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Eternal truth needs a human language that 
alters with the spirit of the times. The 
primordial images undergo ceaseless 
transformation and yet remain ever the same, 
but only in a new form can they be understood 
anew. Always they require a new interpretation 
if, as each formulation becomes obsolete, they 
are not to lose their spellbinding power 

(Carl Gustav Jung—Psychology and the East) 
 
All descriptions of the past are in the 

present; therefore, history tells our descendants 
more about us than it does about the imaginary 
creatures we like to call our ancestors. Like an 
image before us in the rear-view mirror of a 
car, the picture of where we have been keeps 
changing as we move forward in space and 
time. The narratives of the past from even so 
short a time ago as the beginning of our own 
twentieth century now no longer describe us, 
and so each generation must reinvent the past to 
make it correspond to its sense of the present.  

(William Irwin Thompson—The Four 
Cultural Ecologies of the West) 

 

One of the most outstanding features in Maxine Hong Kingston’s The Woman 

Warrior. Memoirs of a Girlhood Among Ghosts (1976) is the mythical world she creates 
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in “White Tigers,” where she reinterprets the myth of the heroic feminine figure Fa-

Mulan to construct her Asian American identity. This created a controversial raid against 

her led by the purist critic Frank Chin, who denounced that her myths and her 

representation of Chinese culture were false and based on white stereotypes. Chin’s 

assertion is out of place because he does not take into account, among others, three main 

factors. First, different theories in the field of myths demonstrate that myths are subject to 

different modifications, so it is not strange that Kingston readapts myths in her quest for 

identity. Second, Kingston belongs to the Asian American minority, which tries to find a 

balance between its Asian and American identities. Finally, she also has to cope with the 

disadvantages and problems she finds as a woman throughout her life. As a consequence, 

her quest for identity is double-edged because she has to deal with her hybrid and female 

identity to construct her life. 

Kingston decides to write a section in “White Tigers” on the basis of a mythic 

form for various reasons. Although regarded as fictions, opinions, or primitive illusions 

trying to explain the origin of the world, myths reflect a more complex reality of societies 

that cannot be grasped at first glance, as it is sometimes the case with literature. In that 

sense, Kingston uses the mythic form to reflect her hard situation as a woman in the 

traditionally patriarchal Chinese society, and to show that there exists a way of 

challenging its marginalizing assumptions. 

From a psychological point of view, myths are a dramatic representation of the 

instinctive life and one of the first recognitions of the man within the universe in which 

the different attitudes towards life are based. For Alan W. Walts, a myth “is to be defined 

as a complex of stories—some no doubt fact, and some fantasy—which, for various 

reasons, human beings regard as demonstrations of inner meanings of the universe and 

human life” (qtd. in Guerin, 149). Kingston knows the importance of mythical 

expressions not only within Chinese society, but also at a universal level because they 

affect all human societies from the beginning of their existence. She is aware that her 

mythic construction will appeal to the readers’ sympathy because of the human 

acknowledgment of myths and their subtly covert meaning. 

The novelist also uses myths because they are usually collective, what leads them 

to become the psychological link of a group. She uses the myth of Fa-Mulan in her 
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choral, polyphonic novel The Woman Warrior to establish a link not only among the 

Asian American female community to which she belongs, but also among the female 

members of any society. Myths are universal, as Jung demonstrated in El Hombre y sus 

Símbolos  (1964), because there are recurrent motifs, issues, images, etc. that conform the 

collective unconscious. The term “archetype” refers to universal conscious symbolic 

constructions. Archetypes are determined motifs or mythological images that come from 

the unconscious realm to the conscious world. As Jung affirms, “El arquetipo es una 

tendencia a formar tales representaciones de un motivo, representaciones que pueden 

variar muchísimo en detalle sin perder su modelo básico ” (66). Archetypes manifest 

themselves through fantasy or symbolic images. They can be produced anywhere any 

time, since they emerge from similar human inherent predispositions that lead us to 

behave in certain ways under the influence of certain stimuli. Archetypes are the essence 

from which permanent myths are created, what is corroborated by Jung, who also 

expands their possible creations because “los arquetipos crean mitos, religiones y 

filosofías que influyen y caracterizan a naciones enteras y a épocas de la historia” (76). 

Archetypes affect and influence people, and, even, entire societies because they are 

images and emotions at the same time. According to Jung, they convey certain 

numinosity or a psychic energy within their image, which becomes dynamic, and 

transmits some type of belief. 

