming everything,
that man often offers his life as a sacrifice to nature. The fact that all the men of
Maurya’s family are buried at the bottom of the sea certainly suggests the cruelty of the
struggle and the doomed fate of mankind. In addition, the fishing nets and spinning
wheels are placed together on the stage with the coffin boards. The spinning wheel is a
necessary tool for fishermen, while the coffin board is for the dead, a symbol of the
death of life. The juxtaposition of the two here undoubtedly demonstrates that death is
part of the fishermen’s daily life, that it cannot be avoided, and that in the fishermen’s

case, it can come at any time, making it seem so unusual. The juxtaposition of life and
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death is the whole human condition. The story of a family on an island is but a moment
in the long history of the world, and the struggle between man and nature has never
ceased and will continue. But it is also these ordinary representatives of men who fight
the waves with flesh and blood, who die generously, while women who endure the
hardships of life and the pain of the spirit with a soft but never weak resilience, and face
the death with men with equanimity and courage of another kind.

If we think of the context of Synge’s work, we can see that from a symbolic and
postcolonial perspective, the sea was the embodiment of the cruel colonial rulers of the
time, the very forces of reaction that oppressed the Irish nation. The sea is a violent,
ferocious and raging force that threatens the lives of the island’s fishermen and hinders
their production and development. Even so, Maurya’s family did not give in to such a
powerful and unconquerable sea, for they were the embodiment of the whole Irish
nation. Whether they are grandfathers, fathers or the younger generation’s men or
women, they are strong and fearless in their struggle against the sea. This is, at one level,
the profound meaning of the play. All meaning is implicit, and Synge does not impose
his intentions on the audience with superficial symbolism and artificial imagery, but
rather implies profound morals through realistic characters and ordinary lives. Synge’s
blend of realism and symbolism is a perfect interpenetration in this play.

This highly artistic writing style profoundly influenced Guo Moruo at the time,
leading him to create the poem Morning Light in 1928. In this poem, Guo Moruo

portrays a scene
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VBR, RAEEREXRN, AERNHHANERT BETRIRBNTE,

CEATHE T BRRRE, By R,

B RN ZIBRICAY
(The sun shining on the earth in the early morning, and at the call of the warm
sunrise, the spirit of clams slowly awakens, finally breaking free from its shore

shell and throwing itself enthusiastically into the embrace of the sun.) (Guo Moruo,

1959:34)

The images and settings in this play possess typical symbolic meaning. The spirit of
clams is the symbol of the awakened youth of the May Fourth movement. The sunrise
is a symbol of the spirit of that times in China, while the shells of clams are a symbol
of the feudal dictatorship. The scene in which the shells of the clams are thrown into
the sea and dance in the rising sun symbolises the excitement and ecstasy of the Chinese
playwrights at the developments of the time. Guo Moruo considers Morning Light to
be his first small attempt to learn Western symbolism, which later developed into an

important artistic device in his playwriting.

Guo Moruo often ties his realistic feelings and realistic ideals to the symbolic
allegory he is trying to present, showing profound real-life content. His passionate
affirmation of socialist thinking and positive aspirations in the early May Fourth

movement are well reflected in the play (INTTH 2 —=F) (The Two Sons of the Lone
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Bamboo King) (Guo, 1959). The play’s protagonist, Bo Yi, abandons his position as

king of the Lone Bamboo State and travels to a deserted place. Here, Bo Yi’s escape is
a symbol of spirituality, and is not presented as a specific plot point. The Lone Bamboo
State, from which Shu Qi and Bo Yi flee, is a symbol of the ugly reality of society in
Guo Moruo’s eyes, while the deserted place to which they come is the ideal world that

he envisions. Guo Moruo’s utilizing of symbolism in this play has become more skillful,

with the depiction of the characters, the natives ‘B X X E R & . B L FE K

IN (‘wrapped in yellow clothes and wrapped around their bodies, with large brass rings

in their ears’), symbolising the ancient people of China. The words and actions of Shu
Qi and Bo Yi, who long to escape from the ‘present world’, are a fierce attack on the
decadence and darkness of the real world, while the natives’ quest for a life of freedom
and equality and genuine love for one another is a reflection of the author’s own hopes
for the future world. In addition, the brothers Shu Qi and Bo Yi are symbols of the petty-
bourgeois intellectuals of the May Fourth movement, showing their progressiveness and
weakness, but also implying a spirit of severe self-criticism. It is easy to see that Guo’s
early plays are often shrouded in such a rich veil of symbolism and embody a
progressive, positive ideological tone. Although Guo’s symbolism is said to have been
learned from the Symbolist plays, it is undeniable that his symbolic imagery is closer
to that of Ireland’s Synge, clearer, more singular and with a very obvious and easily

grasped moral.
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Guo Moruo once said: ‘EIF X Z BIRFEENEFREENBHIERMNF

