https://dx.doi.org/10.7592/EJHR.2025.13.2.996

The European Journal of
Humour Research 13 (2) 140-159
www.europeanjournalofhumour.org

A comparative reading on the satirical portrayals of
the colonial bourgeois through Chae Mansik’s Peace
under heaven (1938) and Vi Trong Phung’s Dumb
luck (1936)

Alvaro Trigo Maldonado
University of Salamanca, Spain
alvarotrigo@usal.es

Abstract

During the 1930s Korea and Vietnam were undergoing profound social changes at the crossroads of
tradition and modernity and under the colonial rule of Japan and France respectively. In this socio-
historical context literary writers like Chae Mansik and Vi Trong Phung expressed their concern on the
deterioration of moral values as the traditional order crumbled and was substituted by an often-
superficial westernization and a dominance of money over ethics. This paper explores how two of their
most prominent works used irony and satire to express the critics towards their societies and raise
awareness among their readers. The comparative reading of particular aspects present in Peace under
heaven (1938) and Dumb luck (1936) seeks to establish a link between both author’s mode of writing
that goes beyond their particular socio-historical context and emphasizes its universal value as a means
to obtain a better understanding on the significance of the literary legacy that they represent. It
particularly, the structure and protagonists of both novels are compared given the importance put on
their characterization and their exaggerated physical and sexual dimensions analyzed as one of the
characteristics used to enhance the humorous aspect in both novels.
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1. Introduction and contextualization

This paper aims to establish a comparative reading of two satirical novels by key authors,
shedding light on 20th-century literature that critiqued the societal dynamics of the 1930s in
Korea and Vietnam. From a historical perspective, both authors lived during periods when their
respective societies were at a crossroads, marked by foreign occupation, the erosion of
traditional values, and the embrace of "modernity," often associated with Western cultural
elements. This comparative analysis of two of their most popular novels seeks to enrich our
understanding of both authors as comparative literature grants the literary history of a
determined nation a deeper resonance in its capacity to contrast a given tradition with others
(Dominguez et al. 2015, 4). The comparative approach used here aims to illuminate how both
authors employed satire to critique their times. Furthermore, it seeks to transcend the local by
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situating these works within a global framework, highlighting their universality beyond the
confines of national literary traditions.

Due to the specificity of the topic, not many attempts have been made to compare these two
novels. Among them, the most notable was perhaps made by Luong Thi Binh in her MA thesis.
However, upon examining the structure of the work, while a considerable portion of it is
dedicated to contrasting the realism elements of the novel with the socio-historical background
of the countries during that period, the chapter dedicated to the analysis of satire presents them
in separate sections rather than directly comparing their commonalities through the similar
scenes that can be found in the two works (Luong, 2022, pp. 52-58). Thereby, this paper seeks
to establish a parallel reading between both first focusing on their satirical intake into the
tradition-modernity bionomy and then comparing their protagonists with an emphasis on the
grotesque portrayals of sexuality with the objective of establishing a clearer connection between
the novels that sheds light to a better understanding of their satirical spirit outside their socio-
historical contexts. For this comparison the available English translations will be used. However,
as this may raise concerns among specialized readers due to the challenges of translating all the
nuances of such satirical works, the original texts will be offered in the footnotes for each
quotation as well.

As a writer, Chae Mansik (1902-1950) has been often categorized as a satirist. While it is
true that this characteristic is not present or prevalent in all his literary works, some of his most
renowned works could fall in this categorization. Among others, Chae Mansik produced 15 full
and medium length novels and 70 short stories (Kong, 2022, p. 145). His novel Taepyeong
chonha (Peace under heaven) is among his most representative works written during the
Japanese colonial period (1910-1945). Divided in fifteen chapters, it was originally serialized in
the Chogwang (i) magazine from the January to the September volume in 9 installments
(Chae, 1987, p. 8). The title of the novel, XX T, refers to a Chinese proverb meaning “Peace
under heaven”.

Its popularity among readers may be represented in the fact that it gave birth to other pirate
versions under different titles: Hwanggeumgwang Sidae (The Gold Rush) by the publisher
Jungang in 1949 and Aejeongui Bom (The Spring of Love) by Daedong in 1958. Both editions
were presented following the aesthetics of ttakjibon (popular novels of cheap edition) and
recognized Chae Mansik’s authorship in their cover, but according to Kim's research in the first
case they left blank the copyright section while in the second they seem to have changed the
works title to avoid possible legal consequences (Kim, 2013, pp. 286-287). The plot follows a
day and a half in the life of its protagonist, Yun Tusop, son of “horse-face” Yun, an usurer who
has built his fortune on lending money to impoverished countrymen with high interest rates.

On the other hand, Vi Trong Phung (1912-1939) is regarded as a prominent author within
Vietnamese twentieth century literature as well. His educational background was rather humble,
and he wrote exclusively in the Romanized script because he never learnt Chinese characters
(Zinoman, 2014, p. 25). In Colonial Vietnam, the colonizers established many Franco-
Vietnamese schools and promoted the education in qué ¢ ngu, the Romanized version for
spoken Vietnamese created by the Portuguese missionary Fransico de Pina (1585-1625). This
was a strategy intended to sever the ties between the Vietnamese and the Chinese elites as the
Chinese heritage could become an identifier of Vietnamese nationalist identity and there was a
growing circulation of Chinese texts preaching revolutionary and nationalist ideas in Indochina
(Zinoman, 2014, p. 24). Thus, it is important to point out that Vii Trong Phung’s background
was product of the first generation of Vietnamese who were educated in this manner.
Considering this and his economically troubled background, it is not surprising to discover that
some of his literary competitors used his background against him. For example, the Self-
Strength Newspaper These Days (Ngay Nay) dismissed him as a “literary hack™ whose
“rudimentary education” (so "ho.c) rendered him unqualified to offer lessons about society and
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morality (Zinoman, 2014, p. 26). This may be one of the very reasons for his satirical instance
against those intellectuals who found themselves superior for having obtained (or attempted)
French degrees through certain characters in his novels. Interestingly, his critical stance towards
intellectuals is shared by Chae Mansik even though he came from an accommodated family,
which allowed him to study Chinese characters during his childhood and also to spend one year
studying English literature at the University of Waseda in Japan before having to come back to
the peninsula in 1923 due to financial problems. (Jang, 2017, p. 43).

Vi Trong Phung passed away at an early age for a writer due to the combined effects of
tuberculosis and opium addiction. Despite this, during his career that spanned around ten years
he produced eight novels, four books of narrative nonfiction and hundreds of stories, plays,
essays and others (Zinoman, 2014, p. 2). Similarly to Chae Mansik in Korea, he has been known
for his cultivation of realism together with other authors such as Vu Bang or Vu Dinh-Chi (also
known as Tam Lang) (Durand & Nguyen, 1985, p. 121). In his works he depicted social issues
of the time such as the prostitution industry, usury, extortion and venereal diseases as it can be
seen in works such as Ky nghe lay tay (Marrying Frenchmen as business, 1934) or Luc Xi
(Venereal disease clinic, 1937), which was serialized in eleven installments in the Vietnamese
newspaper Tuong Lai (Future) before being published as a book (Malarney, 2011, p. 9). The
stark portrayals of sexuality in his writings led the French colonial administration to fine him in
1932 (Phong, 2024) and in an interview by Le Thanh in 1937 translated and republished by
Peter Zinoman in 2005 he tried to defend against those who accused his novels of being
pornographic by emphasizing that contemporary society was in a process of decay and that he
depicted real situations that he had experienced (Le, 2005, p. 75).