The archetypical myth of the hero is the epitome of this influence. One of its final 

aims is to create a relation of identity between the hero and the audience. That is the aim 

of Kingston in her election of the archetypical myth of the heroine Fa-Mulan. The writer 

chooses this particular myth to explain her process of identity construction allegorically. 

Her election of a Chinese myth is not accidental at all. Kingston reflects her own Asian 

heritage through this myth in which she identifies herself with the Chinese heroic female 

figure. Nevertheless, the myth of Fa-Mulan is not enough for Kingston because it does 

not allow her to cope with her American heritage. She readapts it to her fictional 

autobiographical novel to deal with her hybrid existence and to achieve the audience’s 

identification with Fa-Mulan.  

Kingston’s readaptation of this myth in the written media is one of her ways to 

come to terms with her American self. She, as storyteller and writer, does not rewrite 
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word by word in a mimetic way the “original” myth. Kingston creates a new version of a 

classic Chinese myth that helps her to construct her female Asian American identity by 

making the protagonist perform the traditionally patriarchal role of a male hero without 

leaving behind her maternal role. Nevertheless, this created a hard wave of criticism 

against how the author represented Chinese myths and Chinese culture. Purist critics 

claimed that Kingston’s representations of the Chinese lore were false. Chin argues in his 

essay “Come All Ye Asian American Writers of the Real and the Fake” (1991), after 

writing his “original” ballad of Mulan, that “The works of Kingston [. . .] are not 

consistent with Chinese fairy tales and childhood literature” (8). He is right in this 

assertion because it is evident that Kingston writes her own version of Fa-Mulan, and as 

Chafe affirms, ritual language: 

‘has a permanence which colloquial language does not. The same oral 

ritual is presented again and again: not verbatim, to be sure, but with a 

content, style, and formulaic structure which remain constant from 

performance to performance.’ (qtd. in Ong, Orality and Literacy 64-65)  

However, it could be argued that Kingston, as storyteller, is free to introduce any 

change in the story because myths, stories, chants, and folklore have never been static. As 

Ong observes in Orality and Literacy. The Technologizing of the World (1997), 

Of course oral cultures do not lack originality of their own kind. Narrative 

originality lodges not in making up new stories but in managing a 

particular interaction with this audience at this time—at every telling the 

story has to be introduced uniquely into a unique situation, for in oral 

cultures an audience must be brought to respond [. . .] But narrators also 

introduce new elements into old stories[. . .] In oral tradition, there will be 

as many minor variants of a myth as there are repetitions of it, and the 

number of repetitions can be increased indefinitely. (42-43) 

One more characteristic of myths held by anthropologists and folklorists is the possibility 

of their multiple existence. On the one hand, this assumption strengthens the idea of 

Kingston’s knowledge of a version of the ballad of Fa-Mulan. On the other, it weakens 

Chin’s claiming of his “original” ballad of this heroine because “The explanation of 

multiple existence [. . .] is a combination of monogenesis (one origin) and diffusion, the 
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process by which a cultural trait moves from one individual to another, from one culture 

to another” (Dundes, The Study of Folklore 54).  

From an anthropological point of view, to know a myth implies esoteric 

knowledge in oral cultures. Its transmission conveys a magic or religious power by which 

the narrator can control and use a particular myth:  

The fact that oral peoples commonly and in all likelihood universally 

consider words to have magical potency is clearly tied in, at least 

unconsciously, with their sense of the word as necessarily spoken, 

sounded, and hence power-driven. [. . .] Oral peoples commonly think of 

names (one kind of words) as conveying power over things. (Ong, 32-33) 

Kingston is aware that the myth of Fa-Mulan comes from oral tradition and, as 

storytellers do, adapts it to the new situation, the new audience, and the new media. 

