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On the Art of Translation

Goran Malmgqvist

Abstract

Giran Malmqvist’s talk On the Art of Translation is based on his
experience as an “émateur” translator, i.c. one who loves translating
and who cultivates it as a pastime. While maintaining that his scholarly
works are mainly confined to Chinese philology and linguistics,
particularly dialectology, historical philology, and archaic and modern
syntax, the speaker gives a brief account of his translations of Chinese
texts from pre-Qin times to the present day. He believes in reading several
times the texts to be translated and silently articulating them until he
feels the presence of the author’s voice. Special attention is drawn to
phonological dialectal features, and the vernacular quality of some
dialogues in the Zuozhuan is highlighted. Different stylistic levels are
also illustrated with passages from the contemporary writer Li Rui’s
novel Jiuzhi as well as the classic Shuihuzhuan. The translation of a text
is often an important part of the translation of a culture and it is the duty
of the translator to explain cultural elements foreign to his readers.
Problems of a purely linguistic nature can normally be solved by a

translator with a perfect command of the language pair, with very few

exceptions such as the verb to be meaning “to exist” and its equivalents
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in Indo-European languages. A prolific translator of Chinese poetry,
classical and modern, the speaker and modern, the speaker ends his talk
with reference to his Swedish translation of Li Qingzhao’s lyric poem
Shengshengman as an example in which the form and structure are part
of the message and, therefore, the phonological effects of which must be

reflected in the translation.

In his magnificent work After Babel: Aspects of Language and
Translation (1975), George Steiner points out that translation, among other
things, is a work of self-denial, demanding that the translator serve the
original rather than impose himself or herself on it. But he also points out
that all translation--like all reading and even all listening -- is a work of
editing, a work of interpretation, determined by subjective and contextual
factors. If the poet is a Maker and Creator, which indeed is the basic meaning
of the word, then the translator is ideally a highly skilled craftsman. And we
know that in Ancient times, in both Eastern and Western civilization,
craftsmen were slaves. Self-denial is one of the cardinal virtues of slaves.
But as the task of translation also involves editing and interpreting the
translator must also serve as an actor. The translator must imitate the author
of the original work and his translation must be a likeness of the original
work. The translator must never strive to excel the author, although the literary
qualities of a translation occasionally and for various reasons may appear to
be superior to those of the original work. (A skilled translator who masters
the language into which he translates is bound to use to his best advantage
such prosodic, euphonic and musical effects as his language places at his
disposal. In doing so he may add to his translation features which are not
present in the original work. Paradoxically, the more skilled the translator
and the more acutely his ear is tuned to prosodic and musical qualities, the
farther his translation may devitate from the original text. A famous Swedish

poet and man of letters of the 19th century once said, “Beautiful translations

On the Art of Translation

are like beautiful women, that is to say, they are not always the most faithful
ones.”)

I would like to state at the outset that what I am about to say is based on
my own experience as a translator -- and an amateur translator at that. For
the word “amateur” the Oxford English Dictionary gives the following two
definitions: (1) “One who loves or is fond of; one who has the taste for
anything; (2) “One who cultivates anything as a pastime, as distinguished
from one who prosecutes it professionally”. My scholarly works are mainly
confined to the fields of Chinese philology and linguistics, particularly
dialectology, historical phonology, and archaic and modern syntax. I have
no formal training in the disciplins of literary criticism or literary theory,
nor have I entered into a serious study of the principles of translatology. But
I have read a fair amount of Chinese literature, ancient, modern and
contemporary.

Like all lovers of literature I have my preferences. I set great store by
pre-Qin texts such as the Zuozhuan 7% and the Zhuang Zi #:F, texts to
which I often return. During my first stay in China, in the years 1948-50, 1
began studying Chinese poetry, starting with the shi #F and the yuefu S&/F
of the Han 7 period and advancing to the poetry of the Nanbeichao F1L#,
the lyrics of the Tang J# and the Song 7K and the polymetrical poetry of the
Song and the Yuan 7G (Song ci ) and Sanqu ##H). T have retained my
interest in Chinese poetry and have in the past thirty-five years translated
fair selections of classical poetry and works from the beginning of the 1920s
and up to the present.