T H— PRI TR (‘True literature is a world of symbols sublimated by the purely

spiritual action of a very rich life’) (Guo, 1981). As an artistic expression, symbolism
is a way of expressing the combination of the phenomenal world and the unknown
world. Symbolism therefore also has a very clear mystical dimension. After carefully
studying Synge’s plays, Guo believes that in Synge’s writing: ‘& &BEI1EE B &fHE —
MORORERSZE, WAKLRNER, NALNLDKHRE. * (‘there is
a disillusioned sorrow flowing, a disillusioned love for humanity, a disillusioned sorrow

for reality’) (Guo, 1981). He also tried to inject this ‘disillusioned sorrow’ into his own

theatre, and in 1922 he produced B Yt) (Moonlight) (Guo, 1959), a play. The subtitle
of Moonlight is ‘BRTRRBEZEHLE 2R’ (‘Dedicated to the Spirit of Mr. Chen

Shenhou’), which shows that it is a tribute to his deceased friend.

Moonlight presents the spiritual journey of a doctor fighting a lonely battle with
reality. Guo Shuruo chooses the last journey of the protagonist’s life to show the
‘disillusioned sorrow’ of his inner world. Guo places the protagonist’s life in a poetic
illusion in which he is free from the heavy mental oppression that dark reality imposes
on him, and also from the mental anomalies caused by the surrounding scenery are
deflated by the illusion. Finally, the doctor sank quietly into the world of moonlight. At
this point, he recalls his childhood and his hometown under the moon, and in this realm,
his pulse finally stops beating. The development of the protagonist’s inner emotions
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becomes the main internal driving force of the play, and the dark forces that cause his
tragedy recede into the background of the play. The shadows of the sycamore trees
outside the window also become a symbol of a dark reality in the subjective vision of
the protagonist, thus creating a mysterious atmosphere.

The creative philosophy and techniques Guo Moruo inherited from Synge’s plays
had a profound impact on him, such that even setting aside the notions of political
philosophy, if Synge’s plays could transcend time and space to appear directly before
Guo, he would undoubtedly find resonant elements within Synge’s unique creative
methods. However, during that era, art and politics were conjoined elements, reflecting
each other inseparably. Chinese scholars, faced with the internal and external crises of
a fragmented nation, did not prioritize art for art’s sake; this context underlines why this
thesis has argued that without the Irish and Japanese nationalists’ interpretations of
Synge, there would not have been the serendipitous discovery and fervent translation
by scholars like Guo Moruo who studied in Japan, nor the emotional resonance with
Synge’s literary creation that transcended time and space. It was indeed due to the
involvement of politics that Guo was not satisfied with merely the realistic elements
presented in Synge’s plays; like his Japanese contemporaries, he performed creative
translations and adaptations of Synge’s plays that were aligned with China’s national

conditions and his own political philosophy.
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Infusing ‘Revolutionary Elements’

In the chapter discussing Guo Moruo’s political philosophy, it was mentioned that his
1921 work The Lament of the Shepherd used Korea as a metaphor for China, satirizing
Sino-Japanese relations through the lens of Korean-Japanese interactions. In the 1922

piece {EN 5 FITHIXIEY (Dialogue Between the Yellow River and the Yangtze

River), he displayed direct political resistance, calling for the awakening and struggle
of the people. The rapidly changing political situation in China led to a significant

transformation in his political philosophy within just one year.

The founding of the Chinese Communist Party in 1921 marked a new stage in the
Chinese revolution. Between 1921 and 1922, Guo Moruo encountered and embraced
Marxist thought, gradually realizing the importance of proletarian revolution and
beginning to express support and a call for revolutionary struggle in his works.
Additionally, the flourishing of the international communist movement in 1921,
particularly the success of the Russian October Revolution, had a profound impact on
Chinese revolutionaries. Inspired by these international events, Guo Moruo recognized
the importance and urgency of revolutionary struggle, which became the root cause of

the dramatic shift in his literary direction.

