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Introduction

In Korea, educated women of the seventeenth and eighteenth centuries enjoyed their own literary universe. Through the reading and recitation of extended narratives describing the use of propriety to resolve complex family conflicts, women had, to paraphrase Virginia Woolf, a “room of their own,” in which they could participate in their own forms of public and private discourse. Although many women in Yangban families could read literary Chinese, they expressed themselves primarily in the hangŭl script—and took pride in that language as their own. 

There has been much confusion as to the nature of women’s discourse in hangŭl, in part because of the last fifty years’ imperative to uncover a vital vox populi in Korean narratives not written in literary Chinese
. But although these women’s texts were an alternative to literary Chinese, their structure and vocabulary were literary, too. Higher-class women’s extended novels and epistolary traditions in hangŭl were a far cry from popular hangŭl novels such as the Tale of Hong Kildong (Hong Kil-tong chŏn) or the Tale of Chunhyang (Chunhyang chŏn). The latter novels were circulated for a broad late eighteenth-century audience in pang-kak bon (坊刻本) printed editions and feature linguistic characteristics of vernacular speech. In contrast, the narratives in hangŭl copied by, and in some cases written by, gentry women were not the result of the flowering of the vernacular among commoners. The gentry women’s narratives were written by hand in a meticulous script, as opposed to the roughly-carved typesetting of pang-kak bon novels. And the texts feature extended passages that are simply transliterations of Chinese character phrases and would have been quite illegible to a reader who did not already have a sophisticated command of literary Chinese. In short, these hangŭl narratives were meant for readers with a deep understanding of classical Chinese. 

The hangŭl narratives that women read can be divided into three groups, with considerable variety in content. One group of extended narratives entirely in hangŭl, such as the Romance of the Banquet for Moon Viewing (Wanwŏl maengyŏn 玩月會盟緣), focused on family propriety issues. Another group of novels survive in both a hangŭl and a literary Chinese version, such as Records of Events that Manifest Goodness and Inspire Virtue (Changsŏn Gamŭirok 彰善感義錄) and Dream of the Nine Clouds (Kuunmong 九雲夢). Finally, a third group is composed of hangŭl translations of Chinese vernacular narratives. 

This paper focuses on the last category of narratives, hangŭl translations of Chinese vernacular narratives, because despite their clear impact and their importance in introducing new themes, new expressions, and a general visibility and legitimacy for vernacular expressions, Korean literary study has not treated them as an important genre
. In general, they also have not been well preserved, with the exception of the Naksŏnjae Collection, and thus are a major, but largely invisible, factor in the evolution of Korean narrative. 

Despite the relative invisibility of the Chinese vernacular narrative and women’s narrative in Korean literary history, some indications suggest that translations of Chinese vernacular narratives were a primary impetus for the development of new literary genres and foreshadowed the Korean novel’s emergence in the late nineteenth century. For example, the scholar Hong Huibok translated the contemporary Chinese vernacular novel Jinghuayuan into Korean under the title The Greatest Masterwork in Korean Language: A New Translation of Jinghuayuan
. In the preface to this translation Hong argues forcefully that hangŭl narratives written for women have legitimacy as a genre and that the introduction of new literary content into these novels through the translation of Chinese vernacular narrative was a strong impetus for their further perfection. Hong’s defense of hangŭl narrative is articulated, and perhaps could only be articulated, in the preface to the translation of a Chinese vernacular narrative.

In this paper we will consider the hangŭl translations of Chinese vernacular narratives represented by surviving texts from the Naksŏnjae Pavilion Collection of Changdeok Palace, as well as anecdotal references to hangŭl translations of Chinese narrative found in seventeenth- and eighteenth-century letters and diaries. It can be claimed that these translations of Chinese vernacular narrative opened a literary space in Korea that had far more expressive potential than the standard prescriptive narratives read by Korean gentry women, such as Lienüzhuan (列女傳). In addition, vernacular Chinese narratives treated topics that hangŭl novels avoided, such as merchants’ chicanery, warriors’ prowess, and the romance of the boudoir, making them the most avant-garde literary genre in Korea. The conservative milieu of Chosŏn Korea permitted such problematic topics to be treated within the context of translations, even if they could not be introduced into original Korean novels. 

As well as providing fresh ground for Korean expression, surviving translations of Chinese vernacular narratives are a gold mine of Korean vernacular usages, often vernacular usages that cannot be found elsewhere. Although Korean indigenous hangŭl novels, such as Kuunmong or Changsŏn Kamŭirok, were written entirely in the hangŭl script, they are essentially transliterations of classical Chinese expressions and contain very few passages in vernacular Korean. Such Korean narratives present clear moral topics and avoid descriptions of daily life. By contrast, hangŭl translations of Chinese vernacular narratives include many extremely vernacular Korean passages because the original’s vernacular quality forced the translator to write in a far more vernacular, and occasionally far more vulgar manner than was the custom. 

1. The Significance of Translated Chinese Vernacular Narratives for Korean Gentry Women

The translations of Chinese vernacular narratives were not considered as proper literature in the Confucian universe. They were read in the women’s quarters and were felt to lie far outside the threshold of the mansion of literature. They were, however, central in the development of a linguistic space that was both based in the Korean language and literary in character—a development that would be critical in the late nineteenth century, when Koreans attempted to create a literary narrative, the new novel, in the hangŭl script that could represent Korea’s move toward modernity. 
Of course, the gentry women who read the translations of Chinese novels in their free moments should not be understood out of their historical context, or from the perspective of later novelists who struggled to create a Korean nation by writing Korean novels. Nevertheless, the fact that a sophisticated Korean literary narrative was incubated in the women’s quarters, before the encounter with the West, is of profound significance for Korea’s literary history and has been largely ignored. 


It is difficult to be certain of the exact date of transmission, or the range of circulation, of the original Chinese vernacular narratives that survive in various private libraries all over Korea. Despite several public prohibitions, vernacular Chinese narratives appear to have been quite widely, if furtively, read by Koreans. The translations into Korean of Chinese vernacular narratives that survive in the Naksŏnjae Collection
 are meticulously copied in accordance with the strict aesthetics concerning the physical appearance of gentry women’s readings. As a whole, these carefully transcribed translations are undated, without any indication as to the translator or the scribe, and are of obscure origin. The translations are, without exception, in manuscript form.


The fact that the circulation of Chinese vernacular fiction translations was limited to manuscripts does not preclude the possibility of a wide audience, one that extended beyond gentry women. Most likely a large informal network existed, through which professional translators or other underemployed scholars received payment to render Chinese fiction into Korean, and those narratives were then recopied by female readers both inside and outside of the palace.


Certainly, circumstantial evidence implies that in the eighteenth century, both hangŭl narratives’ popularity, and the demand for new genres were increasing. Lending libraries appeared in Seoul that offered both original Korean narratives and translations of Chinese vernacular fiction to a growing readership. By the middle of the eighteenth century, gentry women are reported to have sold their hairpins and other valuables to pay for the latest novels from these lending libraries
. So popular were these works that Ch’ae Chegong 蔡濟恭 (1720-1799), in his preface to a version of the Four Books for Women (女四書), notes that reading popular novels had become a major social problem: women whiled away their days in reading popular novels while neglecting their household work
. 


References to the circulation of Chinese vernacular fiction in hangŭl
 translation among women appear from the late seventeenth century, and the emergence of these translations parallels the rise of extended Korean language narratives. The rise of Korean extended narratives and of Korean translations of Chinese vernacular narrative were related parts in the development of a hangŭl narrative field. Although the original Korean narratives do not employ the same vernacular expressions, they did develop complex plots and extended narratives as a result of exposure to Chinese vernacular narrative. The formal complexity of the Chinese vernacular novel was a major impetus that led to complex novels like Romance of the Banquet for Moon Viewing (Wanwŏl maengyŏn 玩月會盟緣). Such an evolution in the narratological complexity of Korean novels has no precedent in the heuristic texts like Lienüzhuan that first inspired the composition of extended Korean narratives. 