Someone has said, “Tell me what you translate and I shall tell you who
you are.” I find it hard to enumerate my favourites among the classical poets,
but one name stands out among them, that of Xin Qiji ¥ F&# (1140-1207),the
most prolific c¢i poet of the Southern Song period. Aided by his remarkable
versatility, poetic sensitivity, vivid imagination, superb command of the
language, extensive learning and mastery of the technicalities of ci
composition Xin Qiji continued the trend to revitalize the ci genre which
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had been begun by Su Dongpo ###4% (1037-1101) a century earlier. Of the
poets of the 1920s and 1930s I set the greatest store by Wen Yiduof— 2,
the great architect of poetry in the modern vernacular, and Ai Qing X H,
whose works of the late 1930s belong to the treasures of modern Chinese
literature. The contemporary mainland Chinese poets whose works I greatly
enjoy reading and translating are Bei Dao 1t 5, Gu Cheng B, Yang
Lian #3%, Mang Ke 5% and Yan Li #&JJ. Of the Taiwanese poets I
particularly admire Ji Xian #05%, Luo Fu %%, Ya Xian Ji5 5%, Shang Qin
i, Zheng Chouyu ¥§ZKF, Zhou Mengdie A4, Yang Mu 44,
Luo Qing #% and the woman poet Xia Yu B F.

I much enjoy reading and translating early vernacular literature, such
as Buddhist yulu 758k, huaben #67 stories and the great novels, of which
I have translated the Shuihu zhuan 7K 3EHE and the Xiyou ji Fi &+ into
Swedish. In the last ten years I have spent considerable time and effort on
translating works by Shen Congwen A€ 3C and the contemporary writers
Gao Xingjian B 17f# and Li Rui Z%8{. Shen Congwen to me stands out as
the major writer of the post May Fourth era. Of his works I have translated
the novel Biancheng %3, (Border Town), which is more like a lyrical poem
than a novel, his Congwen zizhuan f€3C H {8 and a number of short stories.
I have translated all of Gao Xingjian’s short stories, his magnificent novel
Lingshan @111, which to me is a landmark in contemporary Chinese
literature, and ten of his dramas. Of the Shanxi 1J78 writer Li Rui I have
translated his short stories from Luliangshan J& £ (Houtu) and his novel
Jiuzhi BEhk (The Old Place), which deals with the fate of a Chinese family
in the period 1925-1990. Before the end of this year I hope to start translating
another two novels by Li Rui, entitled Wu feng zhi shu A4 (The
Windless Tree) and Wanli wu yun # B %3 (Cloudless Skies) with both
contain portrayals of victimes of the cultural revolution, drawn with deep
psychological insight and true empathy.

Each translator approaches work in his or her own way. To me translation
is a work of love. (I should add that my amateur status affords me the privilege
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of myself choosing what I wish to translate). But this love must be tempered
by recognition of a twofold responsibility: the translator must serve both
the author of the work which he translates, and his readers, as well as he
possibly can.

Before starting to translate, be it a long novel or a poem, I read the
work several times in succession to gain a feeling for the structure and flow
of the text. When reading and re-reading the text I make mental notes of
certain passages which I know will present a challenge, and ponder over
how they might be best translated. I always articulate the text silently when
I read (which gives me a sore throat at the end of a long day’s work). The
repeated readings make me feel the presence of the author, and of the author’s
voice. When I eventually arrive at the point when my own voice, and
breathing, are in harmony with the voice and the breathing of the author,
then the work is almost done. I am aware of the fact that my notions of the
author’s voice and breathing may sound like hocus-pocus to you. I am at
loss to explain how it works, but I do know that it does. Once I feel that I
have reached this stage I am ready to devise a langnage and a style to match
those of the original.