This shift in creative concept is evident in his translations of Synge and

subsequent works, which imbued Synge’s literary image with a unique ‘revolutionary’
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aspect in its Chinese dissemination — an aspect absent in the interpretations by Japanese

scholars and Irish nationalists.

In Guo Moruo’s translation of Synge’s plays, there is an image that appears

repeatedly: the ‘ZEARAE (shadbush flower-> T’ ang-ti flower”) which was translated from

furze in Synge’s plays. In fact, the shadbush flower can be only found only in China

and Japan. Therefore, in Synge’s Chinese translation, the image of ‘4%’ (‘T ang-ti

flower’), which is a specially adapted translation and has been repeatedly used, has to

be understood as the foreshadowing of Guo Moruo’s original play { iR TE) (The

Flower of T"ang-ti). Guo Moruo adapted ‘furze’ in the original Synge’s play into T angti’
(shadbush flower) which has a special meaning in both China and Japan which this

thesis believes he did a creative translation to express his political philosophy.
In {985 0 IMAIXKHHEE ) (Dramatic Works of J. M. S.), the image of ‘FE4EE’

appears in both Guo’s translation of The Playboy of The Western World and The Well of
The Saints. This image appears twice in The Playboy of the Western World. One is that
Shawn Keogh tells Pegeen about his discovery of Christy Mahon, and another one
occurs when Mahon describes his previous rakish life to Pegeen. These corresponding

original passages from Synge’s plays are as follows:

SHAWN — [going to her, soothingly.] — Then I'm thinking himself will stop along
with you when he sees you taking on, for it’ll be a long night- time with great
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darkness, and I'm after feeling a kind of fellow above in the furgy ditch, groaning
wicked like a maddening dog, the way it’s good cause you have, maybe, to be
fearing now. (Synge, 2018: 135-136) ....

CHRISTY. I did, God help me, and there I'd be as happy as the sunshine of St.
Martin’s Day, watching the light passing the north or the patches of fog, till I'd
hear a rabbit starting to screech and I'd go running in the furze. Then when I'd
my full share I'd come walking down where you’d see the ducks and geese
stretched sleeping on the highway of the road, and before I'd pass the dunghill, I'd
hear himself snoring out, a loud lonesome snore he’d be making all times, the
while he was sleeping, and he a man ‘d be raging all times, the while he was
waking, like a gaudy officer you’d hear cursing and damning and swearing oaths.

(Synge, 2018: 153)

In the translation of The Well of the Saints, the image of ‘ E4#$£’ also appears in

two places. one appears when Martin Doul and Mary Doul describe the benefits of
blindness, and another one occurs when the saint shows perplexity when Martin Doul

refused his help.

MARTIN DOUL. I’ m smelling the furze a while back sprouting on the hill, and if
you’d hold your tongue you’d hear the lambs of Grianan, though it’s near drowned
their crying is with the full river making noises in the glen. (Synge, 2018: 114) ....
SAINT. And did you never hear tell of the summer, and the fine spring, and the
places where the holy men of Ireland have built up churches to the Lord? No man
isn’t a madman, I’'m thinking, would be talking the like of that, and wishing to be

closed up and seeing no sight of the grand glittering seas, and the furze that is
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opening above, and will soon have the hills shining as if it was fine creels of gold

they were, rising to the sky. (Synge, 2018:120)

Furze, also known as Gorse, is a common shrub that typically grows in Europe and
North Africa, particularly in the rural and wild areas of the United Kingdom and Ireland.
Due to its ability to thrive in barren soils and harsh climate conditions, and its capacity
to bloom for most of the year, Furze symbolizes hope and resilience in Western culture,
conveying a spirit of positivity and optimism in adversity. British poets and writers
frequently depict this plant in their works to enhance the realism and symbolic meaning
of the scenery. For instance, in Emily Bronté’s Wuthering Heights, Furze is described
in the wilderness to symbolize the desolation of the environment and the tumultuous

fates of the characters.

When Guo Moruo translated Furze, he likely encountered significant challenges
given that Furze is native to Europe and is considered an invasive species in other
regions, such as China. According to the Scientific Database of China Plant Species
(DCP), Furze was cultivated in large areas near Chengkou district, Sichuan province,
originally introduced by French missionaries near churches. French missionaries
established many churches in Sichuan province between the 1860s and 1880s,
conducting agricultural experiments and introducing European plants. By the late 19th
and early 20th centuries, missionary activities became more frequent, and they often

introduced European plants near churches to improve the local environment or conduct
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agricultural experiments. Guo Moruo translated Synge’s play around the 1920s, and as
a native of Sichuan province, it is highly probable that he was aware of the Chinese
name for Furze. Even if he did not know the exact Chinese name, his choice to translate
Furze as ‘T’ang-ti Flower’, a plant only cultivated in China and Japan, demonstrates his
creative translation efforts to adapt Synge’s play to serve revolutionary purposes.