Linguistically, it cannot be argued that Kingston’s poetical recreation of Fa-Mulan 

is a blending of orality and literacy because, as Albert B. Lord observes in The Singer of 

Tales (1960), 

It is worthy of emphasis that the question we have asked ourselves is 

whether there can be such a thing as a transitional text: not a period of 

transition between oral and written style, or between illiteracy and literacy, 

but a text, product of the creative brain of a single individual [. . .] I 

believe that the answer must be in the negative, because the two 

techniques are [. . .] contradictory and mutually exclusive. Once the oral 

technique is lost, it is never regained. The written technique, on the other 

hand, is not compatible with the oral technique, and the two could not 

possibly combine, to form another, a third, a ‘transitional’ technique. (129) 

As a consequence of this impossibility, and since language in the phase of primary orality 

is much more expressive and flexible than the language of the phase of secondary orality 

(when writing is created), Kingston transposes the myth of Fa-Mulan by rewriting it in a 

very poetic form because, as Momaday claims in “The Native Voice” (1988), “To be 

careless in the presence of words, on the inside of language, is to violate a fundamental 

morality” (7): 
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The old people waved once, slid down the mountain, and disappeared 

around a tree. The old woman, good with the bow and arrow, took them; 

the old man took the water gourd. I would have to survive bare-handed. 

Snow lay on the ground, and snow fell in loose gusts—another way the 

dragon breathes. [. . .] Fire, the old people had taught me, is stored in trees 

that grow red flowers or red berries in the spring, or whose leaves turn red 

in the fall. (24) 

The myth of the hero is the most common mythic construction in the world: it is 

the universal myth, the basic archetype. It has been appearing from primitive cultures 

until the present without losing its importance. The different myths of heroes are 

structurally similar, even though they vary from one to another in very distinct ways. 

These myths follow a definite, general, recurrent, oral, formulaic universal pattern that 

has been studied by different scholars as Luis Cencillo in Mito: Semántica y Realidad 

(1970). Kingston’s Fa-Mulan is not free from this pattern, and follows a determined 

structure. As myths are an important part of the category folklore, “the material handed 

on by tradition, either by word of mouth or by custom and practice” (Taylor, “Folklore 

and the Student of Literature” 34), the application of Campbell’s monomyth will prove 

useful to show how Kingston constructs her own ballad of Fa-Mulan according to 

mythical structures. According to Campbell’s The Hero of a Thousand Faces (1949),  

“A hero ventures forth from the world of common day into a region of 

supernatural wonder: fabulous forces are there encountered and a decisive 

victory is won: the hero comes back from this mysterious adventure with 

the power to bestow boons on his fellow man. (31) 

In The Woman Warrior’s section entitled “White Tigers,” the first person narrator 

becomes the hero narrating her mythical  

journey, which is best exemplified in the next diagram: 
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(adapted from J. Campbell’s The Hero with a Thousand Faces, 30) 

The everyday world is the narrator’s, and it is left behind by the call to adventure posed 

by the bird that the protagonist follows: “That call would come from a bird that flew over 

our roof [. . .] I would be a little girl of seven the day I followed the bird away into the 

mountains” (21). Once she departs from her common life, the narrator crosses the 

threshold embodied in the mountains towards which the bird flies, unconsciously entering 

a new realm: 

We would go so high the plants would change, and the river that flows 

past the village would become a waterfall. At the height where the bird 

used to disappear, the clouds would gray the world like an ink wash. 

Even when I got used to that gray, I would only see peaks as if 

shaded in pencil, rocks like charcoal rubbings, everything so murky. There 

would be just two black strokes—the bird. Inside the clouds—inside the 

dragon’s breath—I would not know how many hours or days passed. 

Suddenly, without noise, I would break clear into a yellow, warm world. 

New trees would lean toward me at mountain angles, but when I looked 

for the village, it would have vanished under the clouds. (21) 

Kingston’s clear narration informs the reader of the protagonist’s journey step by step 

towards the new realm outside ordinary life. The writer’s knowledge of mythical 

structures serves her to transport the readership to a foreign folklore, since the reader-

oriented politics of The Woman Warrior need from them to facilitate the plot to its 
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American readers1. As David Lewei Li affirms in his  Imagining the Nation. Asian 

American Literature and Cultural Consent (1998),  

By virtue of being in another country, the reader is granted not only an 

absolute narrative alibi but also the power and privilege of imaginative 

travel and epistemological control [. . .] China, whether represented by its 

language, culture, geography, or any other feature, is detached from its 

own history and made to conform to American orientalist discourse, 

ultimately compensating for occidental desires. (47)  

The protagonist undergoes the same situations any hero could experience in the 

mythical realm: she meets two old people that will become her helpers; she gains both 

mental and physical knowledge to be successful in her future heroic tasks; and she faces 

different tests as the extreme survival examination: 

The old people waved once, slid down the mountain, and disappeared 

around a tree. The old woman, good with the bow and arrow, took them 

with her; the old man took the water gourd. I would have to survive bare-

handed. (24) 

Later, the protagonist knows she is traded and espoused to a playmate, what fulfills the 

optional sacred marriage that may happen in this extraordinary realm. Despite all the 

controversy this sacred union could create, she gladly accepts it, although she does not 

prove any love for her future husband. 