The surviving references to hangŭl narratives from the seventeenth and eighteenth centuries do not attempt to distinguish between Chinese vernacular fiction in translation and original Korean hangŭl narratives. Female readers certainly distinguished between the translations of Chinese vernacular narratives and Korean extended narratives in that the style and content are so different, but from the point of view of the male intellectuals who referred to these texts, they appear to be essentially the same genre
. Most original Korean narratives written in hangŭl were set in China, mostly in the Song Dynasty, so they do not present themselves as foreign
. 


We may consider the references to the circulation of hangŭl narratives in the letters sent by Queen Inhŏn 仁宣王后 (1618-1674) to her daughter Princess Sungmyŏng 淑明公主 between 1652 and 1674
. These letters are representative of other similar references to Korean translations of vernacular Chinese narrative in correspondence from the time between aristocratic women. 


In one letter, Queen Inhŏn expresses her intention to send a hangŭl translation of the Jiandeng xinhua story Lüyiren zhuan 緑衣人傳 to the Princess. In another letter, the Queen says that she has already sent along a copy of the novel entitled Habuk Yi Changgun chŏn
 for her daughter to take along as part of her trousseau. In the third letter, she asks that her daughter drop by in person the next day to pick up a translation of Shuihuzhuan that her daughter wished to show to a friend. 


The letters serve as datable references to the circulation within the mid-seventeenth century royal court of hangŭl translations of such works of popular Chinese fiction as Shuihuzhuan and Jiandeng xinhua alongside original Korean narratives such as Habuk Yi Changgun chŏn. Such Chinese vernacular narratives as Shuihuzhuan were read by women in the court, even though Shuihuzhuan relates the adventures of bandits. Interestingly enough, no Korean translation of Shuihuzhuan survives among the hangŭl translations preserved in the Naksŏnjae Collection. This, the sole source for most Korean translations of Korean Chinese vernacular narrative, appears to be quite incomplete. 


Queen Inhŏn wrote another letter to her daughter after the Princess had married and left the security of the palace, suggesting that perhaps such marriages played a role in transmitting vernacular narratives throughout Korea. The relations between close family members permitted the transmission of such narratives, which were not produced or distributed through publishers. The letters make it clear that by the seventeenth century, a hundred years before the earliest surviving manuscripts of such translations, vernacular Chinese narratives in Korean translation were no longer a novelty, but rather quite a familiar genre. 


All surviving records concerning Chinese vernacular narrative in translation and Korean original hangŭl narrative indicate that both were regarded as essentially the same genre and gendered as female. In this respect, the development of popular fiction in Korea contrasts sharply with China and Japan, where, although increasing literacy among women may well have been a factor behind vernacular fiction’s growth, it was widely read, commented upon, edited, and printed by men. From the beginning, China and Japan had a significant—and visible—male audience for vernacular fiction. In contrast, although Korea had male readers, they rarely made themselves heard.


The scholar Pak Yŏng-hŭi has uncovered several intriguing dated records concerning the function of Korean translations of Chinese vernacular narrative within the family
. Citing family memoirs written in literary Chinese by male members of the Andong Kwŏn family who resided in Seoul, she demonstrates that women were transcribing hangŭl translations of Sanguozhi yanyi as early as 1635
. 


The first passage Pak Yŏng-hŭi cites is an inscription written by Kwŏn Sŏp 権燮 in 1749 that was originally affixed to a long-lost hangŭl translation of Sanguozhi yanyi. The inscription, entitled “Notes affixed to the end of a manuscript copy of Sanguozhi transcribed by my grandmother,” 
 was later transcribed and preserved in a collection of his writings, Oksogo 玉所稿 (Drafts of Jade). Kwŏn Sŏp relates how, when his father had fallen ill, the wife of one of his uncles took the manuscript out of the house and subsequently lost two of the three volumes. Kwŏn Sŏp ordered his eldest grandson to carefully rebind the surviving volume transcribed by his grandmother
, which presumably contained this inscription, and place it in the ancestral shrine. He concludes with this remark: “If there should happen to be an unfilial grandson in the many branches of our family, let the head of that particular household take this volume and assiduously preserve it. Such an action would be most appropriate.” 
 


If we assume that the grandmother (Ham-byeong Yissi) copied the Sanguozhi yanyi in her youth, then a manuscript copy of Sanguozhi yanyi must have already been available for her to transcribe around 1630. Oddly, this military romance, so different from the tales of female chastity written for female readers in Korea, was preserved as a relic embodying the matriarch’s spiritual presence. 

Although this translation of Sanguozhi yanyi was likely produced with a female audience in mind, the family’s treatment of it implies that it was so valuable as to require loving repair and being set in the ancestral shrine. Handwritten manuscripts played a critical social function for women in yangban families. For young women, an essential part of coming of age was to transcribe manuscripts in elegant hangŭl script, a process meant to imbue moral and cultural sophistication. Mothers expected their daughters to practice writing hangŭl with the brush as part of their education, alongside cooking and sewing. These novels exist only in manuscript form, not only because Korea lacked the technology to print, but also because their transcription was considered an essential part of a woman’s training before marriage
. Narrative manuscripts were not disposable texts, as was the case in Japan, but rather a manifestation of inner cultivation, regardless of whether the narrative’s actual content was ethical prescription. 

Kwŏn Sŏp does not suggest that an unfilial grandson should read this translation of the Sanguozhi yanyi, but rather that he should borrow this book because it is imbued with the matriarch’s efficacious spirit. The inscription itself is a relic imbued with spiritual power. Only in the context of such moral efficacy could the world of woman’s writings be made visible to the educated male, resulting in a literary Chinese comment about the female world that provides us a window on a lost world
. 


In another entry in Kwŏn Sŏp’s Oksogo under the heading, “A record of the division and redistribution of manuscripts transcribed by my mother” 
 (1749), Kwŏn Sŏp records how the hangŭl narratives left by his mother were divided up and passed on to each of her daughters and daughters-in-law, including a daughter who had married out of the family. The hope expressed was that “the future generation of each branch of the family will assiduously preserve them.” The texts included in the collection held by Kwŏn Sŏp’s mother included So Hyŏn-sŏng nok 蘇賢聖録, Hanssi samdaerok 韓氏三代録, Xiayi haoqiuzhuan 侠義好逑傳, 趙丞相七子記, Sŏlssi Samdaerok 薛氏三代録, and Samgang haerok 三江海録. So Hyŏn-sŏng nok and Hanssi samdaerok are Korean hangŭl narratives from the late seventeenth century. Chosŭngsang ch’iljagi, Sŏlssi Samdaerok, and Samgang haerok are most likely hangŭl narratives that do not survive.

Xiayi Haoqiuzhuan 侠義好逑傳, best known as Haoqiuzhuan (Tale of Perfect Marriage Matches), is an early Qing caizi jiaren (tale of scholar and beauty) narrative that was translated into Korean in the late seventeenth century. Caizi jiaren tales relate how young men and women manage to achieve happy unions by overcoming massive obstacles set in their way by social circumstances and the opposition of parents and others. Such novels are much closer to the actual experience of gentry women than military romances and had immense appeal because they dealt with the primary issue of social propriety, or li (ye 禮in Korean), so central to the daily lives of women in China and Korea. 


Kwŏn Sŏp’s mother Yongin Yissi 龍仁李氏 (d. 1712) collected many indigenous Korean hangŭl narratives. So Hyŏn-sŏng nok and Hanssi samdaerok relate the family saga of the So and Han families, respectively. These multi-generational family sagas, which extend for hundreds of pages, are part of a distinctly Korean narrative genre, independent of the Chinese narrative tradition. In So Hyŏn-sŏng nok, the plot is built around the efforts of the protagonist So Hyŏn-sŏng to maintain order in his family and pass on his moral influence to future generations in the face of poverty, the jealous bickering and scheming of concubines and wives, and difficult children. Though these Korean extended narratives were much influenced by Chinese morality books, they are extended tales that focus on a single family. 