In ancient Chinese poetry and literature, the T ang-ti Flower is often used to

symbolize brotherly affection. In {{FZR/NH-EHE) (The Book of Songs: Minor
Court Hymns: T ang-ti), T’ang-ti, there is a verse that reads: ‘EfZ £ SEAFEHE,
NSz AN, BuWR%E, ez m, RFBEFLIKR. ~ (‘The Tang-ti Flowers are

radiant. Among all people today, none are like brothers. In the face of death and
mourning, brothers are deeply compassionate’). This verse describes the beauty of the
T’ang-ti flowers and uses it to symbolize the harmonious relationship between brothers.
Thus, in Chinese culture, the T ang-ti flower primarily represents deep affection and
harmonious coexistence between brothers.

However, in Guo Moruo’s context, the T ang-ti flower does not embody this
idealized traditional value. Guo Moruo’s translation of Synge’s plays occurred before
he wrote The Flower of T"ang-ti but the naming of the T ang-ti flower reflects the values
he consistently upheld during that period. Therefore, we can find clues in The Flower
of T"ang-ti that support the idea that Guo Moruo creatively used the T’ang-ti flower to

translate ‘furze’, imbuing Synge’s play with a revolutionary essence.
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In the historical drama The Flower of T"ang-ti, Guo Moruo explores the conflicts
and brotherly relationships among the princes of the Jin state during the Spring and
Autumn period. This brotherly relationship is not merely harmonious but is interwoven
with power struggles, betrayal, and complex interpersonal dynamics. By using the
symbol of the T’ang-ti flower, Guo Moruo reveals the complexity of historical brotherly
relationships, encompassing both harmony and conflict, reflecting the multifaceted
nature of human relationships and political struggles. This naming also allows Guo
Moruo to reflect on and critique traditional values, highlighting the significant gap
between reality and ideals. This reflection indirectly critiques social injustice and
corruption, calling on people to examine and resist unfair phenomena. Although the
T’ang-ti flower traditionally symbolizes harmony, in Guo Moruo’s works, it can also be
endowed with new symbolic meanings, representing resistance to power and oppression.
In The Flower of T"ang-ti, the conflicts between brothers represent a challenge and
resistance to power structures. Through this naming, Guo Moruo seems to
metaphorically allude to those who maintain resilience and a spirit of resistance under
oppression, reflecting his pursuit of justice and freedom. During the tumultuous period
in China, marked by internal and external troubles, the T ’ang-ti flower conveyed the
message of fighting against imperialism, feudalism, and all forms of injustice,
symbolizing the struggle for freedom and equality.

Guo Moruo applied the T’ang-ti flower, imbued with the virtues of the new era,

to Synge’s The Well of the Saints and The Playboy of the Western World. Firstly, because
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both plays feature furze, and more importantly, because both plays allowed Guo Moruo
to find themes of resistance and critique against the old order and old world. This
creative translation endowed Synge’s plays with meanings beyond satire and criticism
in the context of contemporary China, encouraging resistance and even revolutionary

struggle.

The Revolutionary Trajectory of the Storyline

In The Flower of T ang-ti, beyond the revolutionary nature expressed through the
creative translation of ‘literary imagery’, there exists another more striking and
poignant element that underscores Guo Moruo’s deliberate intent to steer Synge’s play

towards a revolutionary direction.

According to Guo, the mood of life of this class in Synge’s writing seems to be ‘— 7t

B MEIRR] (Ca kind of fatalistic tragedy’), which Synge ‘A F| 7 X FRIEE],

{B NENIE a0a] 3k OB KX M AEEIA9ARIE (Cexperienced but did not know how to

eradicate the root of this tragedy’). According to Guo Moruo, ‘X2 [HMELF X HE

FR 14> (‘this was the limitation of the old realism’), and if Synge had gone further ‘{2