His novel S P (Dumb luck) was published first in serial form in the Ha No6i Bao (Hanoi
Newspaper) starting on 7 October 1936. This was shortly after the Popular Front took power in
France which brought about a relaxed censorship in Vietnam (Zinnoman, 2002, p. 2). S6 D6 is
a satirical portrayal of the bourgeois of the time set up in Hanoi. It is important to note that this
novel together with all the author’s work became later banned from the late 1950s up to the early
1980s as they were considered counter-revolutionary (Zinoman, 2014, p. 11). However,
nowadays the author has become a classic studied in schools. The plot narrates the rise of Red-
Haired Xuan (Xuan To6c D9), an orphan ball boy who belongs to the common people (binh dan).
Through a series of adventures this character of humble origins becomes a member of high
society and the Europeanization Movement.

1.2. Methodology

Even though satire has been widely researched in different fields, its definition remains
problematic and subject of academic debates. The Concise Oxford Dictionary of Literary terms,
satire is defined as: “a mode of writing that exposes the failings of individuals, institutions or
societies to ridicule and scorn. Satire is often an incidental element in literary works that may
not be wholly satirical, especially in comedy. [...]” (Baldick, 2001, p. 228).

Departing from this definition it is possible to establish two essential characteristics: Firstly,
satire is not considered as a literary genre itself, but rather as a mode of writing; and secondly,
satire has an intentionality of social critique. The first characteristic may be more controversial,
partly because of the problems inherent in quantifying the satirical elements of a novel and the
difficulties in determining if satire is a dominant characteristic within a particular work.
However, when it comes to the second characteristic, as pointed out by Park-Ozee, existing
definitions unanimously agree that satire is a form of criticism that seeks to prompt the audience
to engage in scrutiny of the satirical target (Park-Ozee, 2019, p. 4). Other authors, such as Linda
Hutcheon agree defining satire as “moral, social and ameliorative in its intention” (Hutcheon,

Open-access journal | www.europeanjournalofhumour.org
142



The European Journal of Humour Research 13 (2)

2023, p. 16). In his prominent essays on this topic, Northrop Frye pointed out that “the chief
distinction between irony and satire is that satire is militant irony: its moral norms are relative
clear, and it assumes standards against which the grotesque and absurd are measured” (Frye,
1971, p. 223) Indeed, as mentioned in the introduction, Taepyeong chonha and Sé D¢ include
significant satirical mechanisms that serve the purpose of criticizing their colonial societies.

Satirists utilize a combination of absurdity, distortion, reversal and reduction (Park-Ozee,
2019, p. 17). As it will be argued, elements of the Bakhtinian concepts of carnivalesque and
grotesque realism are also present in both cases. In his analysis of Rabelais literature, Mikhail
Bakhtin established a relationship between carnival traditions and satirical literature that include
reversal of hierarchies, grotesque realism and laughter as resistance to authoritarianism. Bakhtin
depicts carnival as a temporary liberation from the prevailing truth and from the established
order that marked the suspension of all hierarchical rank, privileges, norms and prohibitions
(Bakhtin, 1984, p. 10). According to him, the humorous principle that organizes the carnival is
atemporal and universal and laugher transcends the objects towards it is directed within a
particular time and space. It is a collective concept directed towards the world (Lachman et al.,
1988, p. 123). A related concept that derives from this is grotesque realism which focuses on
the grotesque body. For Bakhtin that body is “marked by the evidence of its material origin and
destiny” (Dentith, 1995, p. 65). It constitutes the literary expression of an attitude that is central
to popular culture and that it expresses itself more directly in the excesses of life, the carnival
banquets, idiot’s fests, games and symbolic subversions. He exemplifies quoting Don Quixote’s
Sancho whose representation with a protruding belly, a big appetite and abundant defecation
symbolize the utmost expression of the grotesque realism (Dentith, 1995, p. 78). The following
table presents key elements that characterize satire, which will be comparatively analyzed in
both novels in the next sections.

Table 1. Theoretical framework to compare satirical elements

Category Key concepts Analytical questions
Do the language reflect a carnival
Language and tone Bawdy humor, colloquial or grotesque tone?
speech Are there multiple competing

voices or perspectives?
How are societal hierarchies or

Carnivalesque Suspension of hierarchies, norms subverted?
inversion of norms, festive Area elements of collective or
laughter, collective festive humor present?
participation
Critique of authority, Who or what is being mocked or
Satirical targets religion, social norms, morality subverted?

How does satire encourage
laughter or reflection?

Emphasis on the material How does the text depict the body/
Grotesque Realism bodily principle its bodily functions as exaggerated?
Exaggerated sexual desire
Sexuality as Sexual excess as Sexual humor or sex that critiques
grotesque realism generative, comic, universal societal norms

Mockery of chastity or celibacy
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In the following sections, we will first delve into a comparison of the general structure,
tone, and satirical targets of both novels, setting the stage for a deeper exploration. The
subsequent analysis will focus on how elements of grotesque realism are woven throughout,
with particular emphasis on the two central characters. Although both novels feature a broad
spectrum of satirical figures, their narratives are ultimately anchored in the compelling journeys
of their protagonists: Yun Tusop and Red-haired Xuan.

2. Structure and carnivalesque tone of the novels

As mentioned above, the novels are centered in their peculiar protagonists and their relations
with their families, though Yun is the patriarch of his family and Red-Haired Xuan is originally
an outsider to Mrs Deputy Customs Officers family:

“Horseface Yun”

J

Yun Tusop

!

Yun Ch’angsik (Married to Mrs Ko) Seoul mistress  T’aesik (disabled illegitimate son)

l \

Yun Chongsu (Married to Mrs Park)  Yun Chonghak (Married to Mrs Ko)

J

Kyongson
Figure 1. Yun’s family structure

Figure 1 represents Yun’s family. In the narrative present, Yun TusOp is seventy-two years
old and the patriarch of an extended and dysfunctional family. At his advanced age with
economic prosperity and stability ensured his main goal is to raise the reputation and status of
his family name through his descendants. However, despite his efforts, his son Yun Ch’angsik
spends most of his time dilapidating the fortune built by his father by lending money to everyone
and leading an extravagant life with different concubines. Considering that his daughter, Seoul
mistress, widowed at a young age becoming confined to the house and that T aesik is mentally
disabled and an illegitimate son, the hopes of Yun Tusop to raise his family status are placed on
his grandsons, Yun Chongsu and Yun Chonghak. While most characters belong to Yun’s family,
there are two other important characters that are not related to the Yuns, the fifteen years old
kisaeng Ch’unsim and Taebok, the family’s accountant that had previously worked for a few
years as a bookkeeping clerk.

The novel also features chapters that are centered on other characters belonging to his
family or household. Besides its satirical tone, a remarkable characteristic of this novel is the
presence of structures typical of the traditional pansori of which the author was a big admirer.
Such elements can be found, for example, in the summaries that open the fifteen chapters of the
novel and their repetition of character or environment descriptions that are like those used in the
pansori scenes that alternate between tension and relaxation (kinjang and iwan) (Song, 1992, p.
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21). Like Vi Trong Phung’s novel, from a lexical perspective Taepyeong chonha includes foul
language and insults as a tool to reinforce the comical effect at some points. For example, the
protagonist continuously calls his own daughter-in-law “frigid bitch” and her teenager lover
“little bitch”. The novel also includes dialectal expressions from the author’s home province
Jeolla.