A survey of Korean hangŭl novels shows that the development of morally ideal figures is a distinguishing feature that stands in contrast to Chinese narrative. The content of these novels was constrained by the means by which they were transmitted from mother to daughter as a form of moral instruction. The ideal women portrayed in Korean narratives were meant to serve as models for those young women when they were suddenly immersed in the contradictory world of married life without any previous experience with the opposite sex. They were not meant to be realistic portrayals of female psychology, but rather to present different archetypes of virtuous women from which readers could draw models. 


Chŏng Pyŏng-sŏl notes the structural similarities between Korean hangŭl narratives and the all-important genealogies, chokbo 族譜, which were guarded by upper-class Korean families
. Hangŭl family sagas are built around distinct family units which are supported by marriages and presented in chronological order. A summary of a Korean family saga would look distinctly like a genealogy. Although the contents of such hangŭl narratives as So Hyŏn-sŏng nok and Hanssi samdaerok parallel the genealogies in literary Chinese transmitted by men, the Korean hangŭl narrative served a function beyond simple entertainment within the family structure: over generations it transmitted notions of female virtue and identity. 


Another valuable insight into the transmission of ŏnmun translations of Chinese literature can be found in the preface written around 1695 by Cho T’ae-ok 趙泰億 (1675-1728) to a translation of Xi Zhou yanyi 西周演義 (better known as Fengshen yanyi, The Investiture of the Gods). Cho T’ae-ok’s mother transcribed this translation around the middle of the seventeenth century. Cho’s description presents a vivid picture of the importance the family attached to the translated Chinese novel. He writes: 


My mother once transcribed a copy of Xi Zhou yanyi in hangŭl that extended for ten and some-odd volumes. It so happened that one volume was missing, leaving the set incomplete. My mother constantly expressed her dissatisfaction with this state of affairs. 
After putting up with this situation for some time, she was finally able to obtain a complete set from a collector, from which she then proceeded to copy down the missing volume so as to fill in the gap. Not long after my mother completed the set, a woman from the neighborhood stopped by the house. She entreated my mother to let her read the series. My mother lent her the whole set on the spot. 


At a later date, that same woman arrived at our doorstep. Apologizing fervently, she explained, “I am most respectfully returning the books I borrowed. Only I am afraid I lost one volume somewhere on the road during my walk back. Although I searched everywhere, I was unable to find it. My crime is deserving of death.” My mother quickly forgave her, asking where exactly she had lost the book. But now the set for which she had previously taken such pains to find and copy the missing volume was once again incomplete. 


My mother much regretted this turn of events. Two years later, during the winter, my wife lodged temporarily at the foot of South Mountain. She took ill, and in the idleness of her forced convalescence she asked for books to read from another female relative with whom she resided. That relative presented her forthwith a single volume. When she saw it, she immediately recognized it as the very volume my mother had transcribed by hand. She then asked me to take a look at it; it was none other than that volume. 

Thereupon, my wife made more detailed inquiries as to the provenance of that volume. Her relative related that she had obtained the volume from a certain family member, who had previously bought it from a certain person in the same village. That person, in turn, had picked it up on the road. My wife told her in detail how the volume had come to be lost, and asked that it be returned. Her relative, finding the story equally amazing, promptly returned the volume. 


Thereupon, the set which had been incomplete was once again complete. Is this not a most unusual turn of events? If that volume had been left too long by the road without being picked up by someone, it would have been stomped on by horses and cattle and splattered with dirt and mud. Not a single scrap of it would have ever been recovered. If that volume had been picked up by someone who did not enjoy reading books, then it would have brought him no pleasure and would not have been treated with care. It would likewise have become frayed and broken, maltreated and ruined. In the end it would have been used to paste over some hole in the partition between rooms. 

How much of a difference there is between what happened and a fate of being stomped on by horses and cattle or splattered with dirt and mud? But by good fortune, the volume avoided such a fate. Picked up by a loving collector, it was put away with care. 
Now if that volume had been put in a collection at the far ends of the earth, far out of our reach, although that volume would have remained unharmed, I would not have had the chance to see it again. Would that not have been a great loss? That volume managed to avoid being left by the roadside to be stomped on by horses and cattle and splattered with dirt and mud. It was picked up by someone, but did not end up in the hands of one who does not enjoy reading books. In the end a loving collector picked it up and put it away in her collection. Not only that, but it did not end up in the collection of someone at the far ends of the earth, far out of our reach. It was picked up by a relative of my wife. 

Through a series of twists and turns, it finally came back to our home. How can this be anything other than Heaven’s decision not to let my mother’s fine calligraphy end up lost or destroyed? Lost for three years, it was recovered in a single morning. Can you possibly say fate played no role? How marvelous! How marvelous! It cannot go without being recorded. Respectfully I recorded above the details of that volume’s loss and recovery
. 


Although possession of a translation of Xi Zhou yanyi was not sufficient in itself to warrant special pride, the possession of such novels was of considerable value. The great concern Cho’s mother takes in preserving her manuscript set reveals that it was by no means a disposable commodity. Nor, however, was it absolutely impossible to find another edition, as she eventually does in the possession of a collector
. It seems that this collector was a man who took an interest in various antiques, including women’s writing. When a woman from the neighborhood borrowed the set of manuscripts and then lost one volume, once again leaving the translations incomplete, the expression employed for her, “a woman of the back alleys,” 
 suggests that she was of much lower status.

The entire anecdote is built around family lineages, including a comparison with the wife’s family. When Cho’s wife asks the relative with whom she is staying for reading material, the relative immediately presents her with the single volume of Xi Zhou yanyi that her mother-in-law had previously lost. From this scrap of information we can infer that not all homes, even among those of roughly the same social status, had extensive collections of hangŭl translations
. The passage suggests that if not for this book, the house would not have had any reading material in hangŭl at all.

The passage also implies that throughout Seoul a larger community of women read these texts. Educated men also had an awareness of, and respect for, female writing, although that respect was born not of the translations’ contents, but rather from an emotional/spiritual association with the mother. It is not clear whether Cho ever read this book, or merely inscribed a preface.


Yet despite passages such as the one above, which provide many vivid details about the social context of these translations, what we know about that context remains sketchy. The Naksŏnjae translation of Pingyaozhuan
 is the only translation of Chinese vernacular narrative that was dated by the woman who transcribed it. The inscription on the last page relates how the transcriber first copied three juan of the translation in 1835, then agreed to undertake the transcription of the whole book in response to the request of a beloved niece. Illness forced her to stop her work on the transcription for seven months in 1837, but she finally finished in 1838. Although nothing is known about the Pingyaozhuan’s original translator or the exact date of its actual translation, the document suggests that transcription by women was part of daily life. 


Pak Chae-yŏn notes that numerous transcription errors in surviving Naksŏnjae works indicate frequent recopying of texts. He also points out that these errors were perpetuated in the twentieth century when handwritten manuscripts and panggakbon sosŏl (woodblock-printed novels) were abridged and published for mass consumption as ttokchibonddokjibon sosŏl (also known as yukjŏn sosŏl, “six-penny novels”) by book merchants such as Pak Kŏn-hoe 朴建会 and Ko Yu-sang 高裕相. 
 


Panggakbon were privately printed woodblock editions of texts produced before the late nineteenth century’s introduction of modern printing techniques. It is assumed that the printing presses of yangban lost during the chaos of the Japanese and Manchu invasions ended up in the hands of merchants who then began printing, for a general audience, primers for classical Chinese and Confucian texts, editions of which survive from the middle of the seventeenth century. The ownership of the printing presses and the means of distributing woodblock editions remain obscure
. The wide circulation of hangŭl narratives in panggakbon editions was first recorded by Hong Hŭi-bok in the 1840s, although they certainly existed earlier. 