I once discussed this method of translation with a Swedish colleague,
who happens to be an excellent translator. He objected that this method
would deprive him of the pleasure of surprise and unexpected encounters:
to him turning pages in the book he translated was like following a meandering
mountain path, not knowing what view might unfold itself beyond the next
bend.

The repeated and articulated readings of a text have an added advantage
in that they may make you discover features which otherwise would have
been undetected. Having arrived at page 72 of Li Rui’s novel Jiuzhi I came

across a passage which describes how two young high-school girls attened
a school performance of Tian Han’s H# play “Huo hu zhi ye” R
(“The Night the Tiger was Caught”) in which Li Naizhi 2 J32Z, the elder
brother of one of the girls, acts the part of a tragic hero who suffers from
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frustrated love and kills himself towards the end of the play. When his sister’s
girl-friend, who loves the young man, is heartbroken and bursts into tears,
her friend tries to console her and says, “N jilanggo kutsen zego yangze?
Naizi haohaoli! Ngomen gie houtai zao ta!” /RIS SR Bz FEETF » I
TP | A RAE R AD | (“Ni zemme ku de zhege yangzin ne? Naizhi
mei sher! Women dao houtai qu zhao ta!” ¥R/ RIBEMETFE » 3>
RHG > RAMEIEZEFHM). It was not until T read that passage that T
realized that the youngsters, and indeed most persons in the novel, speak
Sichuanese. The sentence which I just read out in the dialect of Chengdu
could not be articulated in Putonghua. The same is true of a number of
utterances in the novel, such as “Yaode!” 248 (“Hao ba!” {#E), and “Ni
wei sazi bu dong?” 5 %5 ¥R E) ? (“Ni weishen mo bu dong?” R 5
JERE) ).

Phonological dialectal features are effectively hidden under the
logographic script. But they may appear both in the vocabulary and as features
of morphology and syntax. Such dialectal features as do appear must be
mirrored in the translation. A translator who fails to account for such
features is guilty of what has been called the deadly sin of normalizing or
levelling.

Sometimes the dialectal features of a text are so subtle as to escape the
attention of the translator. This is the case of the dialogue in Ba Jin’s trilogy
Jia X (1933) Chun & (1938) Qiu Fk (1940)which is written in standard
Southwestern Mandarin, as spoken in Chengdu i #F, while the narrative is
written in the guoyu B{%E of the time. Another example is the poetry of Gou
Moruo $¥K#, who was born in the town of Leshan #4111 in Sichuan
791 and who retained the rather specific dialect of his home-town throughout
his life. The prosody of the Leshan dialect is quite dissimilar from that of
the provincial capital of Chengdu, a fact which is mainly due to the existence
in the dialect of Leshan of a fifth tone (rusheng A ), the syllables of
which are shorter than the nonrusheng syllables and also incapable of carrying
stronger stress than the adjacent syllables. The prosodic qualities of the poems
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in Guo Moruo’s collection Niishen X ¥ (The Goddesses, 1921) are therefore
quite different when recited in his own dialect, as compared with that of
Peking.

Non-phonological features of dialects are more easily recognizable.
Of the 108 heroes of the Liangshanpo ZLLIH, two come from the Guanxi
B47E area (The Area West of the Pass), namely Lu Zhishen and Yang Zhi,
both of which use the substitute form “sajia” i for the first person pronoun.
This expression is probably a loan-word. In my translation of the Shuihu
zhuan into Swedish I use the form “mandrom”, a loan from the language of
the indo-iranian gypsies, which has the same swaggering connotation as
“sajia”. In my opinion it is the duty of the translator to account for these
deviations from the norm in his or her translation.