Due to its structure, it has been often compared to Yeom Sangseop’s Samdae (Three
Generations, 1931) because of its portrayal of a multiple generational family in the same
historical context. For example, Park argues that the structure in both novels is used to represent
a generational conflict where the family patriarchs embody traditional obsolete values in the
colonial society and their son’s modernity (Park, 2021, p. 630). However, as pointed out by Kim,
it is also true that while three different generations are depicted the focus on the novel relies
mostly on the perspective of Master Yun (Kim, 2004, p. 397). In the case of Yun Ch’angsik,
Park argues that he represents that new generation of intellectuals who felt powerless and
alienated within the colonial context and thus decided to indulge in a hedonistic way of life. The
study concludes that one of the differences between the two novels is that Chae Mansik focuses
more on the exploitative and oppressive economic structure of Japanese colonial capitalism
(Park, 2021, p. 640) This seems coherent with other author’s major works of this period, such
as for example Takryu (Turbid Rivers, 1938) that also explores money through a series of
characters ranging from rice stock speculators to usurers among other themes. A fundamental
difference between Samdae and Taepyeong chonha lies in the employment of irony and satirical
modes by Chae Mansik, especially towards its main character Yun Tusop, to criticize society.
On the other hand, S& Do presents the following structure:

Red-Haired Xuan (an outsider in origin)

J

Mrs Deputy Customs OffiCelummy. ~ Mrs Civilization (Niece of Mrs Deputy Customs Officer)

AR

Little Master Blessing Janette

Great-grandpa

:

Grandpa Hong - Grandmother i
Mrs SNOW g Horned senior clerk’s wife =~ <@e==p  Mr Civilization

Figure 2. Mrs Deputy Customs Officer’s family.

Most of the characters in S6 Do belong to the same family as well, though there are other
secondary characters and affiliates to the Europeanization Movement that do not share blood
ties with them just like the protagonist himself. As it can be seen in Figure 2, The structure is
more complex than in Taepyeong chonha and it also presents a broader range of secondary
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characters that function as archetypes of the different social strata perceived by the author in the
1930s even though the focus of the satire remains directed towards the bourgeois. As described
by Hoang:

The author's laughter is a denial of the entire society, ridiculous and in disarray. The ideas in the
novel have achieved a universal level: the writer criticizes all the vices that could spread through
every social layer: false radicalism, self-styled populists, pseudo-intellectuals, pseudosciences, and
false titles and diplomas.

(Hoang Ngoc Hién, quoted in Le, 2022, p. 164)

Mrs Deputy Customs Officer is together with Red Haired Xuan arguably the most satirized
and important character in the story. Mrs Deputy Customs Officer was raped by a French soldier
who married her when she was a teenager and later remarried a young official who also passed
away. Both are said to have passed away trying to satisfy her overwhelming sexual desire to add
to the satirical portrayal. When she decides to hire Red-Haired Xuan, originally a ball boy, as a
player to practice on the new tennis court that she is building in her yard his fate radically
changes, and he will begin to ascend in society through a series of comical adventures.

As Pham points out, in S5 Do the colonial city of Hanoi functions as a dynamic
intersectional zone between these two cultural spaces, a meeting point where French residences
coexist with the traditional sidewalks to which originally Red-Haired Xuan belongs (Pham,
2019, p. 55). The sidewalks were an important spatial element in the cramped old neighborhoods
as they served for multiple daily life interactions. As a long-term resident of the 36 streets of
Hanoi, V@i Trong Phung best represents this element at the beginning of the novel when Red-
haired Xuan has interactions with the future teller and the sugarcane girl. In that regard, it can
be concluded that in comparison to Taepyeong chonha, S6 Pé’s social critique displays a wide
range of characters not exclusively limited to the bourgeois, but with a clear focus on them and
the Europeanization Movement.

Just like some academics have established connections between Taepyeong chonha and
pansori, in the case of S6 Do influences from Vietnamese traditional culture can be perceived.
Specifically, critic Van Tam emphasized how the novel echoes many conventions of the
traditional farce cheo. Elements such as extravagant situations and characters, nonsensical
elements, slapstick, wordplay, double meanings and conversations filled with mutual
misunderstanding are present in both the novel and this form of humoristic theatrical
representation (Le, 2022, pp. 163-164). The structure of the novel and the ending present some
similarities as well as in every chapter there is a title and an introduction of themes and
characters followed by sudden unusual events, presentations of the characters and acting where
they define their traits through dialogue. Once the protagonist Xuan achieves glory the conflicts
are resolved, and the novel and its theatrical scenes abruptly conclude. (Le, 2022, p. 164). In
terms of narrator, where these two novels display influences by the author’s native traditions, it
can be argued that they maintain a distance or detachment from the satirical subjects allowing
the readers which Muecke considers a key element in the process of creating and enhancing
irony as he comments:

The word 'comic' suggests a certain ‘distance’, psychologically speaking, between the amused
observer and the comic object; the word 'liberation’ suggests 'disengagement’, 'detachment’, and
these in turn 'objectivity' and 'dispassion’ .

(Muecke, 1970, p. 47)

In other words, both narrators function as observers allowing multiple interpretations by the
readers, Phung observes that absence of a dominant voice and the fact that the narrator
accurately relates what is said by other characters may also be perceived as a development from
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his report writings narrator (Phung, 2022, p. 127). In Taepyeong chonha the narrator mocks and
ridicules the situations the characters find themselves and its portrayed as omniscient, lively,
and comically animated within the novel. (Kim, 2004, p. 405) In both cases the narrator’s
detachment serves to enhance the satirical tone of the works, and they can be defined as dramatic
narrators insofar as they contribute to the mockery of the characters aligning with common sense

In addition to their structure and narrators, both novels present a tone that aligns with the
concept of the carnivalesque, defined by Mikhail Bakhtin (1895-1975) as a mode of writing that
captures the spirit of the carnival and other popular festivities, reproducing its typical
subversions, characteristics, parodies, and dethronements. This is perhaps most evident in the
absurd humor that defines S5 Bo. Red-haired Xuan had originally been hired by family members
as a doctor with the hope that his fake medicine would kill Great-grandpa. When he failed in
this task, what ultimately killed the old man was the news of his daughter’s adultery. The best
example of a carnivalesque scene in the novel is found in Great-grandpa’s funeral. The narrator
depicts the blend of Vietnamese, Chinese, and French traditions as resembling a large festival.
Although the funeral should be a solemn occasion, it devolves into a grand celebration for the
family, an opportunity to publicly display their wealth.

The conversation fragments heard at the event are, in contrast to the social norms that
govern funerals, frivolous to most:

To whose family does that pretty girl belong? The one next to her is even hotter! Yes, yes, that
bastard is a real creep! Didn't his wife leave him?-Two husbands already!-She's not too old!-Those
breasts look awfully French!-Can't you fix me up with her?-Did you say a gold mine or lead rnine?-
No more dates at all?-The wife is so fat, and the husband is so skinny. | see horns for him in the
future!

(Phung, 2002, p. 148)*

In another moment of the funeral high school graduate Tan asks attendants to strike different
poses next to the coffin and his friends jump on the surrounding tombs so that Tan can take their
souvenir pictures. All of this can be interpreted as contributing to the mockery of the colonial
bourgeois.

Scenes that evoke this kind of festive spirit can be also found in Taepyeong chonha.
However, they are more centered in Master Yun and his discussions with other characters. A
good example of this can be found in the quarrel happening in his household where the family
norm is subverted and the patriarch receives all sorts of insults from Mrs Ko, his daughter-in-
law. Mrs Ko who has spent a big deal of her youth in solitude while her husband maintained
different concubines, is full of rancor and fights with all family members. Her cunning makes
him lament not being able to beat her like his defunct wife did.