FANG8ER° (to rebel against the ruling class’), he would have gone from a ‘Jk
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DAL (‘grey Synge’) to a ‘2T B RYININ (Cred Synge’).® So, there is something

unique about the creation of Niek Ying, that is, while drawing on the realist elements of
Synge’s play, he breaks out of their limitations. The tramp saves Nona, but there are
many more ‘Nona’s struggling in the ‘wet pit’, and in this sense the wanderer is
‘negative’. Unlike the tramp, Nieh Ying and Chun Gu transform their brotherhood and
love into a fearless spirit, sublimated into faith, which they defend at the cost of their
own lives. At the end of her life, Chun Gu uses her last strength to accuse the soldiers

defending the city of the sins of the king of country of Han and its prime minister, saying:

‘BEAFERELCZREE, mE2RATEE, HNETRE—HFHN

A EBRETIRKZEMESEL AMEINEREAERILLEEES

. -

(The people in country Han are so poor that they can only eat beans and rice and
patchouli because there is a king, and we are born the same people, but those who
do the hard work will always do the hard work, and those who don’t will have

someone in a high arch over us). (Guo,1948:23)

43 The color red, symbolizing the color of blood, acquired new significance during the period of internal and external
strife in China. It came to represent revolution, embodying the spirit of advancing courageously, breaking all
constraints, and overthrowing the old order and the old era.
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BANRMAF AL T B IAYERN, FMNevEara 7 e Mesini.

(Our blood and sweat have become their money, our lives have become their toys).

(Guo Moruo, 1948: 23)

Chun Gu’s accusation moved the soldiers on the defensive, and they went on to kill the

three sergeants and shouted in union, ‘F{IEREE! I MBEREZE! - (Let’s be
robbers! Let’s be robbers! ......") (Guo Moruo, 1948:24). It is not difficult to see how

Guo Moruo’s portrayal of Chun Gu transcends the limitations of Synge’s old world.
Chun Gu’s defiance of the ruling class reflects that when Guo inherited Synge, he
interpreted and adopted Synge’s plays into a new looking which cater more for the
needs of the developing revolutionary situation of the new China. The portrayal of Nieh

Ying and Chun Gu is the embodiment of his full creative freedom to overturn the

established cases of history and he is able to IEHRBFHBIFIN MW AEB &K

N’ (Cinterpret the ancient spirit into the present’). The political atmosphere of Nieh Ying

s UMEKEERNPHAETE, XTHERZZET —EXUNNBHEE

W

1’ (‘based on the theme of the pro-assembly and anti-secessionism, which needless to

say is a mixture of subjective opinions’) (Guo Moruo, 1986:384). As the new China
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entered the primary stage of socialism, when Nieh Ying was staged again on 7" May

1958, Guo modified the end of the play so that Chun Gu would not die, and ‘%, ¥

B ARIKFE (‘Chun will live forever with the people’) (Guo Moruo, 1948:24 ). As can

be seen, although Guo Moruo’s historical play Nieh Ying is written on a historical

subject, it has a strong sense of reality.

Similar plot elements also appear in other historical dramas by Guo Moruo, such

as {EBBEY (Wang Zhaojun). This play centers on the famous historical figure Wang

Zhaojun from the Han Dynasty, and tells the story of her being selected for the imperial
harem, later sent to the frontier for marriage with the Xiongnu due to a defaced portrait
by a court painter. This historical drama inherits Synge’s theme of wandering. The
heroic wanderings of the protagonists, Wang Zhaojun and Mao Shuju, are characterized
by their resolute rejection of Emperor Yuan’s pleas to stay and their determined
departure from the country towards the desert. This contrasts sharply with Synge’s
characters’ disillusionment and fearful ignorance of the future, as Guo’s protagonists
display courage and immense spiritual strength in breaking free from mental constraints.
The story of Wang Zhaojun reflects the class contradictions and oppression in feudal
society, emphasizing the necessity of women’s liberation. It critiques the constraints and
exploitation of women in feudal society, and expresses support for the elevation of
women’s status. This redefinition and empowerment of female roles, calling for social

and political reform, embodies his revolutionary thinking.
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Additionally, in his play (¥~ 52 A&) (Under-Pillar Officer Enters the Pass),

Guo Moruo articulates through the character Laozi the reflections on life after

wandering:

BN BEENNERE O URFHENEE, BREXIMTH P UIRERNFIRE,

IRAFBR BT —3k4, BILVFERET HZMES, 'EEIAEZE, INEHRE

— BN LETER (1 thought fleeing to the desert would demonstrate my purity, that

I would gain great benefits from this behavior. Little did I know I would lose an ox
and almost lose my life,” and ‘Return to the human world, and live a proper human

life’) (Guo Moruo, 1986:323).