In general, there was considerable opposition in Korea to the publishing of popular narratives, or even of the collected works of famous scholars. A remarkable number of texts remained in manuscript format until the twentieth century, in significant contrast to Japan and China. Part of the reason lies with the perceived ethical value of the handwritten text in the Korean context. In the case of women’s readings and writings, as Im’s article details, the remarkable emphasis on calligraphy itself as a part of the ethical training of girls and women, as opposed to the contents of the narratives, made the very act of reading and copying virtuous and by extension, suggested that merely buying a printed version was not
. 
To purchase and read a cheap printed copy of a novel such as circulated in the early nineteenth century, the panggakbon novels, suggested a lack of pedigree and cultivation. Unlike Japan and China, as well as France and England where a large female readership for rather arch and formally complex novels in printed format had emerged by the seventeenth century, in Korea the novels read were either Chinese novels printed in China that had been imported or manuscript versions of Chinese novels in translation or Korean novels in hangŭl or literary Chinese. Printed editions of vernacular Korean fiction did not make inroads with the upper class until the very end of the nineteenth century. The anonymous panggakbon novels printed on a large scale between 1850 and 1910 were intended for a far less educated audience
. 

2. The Translations in the Naksŏnjae Pavilion 


The so-called Naksŏnjae translations
 are a collection of surviving Korean translations of Chinese vernacular narrative, was that were originally stored in the Yŏn-gyŏngdang 演慶堂 Pavilion of the royal palace and then moved to the Naksŏnjae Pavilion
 of the royal palace in 1929. The collection is now held in the Han'gukhak chung-ang yŏn'guwŏn (the Academy of Korean Studies). The Naksŏnjae pavilion subsequently served as the private residence for King Kojong (reigned 1864-1906) and was occupied by the last Korean king, King Sunjong (reigned 1907-1910), who continued to reside there even after the Japanese annexation of Korea. His consorts remained there after his death in 1926. In contrast to the Royal Library of Confucian studies, the Kyujanggak, which was established by King Chŏngjo in 1776 as the centerpiece for his rectification of scholarly learning, the Naksŏnjae Collection consists of hangŭl manuscripts for women’s informal reading. Those texts include both translations of Chinese popular fiction and original Korean novels. 


Pak Chae-yŏn advances two possible sources for these undated and anonymous works. One possible source is a massive project to translate Chinese texts into Korean language, overseen by the scholar Yi Chŏng-t’ae, that was initiated in 1884 by the order of King Kojong. Among other works, Chinese novels are said to have been rendered into Korean. Almost nothing is known of the exact process by which those texts were translated or who participated. If this translation project was a source for some of the surviving translations, no documentation survives
. The other possible explanation for these translations’ creation is that they were produced by impoverished scholars in the provinces, and by professional translators outside of the palace, for pay. Then professional book-lenders, or sech’aekjŏm 貰冊店, introduced the translations to the palace. That process most likely went on, also undocumented, during the eighteenth and nineteenth centuries. 
Most of the translations were likely produced for lending libraries in Seoul whose audience consisted of yangban women and palace ladies. The nature of these lending libraries is mentioned in a preface to the Nüsishu 女四書 (Four Books for Women, Yŏsasŏ) by Ch'ae Chegong 蔡濟恭 (1720-1799) 
. Most of the translations are of remarkable quality and suggest a deep familiarity with the Chinese spoken language. The only indication of such activity by translators is the record indicating that the scholar Yi Sang-hwang (1763-1840) bought a large number of Chinese vernacular novels in China and then asked the translation bureau’s professional translators to translate them into Korean
. 


Pak Chae-yŏn’s survey of the Naksŏnjae Collection reveals at least eighty-three distinct works of fiction, of which sixty-seven are long narratives in hangŭl extending for over five juan
. Cho Hŭi-ung positively identifies thirty-three translations of Chinese originals and eleven works likely to be the translations of Chinese novels, but not yet positively identified
. 

Based on secondary references such as those given above, we can assume that a far greater range of Chinese novels in Korean translation were circulating in Seoul during the eighteenth and nineteenth centuries than is represented by this collection. Many works may well have been so common in translation that there was no incentive to preserve them within the palace library—and thus they vanished. Moreover, there may well have been a female audience for Chinese vernacular narrative that read the original texts and therefore did not require Chinese translations at all.


The genres represented in the translations offer a few clues as to the Korean reception of Chinese narrative. For example, the Naksŏnjae Collection has few huaben short story collections, and contemporary Korean writings have few references to the huaben collections. Perhaps the experiences of the merchants and their families portrayed in the huaben collections were sufficiently alien and the habits described so vulgar as to make them unappealing to gentry women. And yet, for all their violence, military romances and histories are well represented, suggesting that their compelling portrayals of the rise and fall of individuals and nations made them intriguing reading. 


The importance of the examination system as implemented during the Chosŏn period (1392–1897) assured that these texts were accessible and understandable to Korean readers, and in particular, the emphasis on the resolution of familial conflict through the use of propriety gave the novels considerable appeal. 


Caizi jiaren novels and tanci ballads were not popular in Japan, where the audience for Chinese vernacular fiction seems to have remained largely male, even for Japanese translations. Significantly, Japanese literary criticism’s profound influence in Korea and China in the early twentieth century may have been responsible in part for Chinese literary criticism’s dismissal of the caizi jiaren tradition. This vital tradition was shunted aside when Lu Xun reordered the Chinese canon in his influential study Zhongguo xiaoshuo shilüe 中國小說史略
, the critical work that established the familiar divisions of the Chinese tradition in the 1920s. Not until the 1990s were even the most famous of caizi jiaren typeset in China for a modern reading audience. Although caizi jiaren may have been a significant genre, the scholars who wrote pre-modern China’s literary history did not feel it was worthy of mention. 


The most striking aspect of the Naksŏnjae Collection is its preponderance of Hongloumeng sequels. Given that Hongloumeng itself was first published in Japan in 1895 using Koda Rohan’s remarkable translation, and that none of the Hongloumeng sequels have been published in Japanese, the collection’s importance is clear. Only in Korea did this novel have such appeal. Hongloumeng’s presentation of intricate personal relations between women and their servants most likely was read in wealthy families and spoke to the women of the palace. Yet because Hongloumeng and its sequels contain many salacious scenes that would have raised eyebrows among women in Korean society, its centrality in the collection is also perhaps a bit surprising. 


In addition, according to Pak, several narratives in the Naksŏnjae Collection are clearly translations of Chinese fictional narrative, but for which the original Chinese text has not been identified, and may well have been lost in China (titles supplied in Korean reading): T'aewŏnji 太原志; Nakch’ŏn tŭng-un 落泉登雲; Okho bingsim 玉壺氷心
.
The Naksŏnjae Collection also contains four novels that can be identified as caizi jiaren romances. Although these are most likely translations of a Chinese original which has not yet been identified, their linguistic style and themes are close enough to Korean fiction that we cannot rule out the possibility that they are original Korean narratives : Yong-irok 霊異録; Raksŏng biyong 洛城飛龍; Ch’ŏngbaek-un 青白雲; Namgye yŏndam 南渓演談.

Min Kwan-dong has identified twenty additional Chinese narratives in Korean translations from the Chosŏn period that survive outside of the Naksŏnjae Collection. Significant books that survive in translation, which Min Kwan-dong identifies but the Naksŏnjae Collection does not include, are Jinghuayuan 鏡花縁, Shuihuzhuan 水滸伝, Xi Han yanyi 西漢演義, Dong Han yanyi 東漢演義, Haoqiuzhuan 好逑傳, Yujiaoli 玉嬌梨, and Xiyouji 西遊記
. 


It is not clear exactly why the extensive Naksŏnjae Collection does not include translations of the most famous vernacular novels, Shuihuzhuan, Xiyouji, and Jinpingmei, or why the only surviving translations of those works so clearly products of the nineteenth century. Pak Chae-yŏn speculates that in the eighteenth century, translations of the Shuihuzhuan were so commonplace that there was no need for the palace collection to preserve them. If that were the case, it would further indicate such translations’ widespread circulation. Partial translations of Shuihuzhuan and Xiyouj
i do survive outside of the Naksŏnjae Collection.