I concur with the following statement by Eugene Eoyang: “Translation
is a willful anachronism: it revitalizes a work of the past and makes it part of
the present.” (The Transparent Eye, University of Hawaii Press 1993,
page77). The distance between a text and its present-day readers may be
measured in terms of the actual span of time that separates them. But distance
may also be measured in terms of the affinities with regard to grammatical/
stylistic/prosodic structure between the language of the original text and the
written language of the present. The Zuozhuan was probably composed more
than 2300 years ago. To a present-day reader its style may appear very terse
and archaic. And yet it contains dialogue passages of such a lively and
dramatic nature that I am personally convinced that they reflect the spoken
language of the time. As an excellent example of this I have chosen a passage
from the 16th year of Duke Cheng % of Lu & (575 B.C.). The king of Chu
#is preparing for battle against the army of the state of Jin . The king has
climbed up into a towered carriage and looks afar at the camp of the Jin

army, in order to observe what is happening there. A former officer of the
Jin, who has deserted to the Chu side, stands below the chariot. The dialogue,
which I give in Burton Watson’s translation, begins with a question or an
observation, introduced by the phrase “Wang yue” = H (The king said:),
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which is answered by the deserter. Then follows an alternation between the
king’s observations and the deserter’s explanations, which latter are

introduced by the quotation marker “yue” Fl (said). The dialogue goes as
follows:

“Why are those people rushing about to left and right?” asked the king.

“They are calling together the army officers.”

“They’re all gathering in the center of the camp!”

“They are plotting their strategy.”

“They’re putting up a tent!”

“So they may respectfully consult the former rulers by divination.”

“They’re taking down the tent!”

“They are going to issue orders.”

“Such a commotion, and all that dust rising!”

“They are filling in their wells and smashing their cooking pots in preparation
for the advance.”

“They are mounting their carriages! Now those on the left and right are holding
their weapons and dismounting!”

“They will take the oath of battle.”

“Will they fight now?”
“I cannot tell yet.”
“They’ve mounted, but now those on the left and right are all getting down
again!”

“The prayer of battle.”

Transliterated into Putonghua and read aloud to a modern audience at
least some fragments of the dialogue would no doubt be comprehensible to

listeners with a good knowledge of Classical Chinese and an fair acquaintance
with the style of the Zuozhuan.

L. Wang yue: Cheng er zuo you he ye? EEBEM A A {4, ?
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2. Yue: Zhao jun li ye. B EFE W, »

3. Jie ju yu zhong jun yi. EBRHPER -

4. Yue: He mou ye. B AR, -

5. Zhang mu yi. TRFER o

6. Yue: Qian bu yu xian jun ye. B8 NREEW -

7. Che mu yi. R »

8. Yue: Jiang fa ming ye. B HEEEaTHL o

9. Shen xiao! Qie chen shang yi. LB HEB % -

10. Yue: Jiang sai jing, yi zao er wei xing ye. FUI I FALT 47
11. Jie cheng yi. Zuo you zhi bing er xia yi. B RE » FHHYEM FE -
12. Yue: Ting shi ye. BEEEH, -

13. Zhan hu? BF ?

14. Yue: Wei ke zhi ye. PR T I, o

15. Cheng er zuo you jie xia yi. BMAHE TR -

16. Yue: Zhan dao ye. P EAEA. -

You will all appreciate that there are a great many homophones to each
of the syllables in this text transliterated into modern Putonghua. But if you
transcribe the text into the archair Chinese as reconstructed by Bernhard
Karlgren =i 4<# you will find that the number of homophones is greatly
reduced. In the second passage (Zhao jun li ye & FE 5 1) only one syllable
(jun, “army”) has a homophone, namely jun &, “ruler”. The first passage
contains three morphemes which are phonologically unique and lack
homophones, namely cheng 5%(“to rush about”), zuo /£ (“left”) and the
sentence final ye tH. The fourth morpheme in the first passage (er ) has
no less than 17 homophones. But since the function of this particular er is to
connect two negatable words or phrases and since the preceding morpheme
(cheng) is always negatable the listener would probably have no difficulty
in appreciting its function in this passage. The morpheme he {i] appearing
before the sentence final ye tH has two homophones but the very common
occurrence of the interrogative formula he ye {5 tH would probably facilitate
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the listener’s comprehension.