Another similar scene occurs fight over a seat in the festival where he is mistaken for the
pansori singer Yi Tongbaek taking offense in it. On the same scene he accuses modernity of
turning everything “topsy turvy” when one of the ushers instruct him to move to a cheaper seat
according to the price he paid.

1 In Vietnamese: Con bé nha ai khau thé? — Con bé bén canh dep hon nita! - U, i, cai thang 4y bac tinh bo
me! — Xua kia v n6 bo n6 chd? — Hai doi chong roi! — Con xuanchan! - Gém cai nguc, cai dam qua di mat! — Lam
méi cho té nhé? - Mo vang hay mé chi? — Khong, khong hen ho gi ca - Vg béo thé, chong gay thé, thi moc sirng
mat! van van v.v... (Phung, 2003, pp. 121-122)
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2.1. Social criticism and the interplay of tradition and modernity

Despite their different historical backgrounds, Taepyeong chonha and S6 D6 exhibit a series of
significant thematic and modal similarities. They were written at a time when Korea and
Vietnam were undergoing a modernization process that most of the time was accompanied by
calls to reject tradition. However, it can be argued that the social criticism in Sé D6 is more
directed towards the dichotomy of tradition versus modernity even though the author identified
money as an element that corrupted society as well. Regarding this matter, in the previously
mentioned interview, he mentioned:

We live in an era during which those with power and money live only for sensual pleasure.
Certainly, you have heard stories about members of the nouveau riche who, despite having half-
dozen wives, still commit acts as indecent as those perpetrated by my character Nghi Hach. [...] A
large part of our country’s youth are concerned only with play and pleasure.

(Le, 2005, p. 75).

Through this answer, it is possible to confirm the author’s concern with the moral corruption
associated with wealth and explain its mockery throughout the novel. Regarding modernization,
he declared the following:

I am very “conservative”, sir, especially on the question of women. I am against the movement for
Europeanization of External forms promoted over the past several years by the leaders of the Self-
Strengthening Literary Group. They argue that the “progressive renovation of external forms will
trigger the progressive renovation of our spirit.”

(Le, 2005, p. 76)

This passage conveys the author’s opinion regarding the adoption of all things French as
intrinsically beneficial for modernization. In fact, in the novel there are many instances in which
Vi Trong Phung emphasizes the discourse contradictions of the reformers who advocate
Europeanization:

"l won't shut up! You can't make me!"

"Shut up, you idiot! Don't you know that there are different kinds of women? When we campaign
for the reform of women, we mean other people's wives and sisters, not our own! Don't you
understand? It's one thing for other women to reform, but you're my wife. Of course, | would never
permit you to become one of those modern women!

(Phung, 2002, p. 70)?

In this scene clothes designer Mr. ILL gets angry at his wife for pretending to dress like one
of the modern women he advocates and produces, but secretly despises. Mr Il designs modern
clothes and lingerie at the Europeanization Tailor Shop owned by the Civilizations. They regard
this store as an important element to modernize society and Vii Trong Phung uses the names
and descriptions of different clothes to introduce satirical elements ridiculing the thought that
an imitation of the western appearance will bring about a reform on the mind. In scenes like this,
the author emphasizes the hypocrisy by showing how modernization advocates become
conservative minded when the so called “modernization” concerns their own family members.
At the same time, the superficial adaptation of French customs without questioning is criticized.

2 In Vietnamese: T6i khong cam c6 dugc khong? Cam di, 6 ngu! Khi nguoi ta ¢d dong dan ba thi phai biét
la cling c6 nam bay thir dan ba! Khi ngudi ta noi phu nir... 1a néi vg con chi em nguoi khac, chir khong phai vo con
chi em cua tal Mo di hiéu chua? Ngudi khéac thi dugce, ma mo, mo 1a vo t6i, thi mg khong thé tan thoi nhu nguoi
khéac dugc! (Phung 2003, 44)
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In Taepyeong chonha, the idea that lies under this is that money can indeed buy anything
in Chae Mansik’s society including status. So, what is Chae Mansik’s stance regarding the
tradition-modernity bionomy? As pointed out by Carter J. Eckert in the introduction of the
translated edition of the novel, “if Chae disparages the traditional culture, he has, if anything,
even more disdain for modernity. It is modernity, in fact, that he cites as responsible for turning
everything upside down” (Eckert, 1993, p. 21) Eckert goes on depicting modernity as “a
displacement of humanistic, communal values by a rational calculus based entirely on self-
interest and monetary profit. Thus, the world becomes a marketplace of buyers and sellers, and
human beings themselves are turned into living commodities to be bought and sold.” (Eckert,
1993, p. 21) Approaching such definition can help to understand where Chae Mansik stands
regarding the relationship between the traditional, the modern and money. The novel puts an
emphasis on Master Yun's relationship with money through the several scenes in which he tries
to save it and those in which he is discussing businesses with his broker “Tadpole”.

Elements related to the modern can be also found and perceived as related to status. For
example, Master Yun keeps with him a radio that is precious to him but fails to understand how
it works he scolds his accountant when it fails to play the music he likes.

For obvious reasons, despite the colonial background developing in both countries during
this time, these two novels are characterized by an absence of relevant colonizer characters and
all the main characters are Korean and Vietnamese respectively as the contrary could easily lead
to censorship and repression. However, an indirect but significant critique to the colonial rule
can be also interpreted from both texts.

"Don't you miss the old days, say, ten years ago?"
"Very much so! Ten years ago our people were still stupid."

"Everyone is so civilized nowadays! It's a damn shame! The streets used to be filled with depraved,
uncouth men and women —people who'd spit and piss wherever they pleased, people who'd beat
each other up in public. Remember the days when four people rode together on a single bicycle!?
Remember when people used to curse each other in public and smack their neighbors around?
Houses were filthy with toilet water; dogs ran wild in the streets. Bicycles without headlights were
everywhere. Now everything has changed. Alas, the good old days of our parents are gone forever!"
"Even rickshaw coolies obey the law, nowadays! They never forget their lights! They never stop in
the middle of the road! No one even curses anyone's ancestors anymore! The old order has broken
down completely! Kids today don't even know how to talk dirty! They're all so prim and proper.
They don't climb trees; they don't play football in the middle of the road; they don't do anything!".

(Phung, 2002, p. 44)®

In this scene of S6 Do the policemen are complaining that they barely can ticket anyone
because they have become “too civilized”. In a novel full of immoral characters who had just
embraced superficial elements of the West this scene ironizes by establishing a comparison

3 In Vietnamese: -Thay c6 tiéc cai thoi budi ngay xua, cach ddy muoi ndm khong?- Tiéc Idm ! Mudi nam
true day, dan ta con ngu.- Ngay nay dén ta van minh mét rdi, rd tham hai ! Thay phai biét 1a xua kia, xa hoi tinh
nhimg du c6n va néc nd, tinh nhing nguoi bt lich sy, chd nao ciing phong ug, ciing danh nhau. Hbi 4y co khi bon
nguoi ngdi cung mot xe ! Ho chtri nhau hang nua gio, danh nhau vo d4u, nha ctra cua ho thi rac rudi, nuéc cbng,
nudc ranh tung toé, ngap lut... Choé cua ho ciing chay ra ngoai duong nhong nhong... Xe di déo, hay khong dén la
nhan nhan. Bay gio moi su da thay dbi ca. Cai thoi tot dep cua cac cu nha ta khong con nira ! That 1a tai hai ! Than
61! - Cu tinh ! Bay gio dén ca thing phu xe cling biét luat ! Cha bao gio chiing quén dén ! Cha may khi ching dung
glua duong nghénh ngang ! Cha con may ngudi réo nam doi muoi doi nhau ra nhu ngay xua nita ! Bao nhiéu nén
nép cua xa hoi nay thé 1a hét nhin nhyi ! Ngay ca dén tré con ching no cing khong bay ba nhu xua ! Dtra nao cling
quan 4o banh bao dimg dan lam, van minh lim, tréo me tréo siu, da bong giira duong, nhitng céi dy 1a thoi ca.
(Phung, 2003, p. 14)
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with the past when society was “uncivilized”. In the case of Taepyeong chonha the critical
spirit towards the Japanese is best encapsulated in the scene that gives title to the novel:

Don’t ever forget to thank your lucky stars we live in this wonderful world, where the Japanese have
mobilized a huge army, hundreds of thousands of soldiers, to protect us Koreans! It’s a world of
peace where we can keep what is ours and live in comfort! Peace under heaven, that’s what it is!
Peace under heaven, you understand? And now, a rich man’s son, born into a world of peace under
heaven, why should he join up with a bunch of gangsters who’ll bring ruin to the world? Why not
just enjoy the life of a rich man in a foreign land? Why not, eh?

(Chae, 1993, p. 240)*

In this scene that occurs towards the end of the novel Master Yun is furious about his
grandson’s ties with socialism and praises the pax established by the Japanese in the Korean
peninsula. However, this praise coming from a character that has been repeatedly depicted as
utterly ignorant and immoral throughout the novel can only be perceived as another irony. In a
few other occasions it is possible to find Master Yun praising the behavior of Japanese in the
war as “splendid” or depicting it as a war “without pillage or plunder” (Chae, 1993, p. 110)
which could only be perceived as another ironic critique by anyone familiar with the news that
were circulating at that time about the repression of the Japanese army.

3. Grotesque realism in the portrayals of Master Yun and Red-Haired
Xuan

As it has been explained, the narratives of both novels rely significantly on their protagonists.
There are certain similarities and differences in the characterization of Master Yun and Red-
Haired Xuan. Both are colonized subjects and depart from the lowest social strata succeeding in
society through imitation and assimilation into colonial modernity. In that sense, both characters
refer us to Homi K. Bhabba’s concept of mimicry which represent an ironic compromise,
colonial mimicry is defined as “a desire for a reformed, recognizable Other, as a subject of a
difference that is almost the same, but not quite” (Bhabba, 1994, p. 86). As opportunists, Master
Yun and Red-Haired Xuan try to navigate the currents of modernization and fit into the
colnizer’s cast which causes an implicit critique of the colonizer’s desires as they could never
become equal to them and integrated.

Moreover, the fact that they succeed in their societies serves as an ironic critique of the
supposed superiority of colonial modernity, as it reveals that virtually anyone can ascend within
these corrupted systems. In the case of S6 Do, this so-called modernity is closely tied to
westernization, with everything introduced by the French being equated with progress. By
contrast, the Korean case is unique in that it represents the first instance of colonization by a
non-Western power. However, the paternalistic rhetoric employed by the Japanese in Korea
closely mirrors that of Western powers, as both justified their domination through claims of
modernizing their colonized subjects.

4 In Korean: 2HMI§ 7t QULLIOF? 22T Z2 =™ (5FH)=0| UCILE......2 40| JACHOF =

Z H=9|
Ao0|g, 252 Oidlgs 2 A Y o XUtne ofzl, AZ|H2| =AIR, SZ0ICH 58
[}

...... N o

SA(EE),2F0|L T2 Mol g2 AT ¥ SY@EI)S ol0M, R2 =ds 2230

FL, 2F0|Lt 1nOk2 Moo 23,2 M A XL GotM HOs{A  EfEAMY, ofZ

Ef G StEt+ of= AO|of, EfE St ...t = C| O| & EfEHSIO)| B0 R Xb=2| AHA{ 0, E I CELE 2f
Ab O

X|7F @yAe| 7 HeHS{ A 4 AO|X|, oMM X|7I Mot B = S ZI0| &S 20|, 232
(Chae, 2014, p. 272)
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Both protagonists can also be analyzed in relation to the grotesque realism proposed by
Bakhtin. The initial depictions of Yun Tusop at the beginning of the novel resonate with this
concept, as he is humorously described as an extremely voluminous and heavy man. Chae
Mansik vividly portrays the struggles of the rickshaw driver as he attempts to transport Yun to
his house gate:

Once on the ground, Master Yun recovered his full dimensions, revealing himself to be a man of
great bulk indeed. In fact, an embrace, were it attempted, would more likely than not require a good
armful and a half. Moreover, he was at least six feet tall. To give you a better picture, it can be
noted that the rickshaw looked like a toy beside him and the gate began to tremble and quake long
before he passed beneath it.

(Chae, 1993, p. 4)°

Beyond the exaggerated depiction, his unexpected refusal to pay the driver’s fare after all
his efforts contrasts sharply with his luxurious attire. This moment introduces readers to Yun’s
true nature and sets the tone for the rest of the novel. Yun is depicted as a very wealthy man
wearing tailor made clothes and an authentic T ongyong kat, the best money could buy. Thereby,
making him refuse to pay the low rickshaw fare introduces an ironic effect as it is unexpected
and at the same time let readers see Yun’s egoism. His almost grotesque body and the driver’s
struggles add to the satire in this scene.

On the other hand, Red-Haired Xuan's physical appearance is described in the scene where
he meets the fortune teller and asks for a face reading:

The fortune-teller examined Xuan's red-streaked hair, his receding forehead, his oversized jaw, his
long flute of an upper lip, and his comically thick ears.

(Phung, 2002, p. 38).

Although his appearance is also caricatured, his most notable physical trait is his red hair.
Since red hair is uncommon among Vietnamese people, it serves to highlight his status as an
outsider. At the same time, it can symbolize modernity, underscoring the absurdity of someone
like him, unqualified yet rising in society through sheer cunning. In the novel, his red hair is
attributed to prolonged exposure to the sun while performing menial jobs. When it comes to
physical comparisons, the grotesque image of Master Yun bears more similarities to Mrs.
Deputy Customs Officer, who is also depicted as an overweight, middle-aged woman attempting
to dress and behave like someone younger:

The back door opened, and out stepped a hefty woman in her mid-forties, made up like a fashionable
young seductress. Her face was caked with powder and lipstick, and her newly permed jet-black
hair fell in tiny ringlets from beneath an elegant and equally tiny scarf. She looked to be over seventy
kilograms! She clutched a huge leather purse and a tiny umbrella in one hand, and in the other she
hugged a miniature dog, as other-worldly as a unicorn.

(Phung, 2002, p. 37)’

*In Korean: i A& By, A2 AR AF YUt &2 & top 2o, opvp 2w Eefi 3
OFEFIIE e A3 A7k Btk Tl E ol 7% Al Bl A obE A G gk 99 SobE)
HA A, A5 27F e 2 U A7 R 2 A, 2 diisRbo] Eol A 7] Aol A s R o
(Chae, 2014, p. 18)

8 In Vietnamese: Ong thay ngim nghia cai du toc do, cai tran 1ép, cai quai ham to, cai nhan trung dai, hai cai
tai day dan 4y, roi gat gu (Phung, 2003, p. 8)

7 In Vietnamese: Cira xe md, mot ba trac ngoai tir tuan ma y phuc con trai lo hon cua céac thiéu nix, mat bu ra
nhimg son va phan, toc den lay ldy nhung ma quin quin, ca ngudi nang it ra ciing biy muoi cin, nhung cai khin
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As can be observed, although her weight is not exaggerated or satirized to the extent of
Master Yun’s, similarities can be found between them, as both are portrayed as expensively
dressed, extravagant, and overweight.