The Naksŏnjae Collection’s focus on caizi jiaren novels and tanci narratives such as Zhenzhuta, to the exclusion of more famous huaben stories and historical romances, suggests that this collection represents fiction generally associated with a female audience. Many tanci were written by women. By contrast, the Chinese novels that define the literati vernacular novel, such as Jinpingmei, the stort stories of Feng Menglong or Li Yu, or Rulinwaishi, are completely absent from this collection. Large numbers of literati novels survive in their original Chinese printed editions throughout Korea, suggesting that they enjoyed a wide readership among educated Koreans who had no need for translations. 
 

The late-Ming Dynasty huaben collection Xingshiyan 型世言.形世言
 was lost in China but was preserved in Korea in the Naksŏnjae Collection
. Chinese records of this phantom collection were all that existed until Pak Chae-yŏn successfully located the Korean translation in the Naksŏnjae Collection, and the original Chinese edition, which had been preserved, but not catalogued, in the Kyujanggak library. Korean readers appear to have translated a broad range of Chinese narratives including many that have not received much attention since that age. 


The question remains, whether the Naksŏnjae Collection is representative of the Chinese narratives that were read in Korean translations, or of the interests of a small number of palace women. The records mentioned in this paper suggest that even from before the earliest surviving text in the Naksŏnjae Collection, there existed a considerable body of Korean translations of Chinese narratives. But those works have vanished, seen as unworthy of preservation. In the case of the Hongloumeng translation preserved in the Naksŏnjae Collection, the sole surviving manuscript’s good condition suggests that it was not widely circulated. A certain number of translations, particularly those made in the late nineteenth century, were commissioned by the palace for internal use, but the other translations come from a larger body of translations and were most likely brought into the palace. 
 


To use an analogy, we can only speculate about what creatures may have existed in prehistoric times. Although we can make reasonable guesses as to the morphology of those animals whose skeletons happened to be preserved by some accident, we cannot be as certain whether those animals are representative of the general population of animals living before humans. Most of the animals of those times appeared and disappeared without a trace. Perhaps the Naksŏnjae Collection functioned something like the La Brea Tar Pits, that oozing mass of oil that trapped and preserved the bones of saber-toothed tigers and giant sloths. The collection preserves Korean translations of Chinese vernacular fiction that would have otherwise ended up as scrap. It survived only because such books were preserved in the palace
. But how much we can infer from that rare window into the reading of women in the eighteenth and nineteenth centuries is a difficult question. 

3. The Language of the Naksŏnjae Collection Translations


As a whole, the language employed in the Naksŏnjae translations is polished and the translations are quite accurate. The translations fluently render Chinese idiomatic expressions and make an effort to employ Korean vernacular expressions to represent unfamiliar Chinese phrases. We can infer that the translators who produced these translations were familiar with the finer points of Chinese vernacular usage, and, significantly, that the readers also expected a precise literary rendering. These translations of Chinese vernacular novels are far more polished as literary works than the printed versions of Chunhyang chŏn or Honggildong chŏn that circulated at the time. The uniformity of style among the translations suggests that by the nineteenth century, or earlier, the translation industry had already reached a high level of sophistication. For the most part, the errors that can be identified in the translations are due not to mistranslation but rather to mis-transcription from preexisting manuscripts
. 


Without exception, the translations are written entirely in hangŭl script and without the use of Chinese characters
. Although many Chinese phrases are translated into vernacular Korean, a striking number of Chinese expressions are transliterated into hangŭl according to the Korean pronunciation of the Chinese characters. Many of these phrases are long and their length appears rather unwieldy. It remains a mystery why so many Chinese expressions, extending to as many as seven or eight characters, were rendered directly into hangŭl as an agglutinative clump without any attempt at translation. For the most part, such transliterations are incomprehensible to modern readers. It is possible that many long Chinese phrases were quite commonly used in Korean storytelling, and perhaps even conversation, making these clumps of Chinese familiar to Korean readers. 

Many Chinese terms transliterated in the narratives are not obvious to this reader. The female Korean reader would have had to have had a substantial command of the Chinese language in order to read these works in Korean. The rendering of such passages in hangŭl was not because of an ignorance of Chinese characters that required translation. Rather, there was a deep stylistic, even ideological, distinction between female-gendered hangŭl writing and male-gendered writing in Chinese. Hangŭl narrative formed a parallel literary universe of female readers, not a simplification. 


Because Korean syntax differs significantly from that of Chinese, especially vernacular Chinese, a syntactic transformation is necessary to produce a smooth translation. As a whole, Chinese syntax follows a subject-verb-object order, whereas Korean syntax follows a subject-object-verb order.

 
The language of the translations of Chinese vernacular narratives generally differs significantly from that used in translations of literary Chinese. Original Korean novels of the seventeenth to the nineteenth centuries tend to follow more closely the language found in the translation of literary Chinese narratives into Korean. This literary style of Korean employs Korean syntax while retaining a large number of Chinese loan words, even Chinese verb-noun phrases in transliteration. The language employed in Korean narratives, not translations, is of an intermediate nature, closer to literary Chinese in many respects and at some distance from the spoken language. Mixing literary Chinese vocabulary and Korean syntax created a Korean language that felt to the reader like literary Chinese. Original Korean novels are so full of literary Chinese vocabulary, and even Chinese kinship terms, that they cannot be taken as a representation of how Korean was actually spoken. Korean novels written in hangŭl, although the habits described are clearly Korean, are almost all set in China and employ in transliteration numerous literary Chinese expressions that would have been quite alien in actual Korean conversation.


In contrast to indigenous Korean narrative, however, the Naksŏnjae translations employ fluent colloquial translations of Chinese passages that are unencumbered by classical Chinese vocabulary. Vernacular Korean expressions are employed to render highly colloquial spoken passages in the original Chinese text. Often, these vernacular Chinese passages forced the translator to use extremely vulgar language, and are the only surviving records of common vernacular expressions. When the translator ran into highly vernacular passages in the Chinese narratives he or she translated, he or she was forced to employ a highly vernacular Korean language to render the Chinese original. The result of such translation was the writing in hangŭl of highly vernacular Korean passages for the first time. Translation pushed the envelope for literary expression in vernacular Korean. Narratives composed in Korean by Korean authors, by contrast, tended to be essentially classical Chinese narratives rendered in a hangŭl format, lacking highly vernacular language. 


Pak identifies most of the Naksŏnjae Collection’s translations from vernacular Chinese as products of the eighteenth century, on the basis of their archaic usages of hangŭl script. With a few notable exceptions, the Korean translations have removed the poetic passages from the Chinese originals
. The translations also have removed the closing teasers that exhort the reader to continue reading on into the next chapter to find out the resolution of a particular dramatic scene in full swing.


A short description of the high-quality Korean translation of Chanzhenyishi will give some sense of these translations’ linguistic features. First, the mannerist aspects of vernacular fiction that are not essential to the narrative are eliminated. Poems and doggerel in the Chinese narratives, introduced by such phrases as “There was a poem giving proof” (youshiweizheng 有詩為証), “There was a poem celebrating this that said:” (youshicandao 有詩賛道), or “it was none other than” (zhengshi 正是 or danjian 但見), have been completely eliminated from Chanzhenyishi and most other translations. The notable exception to the rule is the poetry composed and exchanged by the characters within the novel. In this case the poems are transliterated in hangŭl, but no Korean translation is supplied. Most likely the poems’ meanings were obscure for most readers in such a format.


So also, Chanzhen yishi eliminates the Chinese storyteller tradition’s standard markers of orality, such as queshuo 却説 (so then let us speak of) or huafen liangtou 話分両頭 (the narrative divides at this point), although not consistently so. The Korean translation keeps queshuo, and in fact, it had become a convention in indigenous Korean narrative as well as an indicator of a shift in the narrative’s subject
. 