Yes, I would be happy. How full I would be with all their love for me. I 

would have for a new husband my own playmate, dear since childhood, 

who loved me so much he was to become a spirit bridegroom for my sake. 

We will be so happy when I come back to the valley, healthy and strong 

and not a ghost. (31) 

In this excerpt, the heroine’s role of mother and wife in the everyday life is foreshadowed 

by her submission. She consciously knows that once she returns home her role as a 

woman warrior will be finished because she will have to perform her duties as mother 

and wife. 

The protagonist’s circular journey continues when she is allowed by the old 

couple to go back home to supplant her father in the army. In her ascendant road to the 
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final apotheosis, she meets her husband and has a baby she has to hide because it cannot 

let be known she is a woman in that male context. Her final victory over the baron is the 

climax in the heroine’s mythic journey, which is followed by the new political 

establishment and “the year one” (45) she proclaims. After all her woman warrior 

commitments are fulfilled, she crosses the threshold back to the everyday life to become a 

mother and a wife: 

I went home to my parents-in-law and husband and son. My son 

stared, very impressed by the general he had seen in the parade, but his 

father said, “It’s your mother. Go to your mother.” My son was delighted 

that the shiny general was his mother too. She gave him her helmet to 

wear and her swords to hold. 

Wearing my black embroidered wedding coat, I knelt at my parents-

in-law’s feet, as I would have done as a bride. “Now my public duties are 

finished,” I said. “I will stay with you, doing farmwork and housework, 

and giving you more sons.” (45) 

With this public recognition, the heroine abandons her mythic role to be a traditional 

Chinese woman. At the end of the myth the protagonist foreshadows her folkloric and 

literary future ironically by asserting “From the words on my back, and how they were 

fulfilled, the villagers would make a legend about my perfect filiality” (45)2. Kingston 

closes in this way the circular heroic journey, what shows that her recreation of the myth 

is structurally correct. 

Recalling Chin’s criticism against the falsehood of this myth of Fa-Mulan, it is 

important to highlight that Kingston is American-born. She was raised in the United 

States in an American background and had not been to China when she wrote The 

Woman Warrior. Therefore, it is surprising neither her rewriting of the Chinese myth 

from a Western point of view, nor its recreation oriented to an American readership. It is 

also remarkable that Kingston specialized in the field of Anglophone studies3. This 

explains her constant allusions to Western works throughout The Woman Warrior 

because she knew literary tradition in English. Sämi Ludwig’s illumining essay 

“Celebrating Ourselves in the Other, or: Who Controls the Conceptual Allusions in 
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Kingston?” (2002) makes these allusions clear. The most important ones in the myth of 

Fa-Mulan are  

affinities with St. Joan in “White Tigers” [. . .] Fa Mu Lan’s setting up a 

new calendar points to the same source of inspiration:” This is a new year, 

[. . .] the year one” (45). Sau-ling Wong [. . .] even finds Fa Mu Lan 

turning “into a Robin Hood type” (“Kingston’s Handling” 31-32). To 

point to all the implicit American cultural references is almost impossible 

in this context, but we should note little details, such as Fa Mu Lan asking 

the old Chinese couple for cookies: “‘I’m starved. Do you have any 

cookies?’ I like chocolate chip cookies”. (Ludwig, 41)  

She has also been criticized for submitting to the Western genre of autobiography, 

a genre that is not common in Asian literature. Kingston had to let The Woman Warrior 

fall under publishing market prerogatives and labels to gain her voice within the 

mainstream literature. Even though it is not the purpose of this essay to discuss either 

Kingston’s Americanness or her transgressions within the autobiographical genre, it is 

important to recall Li’s statement on the writer’s commercial character drawing on 

Barker’s theories about folklore in contemporary society:  

if the folk artist is to turn a profit from his monumental creative energies [. 