Besides this a shared characteristic by both protagonists is their ignorance, that can be
confirmed through several humorous scenes. In addition, a shared characteristic of both
protagonists is their ignorance, which is highlighted through several humorous scenes. As
mentioned in the introduction, after attaining material wealth, Yun Tusop paradoxically seeks
to buy his status within a traditional framework that would otherwise have rejected him for being
lowborn. This pursuit is filled with ironic twists, such as the scene in which Yun acquires the
title of “Master”” by making donations to a Confucian school. This scene may have been inspired
by the sirhak scholar Park Jiwon’s (1737-1805) satirical Tale of a Yangban, which also revolves
around a wealthy commoner purchasing a noble title. The absurdity of purchasing a title is
further emphasized when Yun asks the scholars whether Confucius or Mencius would win in a
fistfight.

Out of the blue, he posed this question to all the scholars assembled there: “Well, if the honorable
Confucius arm-wrestled the honorable Mencius, who do you think would have won?”

The literati dropped their jaws, not knowing whether to laugh or to cry. Nobody was able to satisfy

Master Yun’s curiosity.
(Chae, 1998, p. 48)8

The scene highlights his ignorance of academic matters, providing an unexpected comical
twist for readers, as the protagonist is ironically presented as a “Master.” It also represents a
subversion of social norms, evoking the carnivalesque, as the celebration of rituals honoring
ancestors is a solemn occasion within the Confucian tradition. When it comes to matters
unrelated to his family’s status, Yun Tus0p 1s miserly, hoarding every coin despite his wealth.
His obsession is so extreme that he rebukes his family for not mixing rice with barley, even
though he can easily afford pure rice.

In the case of Sb D¢, its protagonist is also depicted as an ignorant individual who climbs
the social ladder by flattering the bourgeoisie. An opportunistic impostor, he exploits his limited
knowledge and acting skills to fit into high society. For instance, in one scene, he attempts to
compose a poem for Mrs. Snow out of jealousy. The poem, filled with terms he learned while
selling medicine for venereal diseases on the streets, highlights his ignorance in a comical way,
as he is mistakenly regarded as a satirical poet by his adversary.

No matter if you're young or old, Avoid the sun, the wind, the cold.
Beware fevers, headaches, and the flu; dry skin and heat rash make you blue.
Day and night you'll rant and rave.
Your feet won't walk, your hands won't wave.
For you | have these words to say:
Buy our ointment, don't delay.
(Phung, 2002, p. 107)°

vanh gidy diing mét hét strc thi lai nho xiu va ngdn ngin c6 mot mau, mot tay cam mot cai du that ty hon va mot
cai vi da khong 16, tay kia 6m mdt con ché bé trong ky di nhu mot con Ky 14n, budc xuong dat mot cach nang né
vat va. (Phung 2003, 7-8)

®In Korean: T2 Al ofHeh o= & oAF<ld &2 F7e] Fud Ao edy nhi
TR S skt Fd-FLstar ehghs= of 2] oot AdnjEre] R=gx=glo], "tAl A, g2 s
WA S T 2 ES B Ao ol F o w? dtal mav Ut el of MH|E 2 Rofof &A| &ofof
AR F A Pt HEa, o e S G| w5 TS ol FAE X IR YT (Chae 2014, 68)

% In Vietnamese: Du gia ca, du au nhi,

Open-access journal | www.europeanjournalofhumour.org
152



The European Journal of Humour Research 13 (2)

Another significant theme shared by the two novels is the depiction of exaggerated sexual
lust in certain characters, which contributes to the grotesque atmosphere and enhances the
humorous tone. As argued by Berrong, sex and things having to do with the genial organs are
an important feature of Bakhtin’s material bodily lower stratum (Berrong, 1986, p. 30) An
exaggerated sexual lust associated to upper class characters can also have the effect of leveling
hierarchies and reducing distances by demonstrating that their bodies are subject to the same
desires as everyone else’s. In the case of Yun this is obvious from his morally reprovable
relationship with Ch’unsim a teenager kisaeng. His virility is depicted by the narrator as follows:

Still, avirility of such barbarous dimensions, recklessly ignoring the limits of age—seventy-two years
in Master Yun’s case—cannot be written off merely as a physical predisposition. It may be argued
that Master Yun was born with the constitution of Sindon, the Koryé dynasty monk renowned for
his lechery, and that his constitution never would have reached its potential had he not been born
with something extra.

(Chae, 1993, p. 142)

Yun’s virility is evident in the fact that his youngest son, T aesik, was conceived when Yun
was in his sixties and is the same age as his grandson Kydngson and Ch’unsim. In addition to
his obsession with his family’s reputation, Yun is also fixated on living a long life and
maintaining his health. To achieve this, he resorts to all sorts of methods, the most extravagant
of which is his routine of drinking a child’s urine every morning, a practice for which he is
willing to pay twenty jeon to a poor family. The grotesque nature of his sexual desire is revealed
through his interactions with Ch’unsim, to whom he lies about his real age

Master Yun peered up at Ch’unsim with a lecherous look on his face. He didn’t know it but saliva
was dribbling out of his mouth, and his body kept on twisting.

“Ch’unsim?”
((YeS? »
“Well ... will you do something for me?”

“What is it? " she asked, but by the way she was smiling she seemed already to have sensed. Master
Yun’s confidence soared. Things are going well at last, he told himself.

“You’ll do something for me, won’t you?”
“Well what is it?”
Master Yun grinned again, then furtively stretched out his arm and said,

“Come here, you little bitch!”

Suong han ning gi6 bat ky - biét dau?

Sin ra cam, sot, nhire dau,

Da khé, minh néng, u sau, o é...

bém ngay ndéi sang, ndi mé...

Chan tay mét 6i, kho bé yén vui.

Vay xin mach bao d6i 1oi:

Nhtc dau giai cam” liéu doi ding ngay! (Phung, 2003, p. 80)

© In Korean: sHA¥F &-29 7AW o] Axlel Ael, Au] BAS whT FAshe 1o
opytsE e AP e, Aol AREA e AAAe Lol AR ok Uk A AL F)
Hadtha F42 AL, e of el AEe] g AAS Bagtin sk, £49 J7ol

A9 T 2AE Ei*ﬂ BFaiubA] e oA d L Adrg o] glar 2 A iy vt (Chae, 2014, p. 116)
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He pulled her firmly by the waist, quite relaxed as he did so, for his mind was at ease. Ah, but the
little bitch all at once squirmed out of his grip.

“You're disgusting!” she shrieked.