The sense of wandering in his works is imbued with a passion for breaking free from
constraints, bursting forth with tenacious vitality. This positive, transformative vitality
bestows a ‘revolutionary’ nature on his characters. This revolutionary trajectory of the
storyline is Guo Moruo’s creative adaptation of Synge. He infuses Synge’s works with

a ‘red’ brilliance on the stage of Chinese history.

Conclusion

In the process of cultural transmission, any intermediary (including individuals, groups,

and nations), will actively or passively select, eliminate, discard, and manipulate the
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transmitted materials based on their own needs, understanding, and nature (Maguire &
Matthews, 2012). For Guo Moruo and other Chinese students studying in Japan, from
the moment they crossed the sea to study, they already had a clear subjective intention:
to understand more about the Western world and advanced Western science and culture
through Japan as an intermediary. Therefore, they would subjectively perceive, learn,
and absorb what they wanted to study, intentionally ignoring parts that did not align
with their political philosophy and creative thinking.

At that time, Japan was a relatively prosperous, upward-moving, and vibrant
emerging capitalist country, in a stage of vigorous development. It was the best medium
for the fermentation and dissemination of Western literature and cultural ideas. However,
this transmission could not escape the effects of cultural mutation. The playwrights of
the Irish dramatic movement, upon reaching Japan, were also influenced by the rich
cultural atmosphere of the late Taisho and early Showa periods in Japan. Thus, the
Western literature and cultural ideas that Guo Moruo and other Chinese students
encountered were mediated within a specific environment and context, essentially
second-hand materials presented through the Japanese cultural lens.

This mutated culture and thought had a significant impact on Guo Moruo and the
other students studying in Japan at that time, influencing the trajectory of Chinese drama
thereafter. It is important to note that, within the Japanese cultural context, neither the
Irish dramatic movement nor other Western movements entirely aligned with the

cultural context and fundamental conditions of China at the time. Consequently,
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Chinese scholars, including Guo Moruo, would seek to trace back to the original texts,
hoping to find more nutrients to absorb. In other words, a third or even fourth level of
cultural adaptation and mutation would emerge. This explains why Synge’s works and
dramatic ideas, upon crossing the seas to China, took on the colors of reform and

revolution, and Synge’s literary imagery transformed into the ‘red’ Synge.
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Chapter 6: Conclusion

From the late 19th century to the early 20th century, Irish writers living on the
westernmost island of the Eurasian continent engaged in a literary renaissance to revive
and promote Irish national culture, literature, and arts. This movement aimed to break
free from the cultural constraints of British colonialism, reshape Irish national identity,
achieve cultural independence, and strengthen national consciousness. This, in turn,
fostered the Irish nationalist movement, promoting social and political transformation
in Ireland.

Simultaneously, on the easternmost edge of the Eurasian continent, Japan, despite
the poor communication and limited high-speed transportation of the early 20th century,
began to adopt the achievements of the Irish Literary Revival through Japanese students
studying in Europe. These students gradually introduced the revival’s influence back to
Japan, sparking the New Theatre movement, which shared similarities with the Irish
revival in its quest to rediscover traditional culture and seek a new national identity for
modern Japan.

During the promotion of the New Theatre movement in Japan, another nation—
China—also sent students to Japan. These Chinese students, akin to their Japanese

counterparts studying in Europe, were profoundly influenced by Japanese academia. It
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was during this period that the destinies of China and Ireland intersected, laying the
foundation for the introduction of Irish literature into China.

To elucidate these intricate and subtle connections, this study focuses on the
translation and transformation of John Millington Synge’s literary imagery in Japan. By
examining the political and philosophical shifts of Guo Moruo during his time in Japan,
including his absorption and rejection of Japanese literary ideas, this thesis compares
Guo’s adaptations of Synge’s works to explore the metamorphosis of Synge’s literary
imagery in China. Through detailed analysis and argumentation, the following
conclusions are drawn:

Through the analysis of works published by Guo Moruo before and after his
studies in Japan, as well as collections of his correspondence with friends and family, it
can be discerned that Guo Moruo’s political philosophy during his time in Japan can be
divided into three stages.