A noteworthy exception to the Korean translations’ general elimination of the term hwasŏl can be found in the first chapter of the Naksŏnjae translation of the fantasy Yaohuazhuan
. In fact, the Korean translation adds the expression hwasŏl, even though the Chinese equivalent, huashuo, does not appear in the original! Evidently hwasŏl had become such a natural part of the Korean narrative lexicon that it was inserted as a stylistic element to denote a change in the narrative’s topic without concern for the original Chinese text. 


Chanzhen yishi eliminate the author’s comments at the close of the chapter, which either sum up the events for the reader (known as a zongping 總評), judge those events, or most often, attempt to stimulate the reader’s excitement about the installment to follow. 


 As in most of the Naksŏnjae translations, the chapter headings (huimu 回目 in Chinese), often humorous couplets that paraphrase the contents of the chapter, are merely transliterated into hangŭl . For example, for Chapter 21 of Chanzhen yishi, the chapter heading consists of the following couplet: “After the heavenly scriptures are stolen, Yuan sends out his generals; Sorcery is dispelled and the evildoers punished in the old temple.” The Chinese original is “Qie tianshu hou Yuan qian jiang; Po yaoshu gucha zhuxie” 竊天書後円遣将 破妖術古刹誅邪. The Korean rendering of the chapter heading (is Chŏl ch’ŏnsŏ hu wŏn kyŏnjang; P’a yosul koch’al chusa. For the Korean reader of the time, the transliteration of the Chinese sentence would have been at least as hard to figure out as the above Romanization in pinyin without the Chinese characters would be for a reader familiar with the Chinese language. 


Pak Chae-yŏn also notes various examples of abridged Chinese originals, and occasionally of substantial expansions and elaborations in the Korean translations. In one notable example, a twenty-four-character phrase in chapter 38 of Chanzhen yishi is expanded to over 1,500 words in the Korean translation. The Korean translations include several other similar examples of expansions, although uncertainty about which Chinese edition was translated makes further speculation difficult. Pak does not raise the serious possibility that in the eighteenth century an alternate version of Chanzhen yishi may have been circulating that served as the model for this translation, but has since been lost
. 


Chanzhen yishi has no shortage of mistranscribed Chinese words (most likely the fault of the transcriber, not the translator) and a few mistranslations. It also includes many examples of Chinese character compounds properly belonging to the vernacular register that are merely carried over in Korean transliteration and not translated into Korean. Pak gives such terms as laocheng 老成 (Korean: nosŏng hada, honest and reliable) and shengli 生理 (Korean: sengni hada, commerce) as examples of Chinese vernacular usage
. At the same time, many vernacular Chinese sayings and idioms are translated into fluent vernacular Korean, rather than being transliterated
. 

Conclusion
Korean translations of Chinese vernacular narratives formed a widely read genre of narrative in Korea from the seventeenth through the nineteenth century. Those narratives are a critical missing link in the evolution of Korea’s narrative history without which we cannot appropriately assess how the modern novel emerged. That is to say that the “new novels” of the late nineteenth century were not simply adaptations of Western or Japanese narratives, but rather a continuation of the style, the diction and to some degree the content found in the translations of Chinese novels into Korean. The style of the modern novel does not have precedent elsewhere in the Korean narrative tradition. Although Chinese vernacular narratives were not clearly identified as being different from Korean indigenous narratives in the commentaries on narrative that survive from the period, they were stylistically quite distinct. These translations feature more vernacular expressions than original Korean narratives and treat a far more varied set of topics and characters as well. 

The standard genealogy of Korean narrative contrasts the Chosŏn narratives Kuunmong, Honggildong chŏn and Chunhyang chŏn which represent a traditional Korean perspective with the “new novels” of Yi Haejo and the “modern novels” of Yi Kwangsu, which represent a more realistic approach to narrative. If we take these translations of Chinese vernacular narratives to be a genre of Korean narrative, which they were from the perspective of Korean readers of the time, then that genre features the greatest diversity of linguistic expressions, plots sequences and characters and is the clear forerunner of the modern novel. 

Chinese narratives were popular in Korea precisely because they offered what the indigenous narrative did not. The broad reception of Chinese vernacular narratives was the first quest for a culture and literature that could serve as an alternative to the classical Chinese tradition. In the first case, however, Korean readers turned not to the literature of England or Japan, which was virtually unknown, but rather to the vernacular tradition of China itself. The very concept of a vernacular narrative that deserved the attention of intellectuals was tied directly, as is made clear in the writings of Hong Hŭi-bok, to the reception of Chinese vernacular narratives. 

What is most fascinating about this literary evolution is that Chinese vernacular narrative, with its unprecedented stylistic features (which were not explicitly identified as “foreign” by readers), found its most ready audience among women. The drive to create a literary narrative in the Korean vernacular language started with the translations for this readership. By contrast, other Korean literary works, whether sijo poetry or the narrative Kuunmong, can be characterized as the projection of literary Chinese conventions onto Korean language. These texts as a register remain classical even as they are written in hangŭl script. 

Those gentry women readers chose to express themselves in hangŭl script not because they were illiterate in Chinese. A cursory reading of these translations reveals that many contain the transcriptions of Chinese expressions that would have been impossible to understand for someone without a strong training in Chinese. Rather hangŭl itself formed a separate intellectual and cultural realm inhabited largely, but not exclusively, by women. 

Those hangŭl writings had a moral authority for women, whether classical or vernacular Chinese was the source for the translation. That script also allowed for a literary space that had far more breadth than Chinese language as it was practiced in Korea. When writing in hangŭl , the same narrative could swing from the sublime to the vulgar to great effect. Korean authors, however, did not take advantage of this potential inherent in hangŭl in their novels. Korean authors writing in hangŭl chose without fail to recapitulate literary Chinese narratives such as Lienŭzhuan in hangŭl narratives rather than experimenting with the full range of vernacular Korean. 

It was rather in the translations of Chinese vernacular narratives into Korean that we find the earliest recordings of highly vernacular Korean expressions and also in such translations can we identify a body of narratives that can considered as vernacular but still retained a claim to the literary. Those pre-modern translations of Chinese vernacular narrative deserve proper appreciation for their impact on what would become the modern Korean novel. 

APPENDIX

Translations of Chinese works preserved in the Naksŏnjae Collection:

Chinese Huaben collections: 

Gujin qiguan 今古奇観
Xingshi yan 形世言
Historical and martial romances:

Da Tang Qin Wang cihua 大唐秦王詞話 (title of the Korean translation: Tangjin yŏn-ŭi 唐晋演義)

Da Ming yingliezhuan 大明英烈傳
Da Song zhongxing tongsu yanyi 大宋中興通俗演義 (title of the Korean translation: Mumokwang chŏngch’ung-nok 武穆王貞忠録)

Bei Songzhizhuan 北宋志伝 (title of the Korean translation: P’uksong yŏn-ŭi 北宋演義)

Sanguozhi tongsu yanyi 三国志通俗演義
Fengshen yanyi 封神演義 (title of Korean translation: Sŏju yŏnŭi 西周演義)

Cang Tang Wu Dai yanyi 残唐五代演義
Zhonglie Xiaowu yizhuan 忠烈小五義傳
Zhonglie xiayizhuan 忠烈侠義傳
Hou Shuihuzhuan 後水滸伝
Sun Pang douzhi yanyi 孫龐鬥志演義
Courtroom Drama:

Baogongyanyi 包公演義
Hongloumeng and sequels:

Hongloumeng 紅楼夢
Bu Hongloumeng 補紅楼夢
Hongloumengbu 紅楼夢補
Honglou fumeng 紅楼復夢
Hou Hongloumeng 後紅楼夢 

Xu Hongloumeng 続紅楼夢
Caizi jiaren Romances:

Pingshan lengyan 平山冷燕
Xueyuemei zhuan 雪月梅傳
Xing fengliu 醒風流
Yaohua zhuan 瑶華傳
Yinfengxiao 引鳳簫 (title of Korean translation: Imp’ungjo 麟鳳韶)