Six times! If the truth be told, Master Yun was terribly disheartened. Six rejections were enough to
make an impetuous youth hang himself several times.
(Chae, 1993, p. 145)1

As can be inferred from this scene, Yun had previously attempted to fulfill his sexual desires
with other young kisaeng, but they rejected him upon discovering his true intentions. However,
Ch’unsim accepts keeping him company, which usually involves chatting, singing for him, and
massaging his legs. As demonstrated, she manages to reject him whenever he tries to push
beyond these limits. She is not portrayed as a mere plaything in Yun's hands, but as a cunning
girl who manipulates the situation to her advantage. This is evident in the scenes where she
persuades him to buy her a ring, with the expectation of receiving sexual favors in return. Master
Yun asks her to keep this pact a secret, as he would be scolded, and she would be beaten for
misbehaving if anyone were to discover it. (Chae, 2014, p. 122)

From his side, it is remarkable how the orphan Red-Haired Xuan was kicked out of his
uncle’s house at a young age while spying on his aunt during bath time. At the beginning of the
novel, he also gets fired of his ball boy job at the tennis court for spying the girls in the changing
room which reinforces his image as a sort of perverted character. Conscious of the sexual tension
between Mrs Deputy Customs Officer he is willing to exploit it to his advantage:

Xuan smiled to himself. He knew that Mrs. Deputy Customs Officer, although old, was even
naughtier than an innocent young girl. A quick nod from him is all it would take! But she was so
old ... what would be the point? Unless, of course, there was some money in it! He recalled that the
talented fortune-teller had predicted that he would be lucky in love this year. He thought of the
money to be made if only he were to propose some sort of monetary arrangement with Mrs. Deputy
Customs Officer. But he decided to bide his time.

(Phung, 2002, p. 91)*2

Mrs. Deputy Customs Officer is depicted as an extravagant middle aged bourgeois widow
with an unusual sexual drive. On a few occasions she teases Xuan with revealing clothes and
eventually after he is discovered making out with Mrs Snow at her house they maintain a sexual
relation:

But at that moment our Red-Haired Xuan did not care about propriety or morality. He was
determined to get some release and so pretended to be deaf. Mrs. Deputy Customs Officer moaned
but in a low voice, like a faithful widow. "Oh my goodness! It's killing me! I'm being raped!" Outside

1 n Korean: "EAloF? "Ulof 2t o] ... s o, s RS s, 8 B

CTMAE AFAF FE A AN A A RFYUTh 49 7L, o AAloF &A =gt
ko] Aol WAL ] B, 58 Eloj o), T Hol M Ay &4 GUE 6% Bl o 2ot
SulA] B A, "Rl o] ok 5k 94 8ol g shol SUUh vkg Hlol B4 e,
Aok, g 97, sdo] Mekzh, volo] WA Eehr B3 AelE W A=A 1% WA
ol ehitira. o4l Hly | #A49 e DA% 7 e, ol wolehl, oful vl et
Aol ek A Holehie B wial S0 XS 21Ut (Chae, 2014, p. 118)

12 |In Vietnamese: Xuan dtng cudi thAm mot minh, ba Pho Poan tuy gia nhung con hu hon céc thiéu nit ngay
tho nhiéu, diéu ay no biét lim. No chi gat dau mot cai 1a an thua ngay! Nhung ma gia nhu thé thi con... nuéc me
gi! Hoa chang c6 cac tién! N6 nghi the r01 cang phuc 6ng thay s 1 tai, khi 6ng bao né nam nay gap van dao hoa.
R6i n6 mo mang nhimg cach lam tién, néu ba Pho Poan blet cho tdm sy cua n6. Thanh thir v6 tinh, Xuan Toc Do
da thuc hanh mot phuong chdm ma nhitng nha triét hoc sdng dén bac dau méi tim ra dugc: dy 14 phai 1én mat véi
4i tinh thi cudc chinh phuc méi dé& dang hon va bén chat. (Phung, 2003, p. 63)
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the door screams echoed out. "No way! No way!" Little Master Blessing rushed downstairs. Mrs.
Deputy Customs Officer stopped moaning. "Don't worry. He's just looking for his nanny!

(Phung, 2002, p. 161)*®

In this scene the grotesque is enhanced by two elements: on one hand, Mrs Customs Officer
simulation of rape and on the other the fact that her eight years old Little Master Blessing
discovers the two lovers, and the police is called.

The depiction of Mrs. Deputy Customs Officer’s lust also echoes the portrayal of Mrs Seoul
and Mrs. Ko, who is repeatedly referred to as a “frigid bitch” by her father-in-law, Master Yun.
In Mrs. Seoul’s case, since becoming a widow, she has been confined to the inner quarters of
the house, following patriarchal tradition. Chae Mansik uses this portrayal to criticize the
traditional custom of remaining loyal to a deceased husband, much like Vi Trong Phung does.

Thus, for the Seoul Mistress to long for a man was the most natural and the strongest of reflexes
and, in spite of herself, she couldn’t help but greet the opposite sex with delight. On the other hand,
her whole world was confined within the walls of the house, and in that prison-like universe Taebok
was the only specimen of the male of the species. In other words, at the simple mention of Taebok’s
name, the Seoul Mistress had an involuntary physical response, and her body was quicker than her
mind at revealing her excitement, which with the passage of time became more obvious to the eyes
of the others.

(Chae, 1993, p. 122)*

Being confined in the house, Seoul Mistress has little contact with males and consequently
a sexual tension develops between her and the family’s accountant. Taebok is also a widow
himself and comes from a humble background. However, just like Red-Haired Xuan he is only
interested in the potential benefits of having a relationship with Seoul Mistress and he is aware
that such a relation would not be approved by Master Yun, who is obsessed with raising the
status of his family.

Taebok, by nature, was no playboy capable of falling in or out of love with just any woman. Neither
did he see any value in infatuation, so there was no reason he should find the Seoul Mistress, with
her no-necked freckle pot of a flat-nosed bedbug face, tempting or desirable as a woman. The focus
of his great expectation was to capitalize on his status as a widower, and this led him to perceive a
certain attractiveness in this widow gilded with five hundred bags of rice.

(Chae, 1993, p. 119)®

* In Vietnamese: Nhung thépg Xuéan Téc Do ciia chiing ta thi nao co biét gi langhia ly, 1a dao dtrc nira! Bung
tai gia dicc, n6 ctr nhat dinh bat dén. Tur day tro di, ba kia ctr khe kéu nhu mét tict phu ximg dang trong luc bi xtic
pham: - Oi gioi oi! Nguoi ta gict t0i! Nguoi ta cudng buce t6i! Bén ngoai, luc ay co tieng kéu: “Em cha! Em cha!”
roi thay hinh nhu cau Phudc chay huynh huych xuong thang. Ba Phé Doan ngumg kéu dé ndi - Cau ay xuong tim
vu em dé voi day chu quai gi! (Phung, 2003, p. 136)

Y n Korean: 1¥B2 1% 3] AA AT, :LE{L} QF 28H0] WAl g o ZH o]AS
Zefletar, o) AR 7kl o)A = wsm = T7F el oA M EokH | Ao, add A 19
AR AL AS QupkE Go] ez o] & oo 2 Al go] 5lo] qlar, 1 AT A A= 0 4 o]}
dz A6 9e ohgold AUk aeUst Agolae dolab sk fo] oA uThE AE
ol WA 0w o] Fol WA wMIhASIL, LA e] dol 255 el ol mols) Axw AA e
7FA A4 YT} (Chae, 2014, p. 101)

15 |n Korean: EHHO]E}L Abgho] Al Aol Al Rbakar o} M an 3 ke ofy g vk J g e QY=
S, e B 5 gz, 2 vkl wratael, e vl m Yool ASobsi A g0 3
9] BErshTha S 40] W o] X glgruith, The Eobilghs o) lovsh, o g e
Sp-ehis go] 2.8 SR (HAIME)e] WD uhEo] 1, 1A e % d o] ] £.. (Chae, 2014, p. 99)
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Therefore, given the circumstances, this relationship is not consummated. However,
another ironic twist occurs in the novel when the relationship between Ch’unsim and Master
Yun’s grandson is revealed. Being of the same age, they secretly date behind Yun’s back and
go to watch movies. Chae Mansik does not miss the opportunity to satirize this through the
narrator’s voice:

In all events, here was a girl shared between an old man and his great grandson, notwithstanding
the age difference. It was, one might say, a very economical arrangement to deal with a shortage of
women among the men of the family.