. .] he must, in essence, sufficiently modify his folk forms (and amply 

advertise himself) to merchandize such forms as commodities on the 

artistic market. The folk artist may even have to don a mask that distorts 

what he knows is his genuine self in order to make his product 

commensurate with a capitalist market-place” (Barker 1984: 244). Maxine 

Hong Kingston, like Ralph Ellison before her, is a master of such 

strategies. (55) 

Kingston also gives room to her Asian heritage by setting the myth of Fa-Mulan 

in a Chinese landscape with Chinese figures. Her negotiation with her bicultural identity 

is activated by this tension between her American self and her Chinese ancestry. As Li 

argues, 

Asia is the proper site of Asian American imagination. For Asian 

American writers finally, Asia no longer represents a physical space, a 
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geopolitical entity, a cultural resource, an ancestral home base that can be 

differentially incorporated into the immediacy of their American 

experience; it is supposed to epitomize and embody the natural experience 

and essence of Asians Americans. (48) 

The key word in Li’s argument is “imagination”. Although The Woman Warrior was 

classified as autobiography, fiction is the novel’s most outstanding feature. The novelist’s 

imagination leads her to construct this apparently Chinese myth that is unfaithful to the 

“original” one. Kingston’s only contact with China at the time she wrote The Woman 

Warrior was the different stories her family and friends told her. She had to imagine this 

mythical China, so her distortion is not really surprising because she did not have a real 

direct contact with this country. Kingston even admitted that “The way I keep the old 

Chinese myths alive is by telling them in a new American way” (qtd. in Cheung, 

Articulate Silences: Hisaye Yamamoto, Maxine Hong Kingston, Joy Kogawa 85). As a 

consequence of her Americanness, she is inserted in the conflictive debate about Asian 

American writers who represent the real China and those who reproduce a false image:    

Kingston’s selection of China as the beginning of an Asian American 

imaginary seemed also to correspond to, if not anticipate in the literary 

realm at least, the nascent development of a transnational diaspora to 

which Frank Chin et al.’s version of ethnic nationalism was essentially 

antagonistic [. . .] The Woman Warrior is caught amid the crucial conflicts 

of an emerging Asian American literature. Among those are the struggle 

between the mainstream and the marginal “interpretive communities” for 

the appropriate (re)production of Asian American voices [. . .] as well as 

the disagreements among Asian American writers and intellectuals over 

who should continue the mainstay of their culture: the new immigrants 

with their diasporic sensibility or the native-born generations whose 

sensibilities are formed by a colonial education and the structures of 

seclusion. (Li, 49-50) 

Kingston is pushed to the side of “fake” writers because she adapts the myth of Fa-Mulan 

to a new epoch using the external form of the Chinese myth. This is a problem for purists, 

who cannot conceive autobiographies as fictional4. Of course the writer does not 
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reproduce the “original” myth: it would not help her in her identity construction process. 

Kingston feels she has to readapt it to her modern life and her bicultural identity because, 

as she admitted, “I am not writing history or sociology but a ‘memoir’ like Proust” (qtd. 

in Cheung, 79). 

Chin’s aspersions have not been the only criticism against The Woman Warrior:   

In her open letter to Kingston, Katheryn Fong blamed the author for her 

“distortion of the histories of China and Chinese America,” her failure to 

give historical causality to her narrative, and her “over-exaggera[tion]” of 

Asian American female oppression (1977:67-69). (Li, 51) 

It is an error to catalogue Kingston as representing the whole Chinese American 

community. Although the Chinese American poet Nellie Wong argues that the novel 

“supports [her] own explorations of Asian women’s relationships to each other” (qtd. in 

Li, 51), the Asian American readership may or may not feel identified with the identity 

construction process of The Woman Warrior because it is an individual process. Even the 

novelist has angrily raised her voice to claim her individual vision of this process: “Why 

must I ‘represent’ anyone besides myself? Why should I be denied an individual artistic 

vision?” (qtd. in Li, 53). She is not representative of her whole community. If it were so, 

all Chinese Americans would be exactly the same, what would constitute a false and 

valueless reductionist statement. The novelist is claiming the difference among the 

members of her community, which also destroys the negative Western topic of ‘all 

Chinese, including Chinese Americans, are the same’. This claiming for difference also 

constitutes a subtle attack to Chin’s opinion that her novel, as well as Hwang’s M. 

Butterfly (1986) and Tan’s The Joy Luck Club (1989), reasserts white Western 

stereotypes about Asian Americans.  