Zhenzhuta 珍珠塔
Kuaixinbian 快心編
Romances of the Fantastic:

Chanzhen yishi 禅真逸史 (title of Korean translation: Sŏnjin ilsa 仙真逸史)

Pingyao zhuan 平妖伝
Nüxian waishi 女仙外史
Narratives for which the Chinese original has not yet been identified

T'aewŏnji 太原志 

Nakch’ŏn tŭng-un 落泉登雲
Okho bingsim 玉壺氷心 

Yong-irok 霊異録
Raksŏng biyong 洛城飛龍
Ch’ŏngbaek-un 青白雲
Namgye yŏndam 南渓演談
Emanuel Pastreich serves as associate professor of humanities at the Graduate School of Pan Pacific and International Studies at Kyung Hee University, Seoul, and as director of the Asia Institute (asia-institute.org). Pastreich has written extensively on East Asian studies, specifically his original field of intellectual history of the 17th and 18th centuries, and also on international relations and science policy. Pastreich taught at George Washington University in Washington D.C. while serving as an advisor to the ambassador of the Republic of Korea to the United States. He was also the editor-in-chief of the journal "Dynamic Korea" (2005-2007). He is author of four books.
� One representative collection of essays on pre-modern literature that places tremendous stress on the centrality of writing in Korean language over that in literary Chinese is Hanguk kojŏn sosŏl yŏngu [studies in the classical Korean novel] (edited by Yi Sangtaek and Sŏng Hyŏngyŏng). Seoul: Saemunsa, 1983. More recently Cho, Tong-il of Seoul National University has written a six volume Hanguk munhak tongsa [comprehensive history of Korean literature] that embraces this vision of the critical centrality of writing in Korean language. See especially volume two: Chungse esŏ kûndaero ûi yihaeng kimunhak [the evolution of narrative from the medieval to the modern, 173-255. Seoul: Jisiksanŏpsa, 1995, 173-255.


� For example, Choe Wonsik’s study Hanguk kûndae sosŏlsa ron [A consideration of the history of the Korean modern novel] provides an extremely insightful consideration of the modern novel, but makes no mention of the existence of these translations of Chinese vernacular into Korean that were widely circulated from the eighteenth century. See especially his chapter “1920nyŏndae sinsosŏl ŭi unmyŏng” [the fate of the “new novel” in the 1920s] in Hanguk kûndae sosŏlsa ron [A consideration of the history of the Korean modern novel]. Seoul: changjak kwa pipyŏng sa, 1985, 306-316. 


� Jeil ki-ŏn Kyŏnghwa sinbŏn. 第一奇諺: 鏡花新飜. Redacted in Jeil ki-ŏn Kyŏnghwa sinbŏn. Pak Chae-yŏn, ed. Seoul: Kukhak jaryowon, 2001. 


� Most surviving translations of Chinese vernacular narrative are preserved in the Naksŏnjae Collection. 


� Chŏng Pyŏng-sŏl, Wanwŏlhoemaengyŏn yŏngu (Seoul National University Department of Korean Language and Literature, Ph.D. dissertation, 1997), 144-45.


� Ch’ae Chae-gong 蔡濟恭. Pŏn-am sŏnsaeng munjip 樊巖先生文集, juan 33, Yŏsasŏsŏ 女四書序. Seoul: Kyŏng-in munhwasa, 1994. Seoul: Kyŏng-in munhwasa, 1994.


� The standard term pre-modern texts employed for hangul is ŏnmun 諺文, or “vernacular writing.”


� In some cases a surviving Korean narrative may be in fact the translation of a Chinese narrative that has been lost in China. 


� Interestingly, most novels set in Korea were written in literary Chinese, not hangul. 


� Queen Inhŏn served as King Hyŏnjong’s 顯宗 (1641-1674) main consort. The following references are found in Im Hyŏng-t’aek. “17 segi kyubang sosŏl ûi sŏngnip kwa Ch’angsŏn kamŭirok,” [Ch’angsŏn kamŭirok and the establishment of novels for gentry women in 17th century Korea] in Tongbanggakji 東邦学志 vol. 57 (March, 1988), 103-170. The original letters are reprinted in Ch’inp’il ŏngan ch’ongnam (ed. Kim Il-gon), letters #56, #57, and #102. Kim Il-gon 金一根 Ch’inp’il ŏngan ch’ongnam [Anthology of manuscript hangul letters]. Kŏnguk University, 1986.


� Im Hyŏng-t’aek does not indicate whether or not he believes this text to be an original Korean story. Judging from the title, it does not appear to be a translation of a Chinese novel.


� Pak Yŏng-hŭi. “Changp’yŏn kamun sosŏl ŭi hyangyu chipdan yŏngu” [a study of the social groups who appreciated long family chronicle novels] in Munhak kwa sahoe chipdan [literature and social groups]. Seoul: Chipmundang, 1995, pp.319-335. 


� Most likely, far more references to hangul narratives exist than those that have been uncovered in contemporary diaries. 


� “Che sŏnjobi susa Samgukji hu” 題先祖妣手写三国志後.


� Ham-byeong Yi-ssi (咸平李氏, 1622-1663).


� See Oksogo玉所稿, Chapjŏ 雑著, juan 4. (1749); “Che sŏnjobi susa Samgukji hu” 題先祖妣手写三国志後 [notes affixed to the end of a manuscript copy of Sanguozhi transcribed by my grandmother], by Kwŏn Sŏp 権燮, in Munhak kwa sahoejipdan, in Pak Yŏng-hŭi. “Changp’yŏn kamun sosŏl ŭi hyangyu chipdan yŏngu” [a study of the social groups who appreciated long family chronicle novels] in Munhak kwa sahoe chipdan [literature and social groups], 322.


� Im Hyŏng-t’aek, “17 seji kyubang sosŏl ŭi sŏngip kwa Ch’angsŏngamŭirok,”103-170.


� Some letters and diaries written by women in hangŭl survive, but compared with the amount of writing in literary Chinese that is preserved, their numbers are few.


� Oksogo, Chapjŏ, juan 4 (dated 1749). “Sŏnbi susa ch’aekja punpaegi” 先妣手写冊子分排記 [a record of the division and redistribution of manuscripts transcribed by my mother], reprinted in Munhak kwa sahoejipdan, 322.


� Private correspondence.


� The original passage by Cho T’ae-ok趙泰億 (1675-1728) is entitled “Ŏnsŏ sŏju yŏn-ŭi pal” 諺書西周演義跋 (transcribed in juan 42 of a manuscript edition of his collected works). Pak Chae-yŏn dissertation, p. 236. Pak Chae-yŏn. “Chosŏn sidae Chungguk sosŏl pŏnyŏkbon ŭi yŏngu: Naksŏnjaerŭl chungsim ûro.” Ph.D. dissertation, Hankook University of Foreign Studies, 1993. 


� Hogoga 好古家.


� Ryŏhangnyŏ 閭巷女.


� Of course Cho T’ae-ok may have adapted the story for his own convenience; perhaps he even desired to give a negative impression of his wife’s family


� Pak Chae-yŏn dissertation, 281. The affixed Korean title is P’yŏng-yogi 平妖記.


� Pak Chae-yŏn dissertation, 259. Pak Chae-yŏn describes in detail the transcription errors to be found in the Naksŏnjae manuscript translation of Sun Pang douzhi yanyi.


� See Kuk-ŏ kungmunhak sajŏn, 255. Seoul Daehakkyo dong-a munhwa yŏnguso (Seoul National University Asian Culture research Institute). Kuk-ŏ kungmunhak sajŏn.[Dictionary of Korean language and literature] Seoul: Singu munhwasa, 1989. 


� Im Hyŏng-t’aek, “17 seji kyubang sosŏl ŭi sŏngip kwa Ch’angsŏngamŭirok,”12-125.