The merits and demerits of economizing aside, the fact that an oversupply of women within the
family was coupled with a shortage of females without, viewed from a modern standpoint, was a
lamentable predicament in which, due to a lack of regulation, there had arisen the contradiction of
overproduction and scarcity, a crisis of supply and demand.

(Chae, 1993, pp. 175-176)*

Chae Mansik uses these multiple relationships to criticize the modern perceived as the
incipient market economy that was becoming a substitute of the crumbling traditional values
and moral in the colonial context.

However, it can be argued that overall, in the case of S6 D¢ the relationship between
sexuality and the grotesque reaches a greater degree to the point of absurdity. This can be
especially perceived in the depiction of Little Master Blessing’s sexual lust. Little Master
Blessing is characterized as a consented eight-year child that like T aesik in Taepyeong chonha
may have a mental incapacity, which within the period’s context could be perceived as a choice
made by the authors to reinforce the portrayal of dysfunctional families. Though the case of
Little Master Blessing is not directly stated, it can be inferred by his unusual behavior and the
fact that regardless of the situation he can only utter the same words “No way”. Among the
multiple jobs that Red-Haired Xuan carries for Mrs Deputy Customs Officer and the
Civilizations is his job as advisor or teacher of Little Master Blessing. At some point of the
novel, Little Master Blessing gets sick and a group of people talk about his sexuality despite his
young age:

"Just take a look at him," he insisted. "Have you noticed how he pretends to suckle Nanny's breast,
just to cop a quick feel. 'No way' indeed! He's just horny, like his mother. How about when he forces
Nanny to play horse so that he can mount her from behind. Give me a break! Like mother, like son,
if you ask me ...

"l know what the hell he's doing,"” the driver interjected. "I've seen lots of children in my life. Kids
today become perverts much earlier than in the old days! Some even take lovers and go to brothels!
Even if he doesn't know what he's doing, he's gonna have to marry someone soon if he keeps it up!

How can he not be a pervert with a depraved mother like that? [...]"
(Phung 2002, p. 127)Y

1 In Korean: oF-2fu} o] A Z2E3bel] Al ol shutE A AL TS oty =i s (E A ) LA
e, dete] R PAhthe A avdetold S AGUT 1RAW, auldote £

WA Bebi, QoA o <be] @17} ol Eobrban(Le) @t B3 <L) ol A= Aol wAkehA
ZulE kS star(d A mEo] et AR yolE ofubeE Aal, AuAl A W2 o7} A=
stefal shal) obfElie AlAe] BolE WY oW, FAF AAE ol =AlFel AlstEi) e
FRE( )0l £ 44 el A ohU @ 2 glA% It (Chae, 2014, p. 145)

_ 'InVietnamese: -Day cir dé ¥ ma xem thi biét! Nhiing lic n ctr “em cha” roi vach yeém vii em ra ma so v,
roi lai gia vo bu ay! The la ddm deén noi cling nhu me n6 chir khong thi con 1a cai coc khé gi! Nhat la nhitng luc nd
bat va em cdng nd roi nhong nhong cudi ngua du bict! Rau nao su ay, phuong ngon da c6 cau... Nguoi tai xé hoi:
-T6i bict chan, vi t0i dé y den tre con lam. Tré con bay gio 1a hu than mat nét som lam chir khong nhu ¢ thoi cac
cu nha ta dau... Ranh con nit mat ra da c6 nhan tinh r6i, da ra nhau di sam roi! Cau ca nha nay tuy chua biét gi that

2
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Such depictions further satirize Mrs. Deputy Customs Officer while simultaneously
reinforcing the carnivalesque atmosphere. It can be argued that portraying Master Yun and Mrs.
Deputy Customs Officer in this manner (emphasizing or exaggerating aspects related to the
primary functions of their bodies) serves to diminish the perceived distance between them and
the upper class, reminding readers that beneath their expensive attire and extravagant
appearances, they too are human.

4. Conclusions

Chae Mansik and Vi Trong Phung bore witness to the profound societal changes of the 1930s
and experienced the hardships of pursuing their craft under colonial rule. In the works analyzed,
they employ satire and irony as literary tools to critique and challenge the discourses and
behaviors of the bourgeoisie of their time. Despite their differences, Peace Under Heaven and
Dumb Luck offer significant grounds for comparison. In terms of formal aspects, similarities in
narrative voice, structure, and the use of vulgar language have been discussed in the initial
sections of this paper. Both works are characterized by a carnivalesque tone, which underscores
their satirical depictions and ultimately serves to critique colonial society.

From a thematic perspective, both novels reveal the authors’ critical stance toward the
erosion of values and the process of modernization. This modernization often entailed a
superficial adoption of Western culture, which led the authors to perceive the so-called civilizing
discourse as lacking depth. As Red-Haired Xuan laments: “How can one tell what is real these
days? Everything is so artificial! Love is artificial! Modernity is artificial! Even conservatism is
artificial!” (Phung, 2002, p. 94). This superficiality is later satirically celebrated when Mrs.
Snow proclaims, “Long live rubber breasts!” linking them to social reform (Phung, 2002, p.
158). On the other hand, Chae Mansik was more critical of the market economy as an amoral
substitute for crumbling traditional values. Although both authors focused primarily on the
bourgeoisie, as previously discussed, they also used satire to critique their respective colonial
systems. It can be argued that, in contexts where censorship was likely if more direct criticism
were attempted, both authors chose to veil their critiques with humor. This may explain the
absence of significant Japanese or French characters in the central plots of both works.

In the subsequent section, the protagonists are compared, as they are essential to
understanding these novels. In particular, their physical appearances and sexual desires
contribute to the carnivalesque atmosphere of the stories, enhancing their satirical effect on
readers. Master Yun and Red-Haired Xuan both rise from the lowest strata of society to the top
through immoral means. Master Yun achieves this by exploiting his fellow countrymen with
exorbitant interest rates on loans, while Red-Haired Xuan ascends through lies and deception.
However, both authors emphasize that their success is ultimately enabled by the complicity of
corrupt societies. Thus, the critique is not solely directed at these main characters but also at the
societal structures that allow their unethical rise to power. For instance, in Red-Haired Xuan's
case, a key moment in his ascent occurs when members of Mr. Civilization’s family conspire to
kill Great-grandpa to inherit his wealth. They present Red-Haired Xuan as a medical student
and allow him to "treat" Great-grandpa with poisonous water, showcasing their ambition and
moral decay. In Master Yun’s case, the narrative is set during his old age, so readers do not
witness his rise directly. Instead, they experience a cathartic sense of justice when his grandson
is arrested near the end of the novel for being a socialist, signaling the probable downfall of

nhung ma ct nhu thé thi di dén lac c6an 1iy vo ddy! Ctr nhu cai thoi dam dat caa ba me thi con ndo ma khong
hu?[...] (Phung, 2003, pp. 101-102)
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Master Yun's family. This difference reflects the militant spirit of satire in each work. By
ridiculing their respective societies, the authors did not merely create negative or humorous
portrayals of individuals; they also sought to provoke readers to reflect on societal flaws and
develop a critical consciousness. Furthermore, by exposing human miseries intrinsically tied to
human nature, their works achieve an atemporal quality, transcending the socio-historical
contexts in which they were written and gaining enduring value.
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