In the initial stage, he was a fervent, patriotic student studying in Japan. He
expressed dissatisfaction with the warlord-dominated government of the Republic of
China but, constrained by his level of understanding, did not fully grasp the fundamental
causes of China’s poverty and weakness. He placed his hopes on the emergence of a
powerful warlord government capable of unifying China and restoring its strength. His
awareness of the true sources of the people’s suffering was limited, and he harbored
illusions about the stabilization of China’s political situation to ensure his basic living

conditions while studying in Japan. The works from this period reflect a deep concern
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for the country and its people, offering a critique of human nature and a veiled criticism
of societal decay and government corruption.

As political tensions escalated and Sino-Japanese relations grew increasingly
precarious, Guo turned to be a passionate youth, as patriotic fervor intensified in him.
His criticism extended beyond human nature and societal decay to a growing
recognition that the root causes of societal corruption were warlordism and imperialist
exploitation. During this phase, he came into contact with Marxist thought, deepening
his empathy for the working class. This empathy transformed from the bourgeois
compassion for the oppressed to a fierce denunciation of the chaotic warlord
governments and the parasitic colonial imperialism. His literary works from this time
became direct, biting, and satirical, infused with a strong humanistic concern aimed at
awakening the Chinese people’s resolve to resist. These works served as vanguard
pieces advocating for reform.

In the final stage, Guo Moruo transcended typical nationalism, reflecting on the
dangers of extreme nationalism by using the brutality of Japanese militarism as a
cautionary example. He called for internationalism, opposing the warlord fragmentation
that kept China impoverished and weak and rejecting all forces that perpetuated
oppression and inequality. Externally, he did not blindly reject foreign influence, but
sought to unite all possible forces to resist aggression with a more elevated, advanced,
and just stance. His works during this period continued to carry revolutionary fervor,

yet beneath this radicalism lay a rich emotional internationalism.
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He opposed militarism, imperialism, and feudalism, advocating for embracing the
world, reform, and revolution. He promoted learning from the West and excavating the
East, embodying an inclusive approach with a singular commitment: to achieve China’s
rebirth through reform and revolution.

The dissemination of Synge in Japan, facilitated by Japanese academic translation
and adaptation, presented a different Synge compared to the interpretations by Irish
nationalists. The Japanese academic adaptations of Synge can be categorized into three
distinct types, each corresponding to the differing political philosophies of three groups
of Japanese scholars. The first category is represented by Akutagawa Rytnosuke, who,
rooted in the old Japanese bourgeoisie, exhibited boundless sympathy for the lower
classes. His literary creations leaned towards philosophical contemplation, exploring
themes such as human nature, death, and life. Akutagawa’s adaptations of Synge tended
to utilize folk stories to delve into deeper philosophical reflections. This group of
scholars deeply influenced Guo Moruo during his period of intense romanticism,
focusing on human nature and critiquing societal decay and moral corruption. They
displayed profound sympathy for the suffering of the lower classes but were often
powerless due to their own class limitations. Akutagawa’s adaptations of Synge
undoubtedly facilitated Guo Moruo’s exposure to Synge, as Akutagawa’s integration of
Japanese religious and philosophical elements with different aspects of Synge’s works
provided a cultural bridge between the two. Given the many parallels between

Chinese and Japanese cultures, this made Guo Moruo’s encounter with Western
literature more accessible.
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The second category is represented by the emerging bourgeoisie, epitomized by
Kikuchi Kan. This group, driven by new productive forces and relations, was eager to
develop local culture and economy, aiming to break through class barriers. Their
adaptations of Synge involved using his narrative core, shifting themes from
philosophical reflections on human nature to challenges against traditional concepts and
established classes. They utilized Synge’s creative ideas to explore Japanese folklore
and local culture, with the artistic goal serving their political objective— developing
Japan’s regional economy and fostering new productive forces across the nation.

The third category consists of scholars like Saijo Yaso, who endorsed militarism.
For them, Synge was no longer a literary figure but a tool for political purposes. These
two politically motivated literary approaches significantly influenced Guo Moruo
during his realist phase, leading him to express his political views more prominently in
his literary works.