� For a detailed analysis of Panggakbon and their circulation in Seoul, please refer to Yi Chang-hŏn’s Ph.D. thesis, “Kyŏngp’an panggakbon sosŏl p’anbon yŏngu,” unpublished dissertation, Seoul National University, Department of Korean Language and Literature, 1995. Hong Hŭi-bok’s introduction to Cheil kiŏn remains the earliest reference to commercial publishing of popular fiction in Korea. Yi Chang-hŏn “Kyŏngp’an panggakbon sosŏl p’anbon yŏngu” [Research on editions in Seoul of woodblock printings of Korean popular novels] Ph.D. thesis. Seoul National University, Department of Korean Language and Literature, 1995.


� The Naksŏnjae Collection was first introduced into the scholarly world in 1940, through Yi Pyŏng-gi’s Chosŏn-ŏ munhak myŏng-jŏ haejae [Summaries of outstanding literary works of the Chosŏn Kingdom]. Seoul, Chungang munhwa hyŏphoe, 1940. The first English-language extensive survey of the original Korean narratives and some of the hangul translations of Chinese narrative came in the form of W. E. Skillend’s survey with brief annotations entitled Kodae sosŏl (1968) Skillend, W. E. Kodae sosŏl: A Survey of Korean Traditional Style Popular Novels. London: University of London, 1968 and Chŏng Pyŏng-uk’s Naksŏnjae mungo-bon kungmun-sŏjŏk haejae (1969). The latter covers 113 texts assumed to be Korean original works and over thirty translations from the Chinese. Chŏng Pyŏng-uk. Naksŏnjae mungo ŭi chŏngni wa haeje [Organization and explanation of the Naksŏnjae Collection]. Seoul: Seoul National University Press, 1969. Unfortunately, this survey fails to distinguish which works specifically originated in the Naksŏnjae Collection and which come from other Royal collections.


� The Naksŏnjae Pavilion was built in 1847 for the use of the Royal consort of King Hŏnjong (reigned 1835-1849) née Kim.


� See Pak Chae-yŏn.“Chosŏn hugi chungguk t’ongsok sosŏl ûi chŏrrae wa pŏnyŏk munhakjŏk suyong” [The transmission to Korea of Chinese vernacular novels in the late Chosŏn Kingdom and their translations: the literary reception in Kyŏngsan Sa Chae-dong paksa hwagap kinyŏm nonch’ong Hanguk sŏsa munhaksa ûi yŏn-gu [Feststrift on Korean narrative and literature for Professor Sa Chae-dong on the occasion of his sixtieth birthday]. Seoul: Chungang Munhwasa, 1995, pp. 1569-1589.


� Chae Che-gong 蔡濟恭, Pan-am sŏnsaeng munjip 樊巖先生文集, Seoul: Kyŏng-in munhwasa, 1994, juan 33.


� Chung-guk sosŏl hoemobŏn, 159. Pak Chae-yŏn. Chung-guk sosŏl hoemobŏn [Illustrations of Chinese Novels], 159. Chunchŏn: Gangwon University Press, 1993. 


� See Pak’s “Chosŏn hugi Chungguk t’ongsok sosŏl Chŏrrae wa pŏnyŏk munhak” in Kyŏngsan Sa Jaedong Hwagap kinyŏm nonch’ong, 1572. The forty-nine narratives from the Naksŏnjae Collection identified positively as original Korean narratives have received considerable scholarly attention, to the almost total exclusion of the translations from Chinese, which make up the majority of the collection. 


� See appendix for a list of the Chinese vernacular narratives contained in the Naksŏnjae Collection. 


� Lu Xun 魯迅. Zhongguo xiaoshuo shilüe 中國小說史略, in Lu Xun quanji, volume 9. Beijing: Zuojia shuwu, 1948. 


� See Pak Chae-yŏn’s article “Chosŏnhugi Chungguk t’ongsoksosŏl chŏrrae wa pŏnyŏkmunhak,” Kyŏngsan Sa Jaedong Hwagap kinyŏm nonch’ong, 1574.


� Min Kwan-dong, 130. This list presents only major works not included in the previous list. Min Kwan-dong, “Kungnae chungguk kojŏn sosŏl ŭi panbon ch’ulp’an pŏnyŏk sanghwang” [the state of translation and publication for translations and adaptions of Chinese traditional novels in Korea]. Seoul: privately published monograph, 1995. 


� Three juan of a printed translation of Xiyouji produced in Ansŏng presumably during the nineteenth century survive in the collection of the noted scholar Kim Tong-uk. See Min Kwan-dong, 135.


� For an extensive listing of Chinese works that survive in collections throughout Korea, see Pak Chae-yŏn’s dissertation, 557- 587.


� Xingshiyan is attributed to Mengjue daoren 夢覺道人 of Hangzhou.


� Xingshiyan and its Korean translation are treated in detail in Pak Chae-yŏn’s dissertation (23-49).


� Both Pak Chae-yŏn and Chŏng Kyu-bok hold that hangŭl translations of Chinese vernacular fiction were widely circulated.


� Koreans placed great emphasis on the preservation of the hangŭl translations transcribed by women. It is not certain why, if such an attitude prevailed in the seventeenth century, more texts were not preserved. It is possible that the attitude toward texts shifted in the nineteenth century as vernacular fiction was published as a commodity, with the result that previous handwritten manuscripts lost their novelty. 


� The translation of the Xingshiyan collection of Chinese huaben tales bears the mistakes indicative of repeated re-copying, suggesting that it was most likely not originally commissioned for the palace, but translated privately. Pak Chae-yŏn dissertation, 35.


� A practice in marked contrast with the translations of Chinese narratives into vernacular Japanese at the same time in Japan. 


� Pak Chae-yŏn dissertation, 35. A notable exception is the translation of Sun Pang douzhi yanyi, which gives the poems in the original Chinese with a Korean translation below. Most likely the distinction was one of readership. As noted by Ch’oe Nam-sŏn, hangul fiction had three different levels of readership in Korea, for both original Korean works and translations from Chinese. The highest level included the readership for the meticulous translations of Hongloumeng and Chanzhen yishi that survive in the Naksŏnjae Collection. In the case of the surviving Hongloumeng translation, the entire Chinese text is reproduced with the proper Chinese pronunciation indicated in hangul, suggesting a readership with an interest in spoken Chinese language. A vernacular Korean translation is supplied at the bottom of the page. The careful translation of the poems in Sun Pang douzhi yanyi implies that it also was intended for a sophisticated readership. Ch’oe Nam-sŏn, Chunhyang-chŏn, Suhoji, Ongnumong. Seoul: Hyun-amsa, 1974 


� When I mention the appearance of these Chinese signifiers of orality, such as huashuo in translations of Chinese fiction as well as Korean original fiction, I am referring to their appearance in hangŭl, not as Chinese characters. Their most obvious narrative purpose was not denoting orality, but rather demarcating a shift in the narrative’s topic. 


� Pak Chae-yŏn dissertation, 326.


� Ibid., 186.


� Ibid., 185.


� Chanzhen yishi includes passages in which transliteration would have worked well but where the passage is translated into Korean. The commonplace Chinese phrase “xueli songtan” 雪裏送炭, meaning “to send coals to someone in the middle of the snow,” and by extension, “to help out a friend in need” (Chanzhen yishi, chapter 2) is translated into Korean as “nunsok ŭi sut ponaem kat’ayŏ,” “like sending coal in the snow.” Since the expression’s connotations are not self-evident, the Korean version is a literal translation which requires either that the reader already be familiar with the Chinese expression or that he infer its meaning. Not one single Chinese word survives in the Korean rendering, although the transformation of the verb ponaeda into the substantitive ponaem suggests that the phrase is not a representation of natural spoken Korean speech, but a somewhat artificial translation. In his analysis of the Pingshan lengyan translation, Pak Chae-yŏn cites a series of examples of both the smooth, seamless translation of Chinese sentences into Korean and the final translation’s retention of Chinese vocabulary (357). 


	 