The debate about the representation of reality and Chinese myths is not limited to 

these aspects. It also affects the feminist component of The Woman Warrior. Kingston 

fulfills, as many other Asian American writers (e.g. Amy Tan), what Virginia Woolf 

claimed in her influential essay “A Room of One’s Own” (1929): 

All these relationships between women [. . .] are too simple. So much has 

been left out, unattempted. And I tried to remember any case in the course 

of my reading where two women are represented as friends [. . .] They are 
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now and then mothers and daughters. But almost without exception they 

are shown in their relation to men [. . .] seen only in relation to the other 

sex. And how small a part of a woman’s life is that. And how little can a 

man know even of that when he observes it through the black or rosy 

spectacles which sex puts upon his nose. (2197) 

The Woman Warrior depicts the lives of women who try not to depend on men and 

undergo a series of painful and enriching experiences to reach a sociocultural status that 

will lead them to a better life. This is exemplified in Kingston’s myth of Fa-Mulan, where 

she uses the unconventional heroine that fights for herself, her family, and her country in 

a traditionally male world instead of a hero.  

Kingston’s heroine has reported her more criticism. Chin asserts that the novelist 

takes “The Ballad of Mulan,” [. . .] and rewrites the heroine, Fa Mulan, to the specs of the 

stereotype of the Chinese woman as a pathological white supremacist victimized and 

trapped in hideous Chinese civilization” (3). Although some factors may lead Chin to this 

attack, it is not defensible because, first, the protagonist is not said to have a previous 

oppressed life; second, she enters the fantastic world to get knowledge and skills that will 

help her family and her country; third, although the oppressors she faces are men, not all 

the male characters are depicted negatively, as the old man and her father prove; and 

fourth, once she finishes her hero journey she voluntarily decides to replay her mother-

wife role because she feels she cannot do anything more for the benefit either of her 

family, who “would be living happily on the money I had sent them” (45), or her country 

because a new government has been established.   

Kingston’s rewriting of the myth of Fa-Mulan is right from different perspectives 

as Anthropology, Psychology, or Linguistics, apart from its perfect structural 

construction. Her elaboration, modifications, recreations, etc., conform a powerful myth 

that serves her in her process of identity construction. The purist tendency among Asian 

American scholars that rejects Kingston’s revision of Fa-Mulan is shown to be out of 

place, except their criticism against the real existence of an American audience in mind. 

As Trinh Minh-ha argues, “Theory oppresses, when it wills or perpetuates existing power 

relations, when it presents itself as a means to exert authority—the voice of Knowledge” 

(qtd. in Goellnicht, “Blurring Boundaries: Asian American Literature as Theory” 341). 
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Kingston, as writer, is free to decide the type of readership she wants to attract in The 

Woman Warrior5. The main flaw of purists is their unawareness that they are dealing with 

a literature emerging from a new ethnic cultural group: Asian American. This 

unhyphenated group mixes different characteristics from its two components and allows 

the creation of a new identity that is not constrained by American or Asian limits. Asian 

American writers do not have to stick to one culture or other, since they are forging and 

conforming a new identity, overall if they are not first generation immigrants.  

The flaw in the purist approach leads to a ferocious criticism that encloses a 

feeling of exclusive nationalism. Its danger is a self-exclusive two-fold process: purists 

reject Asian American literature that does not follow their guidelines, and, consequently, 

they are rejected by some Asian American writers and by the American mainstream. It is 

not important whether Kingston represents a real China or a real Chinese folklore, or 

whether she has an American audience in mind. What is important is that she feels that 

her rewriting of Fa-Mulan will help her in her individual process of identity construction. 

This is literature, fiction, a medium that makes The Woman Warrior possible. Why 

should scholars feed their angry debates with this question about reality? This 

reductionism severs the power and the unimaginable sources of the Asian American 

rubric in particular and of literature in general. 

 

                                                 
Notes 
 
1 For example, Ben Tong believes that “Maxine Hong Kingston’s The Woman Warrior is a fashionably 
feminist work written with white acceptance in mind” (qtd. In Li, 49). 
 
2 Implicitly, she is also stating that her filiality is not only as a heroine, but also as the devoted daughter 
who has to obey her parent’s commands. 
  
3 She received her B.A. degree in 1962 and her teaching certificate in 1965 from the University of 
California. 
 
4 Chin even wrote a letter to Kingston stating that if her novel would have been labeled as fiction he would 
not have attacked her. 
 
5 Although it was a commercial success among white middle-class women, it was widely read by Asian 
Americans as well. 
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