The influence of these Japanese scholars provided Guo Moruo with both the
opportunity and interest to engage with Synge’s works. However, due to the differences
in national contexts between China and Japan, he opted to directly translate Synge.
Despite this, he remained influenced by Japanese academic circles, making it inevitable
that his political philosophy would impact his literary translations and adaptations. Thus,
Guo Moruo made modifications to Synge’s works to align with his political beliefs and
the Chinese context. For instance, he creatively translated the term “furze” in Synge’s

The Shadow of the Glen to "ER1E" (Tang-ti flower), a plant unique to Japan and China
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with rich cultural connotations. Additionally, when borrowing the “wanderer” character
from Synge’s plays, he infused it with the political and cultural symbolism of social
critique and individual liberation resonant with the May Fourth Movement youth. These
changes transformed Synge’s literary imagery in China from its original “gray” tones
to a revolutionary “red”, imbued with reformist and revolutionary significance.

In conclusion, this thesis provides a comprehensive analysis of the pathways
through which Synge’s plays were translated and disseminated in China. Previous
research has largely focused on Guo Moruo’s student years in Japan or the reasons
behind Japan’s introduction and adaptation of the Irish theatrical movement. Few
scholars have connected these two aspects, detailing how Guo Moruo, upon arriving in
Japan, engaged with the literary and artistic ideas of Japanese writers and used this
interaction as a springboard to connect with the Irish theatrical movement. This thesis,
therefore, fills a gap in the research on dissemination pathways.

Additionally, this thesis introduces a diachronic study of Guo Moruo’s political
philosophy during his time in Japan to analyze the dissemination pathways, which is
another innovative aspect of this thesis. Previous scholars have mostly conducted
fragmented studies of Guo Moruo’s political philosophy, analyzing it in the context of
one or two specific works, without providing a systematic diachronic study. Therefore,
this argument offers a more comprehensive view of the impact of political

circumstances on a writer’s literary creations.
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Furthermore, this thesis examines the transformation of Synge’s literary imagery
in China, addressing a gap in previous scholarship. Earlier studies have primarily
focused on the influence of Synge on Guo Moruo’s literary creations, with only a few
mentioning the shortcomings and limitations Guo Moruo identified in Synge’s works.
However, none have analyzed the cultural imagery transformation in his adaptations
from the perspective of “domestication” caused by the translator’s political interests and
the political environment of the receiving country. Therefore, this thesis also fills a gap
by contributing to the research on the overseas dissemination of Synge’s cultural
imagery.

However, due to the limitations posed by the passage of time and the Cultural
Revolution in China during the 1960s and 1970s, a significant amount of historical
material and books were purged, resulting in a severe lack of objective historical records.
Consequently, much of the supporting evidence in this thesis relies on collections of
letters between Guo Moruo and his family, correspondence between Guo Moruo and
other writers, and the memoirs of other authors. Both letters and memoirs possess a high
degree of subjectivity, which may impact on the analysis of the author’s works.
Furthermore, the scope of this study is somewhat broad, as it examines the
dissemination and transformation of a literary imagery, a complex and expansive
research topic. Therefore, this thesis adopts a focused approach by examining Guo
Moruo’s resonance with Synge. While this methodological choice keeps the research

manageable, it also presents a limitation. Guo Moruo cannot fully represent all aspiring
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Chinese youth of his era. Also, relying solely on his adaptations to assert the
transformation of Synge’s literary imagery in China may not be entirely convincing.
There were contemporaneous young scholars with different political philosophies who
also adapted Synge, and although their work was not mainstream, yet it still contributed
to the richness of Synge’s literary imagery in China.

Due to these limitations, future scholars can further investigate and address these
gaps. By delving deeper into historical materials, scholars can provide more
comprehensive historical context for this period. Additionally, conducting systematic
comparative analyses of other writers who also translated and adapted Synge during the
same period could yield a more nuanced and multifaceted understanding of Synge’s
literary imagery in China.

In summary, this thesis explores the transformation of Synge’s literary imagery
through the lens of a single writer’s political philosophy, personal experiences, and the
characteristics of his era. By analyzing Guo Moruo’s translation and adaptation of
Synge’s works, the thesis investigates how these processes led to changes in Synge’s
literary imagery. In the early 20th century, China was undergoing significant social and
political upheaval. Through his selection and adaptation of Synge’s works, Guo Moruo
expressed his passion for national and social transformation. Synge’s works, with their
distinctive Irish cultural elements and depictions of the lives of the lower classes,
resonated with Guo Moruo’s focus on the lives of the people and social change. Guo

Moruo was not only a literary figure but also an active political activist. Through his
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literary creations and translations, he introduced the critical spirit and rebellious
consciousness of Western literature to China, inspiring his compatriots to reflect on the
current state and pursue social change. This choice reflects his humanitarian concerns

and his desire to use literature as a means to promote political change.
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