A fairly careful study of the homophony involved in the transcription
into archaic Chinese of this Zuozhuan passage has convinced me that the
dialogue parts of the text could have been understood, if read out to an
audience of that time. This is something which I have long intuited, but
never bothered to investigate. Whoever contemplates to translate the
Zuozhuan into a Western language should pay attention to the vernacular
quality of some of the dialogues. (If I were able to relive my life I would be
most happy to devote part of it to a translation of that text, which to me
stands out as one of the greatest literary masterpieces in world literature.)

Incidentally, dialogues in the Zuozhuan text contain several different
stylistic layers, which are determined by either the context of situation, or
by the differing status of the participants. I will allow myself to suggest an
excellent title for a Ph.D. thesis: “A Preliminary Investigation of the Differing
Prosodic Patterns Employed by Rulers and Subjects in the Dialogues of the
Zuozhuan.”

Different stylistic levels may of course also obtain in modern works.
Li Rui’s novel Jiuzhi contains high-flowing proclamations of warlords,
composed in rather stilted wenyan X &, and diary notes written by a young
student, dressed in an epistolary style which is far removed from the standard
of the common language. The translator cannot afford to disregard these
stylistic variations.

It is, in my opinion, highly important that the time distance between
the original text and the contemporary readers or listeners be mirrored by
the time distance between the translation and its readers. In a review of my
translation into Swedish of the medieval novel Shuihu zhuan a critic takes
up the following question for discussion: Should a translator allow the idiom
of the original text to re-emerge in his translation or should he do whatever
he can to create the impression that the translation is an original work in his
own language? In other words, should the Swedish translation of a medieval
Chinese novel sound as if it were written in Sweden in the mid 1970s? This
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problem is probably as old as the art of translation itself. Whoever attempts
to answer that question must, in my opinion, consider the following facts:
when a listener or a reader enjoys a literary text, a relationship, or dialogue,
is established between himself and the author of the text. The task of the
translator, as I see it, is to facilitate the establishment of a dialogue between
his translation and the reader that corresponds to the dialogue betwee.n th,e
original text and its contemporary readers. This tallies with George Steiner’s
dictum that a translation should produce on the mind and senses of re.ac‘iers
the same effect the original produces on native speakers of the o‘rlglnal
language. A translator of works of Chinese literature who allo.ws t.he dllstance
in time and space to characterize the style of the translation is guilty of
sacrificing literary values on the altar of chinoiserie. Naturally a translator
should be free to use archaisms in both diction and grammar, but only to the
extent that they are used in the original text. '

My own Swedish idiom is rather conservative. In b.oth rr.ly written and
spoken language I retain certain features, such as subjunctive fo.rm.s and
strong, instead of weak, conjugations of verbs. To the great majority of
Swedish speakers such forms appear archaic and obsolete, or at least very
old-fashioned. When I translate a modern colloquial text I have to make. an
effort to avoid these conservative features, lest they create the impression
that they obtain also in the original text.

It is instructive to compare different translations of the sa.me texit.
chapter 26 of the 70 chapter Shuihu zhuan tells how Zhang Qing RF
the Gardener and his vicious wife Sun Erniang & — I} have drugged the
two guards who are escorting Wu Song EH2 to a prison camp. Tl?e

opening sentence of chapter 27 (in all 81 characters) reads as follows in

Pearl Buck’s translation (All Men are Brothers, 1933):

As Zhang Qing was speaking to Wu Song he said, ‘It is not that this humble
one has an evil heart but better than the captain suffering in an exile’s camp

would it be to kill these two guards here and so I pray you spend a while in this

11
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small one’s house. If you, the captain, are willing to go and be a robber, then I,
humble one as I am, will myself escort you to The Double Dragon Mountain to
The Temple of Precious Stones and there you can join with Lu Zhishen. How
will that be?” (99 words, 486 types).

Sidney Shapiro (Outlaws of the Marsh, 1981) translates the same
passage in the following way:

It’s not that I'm a wicked man’,said Zhang Qing, ‘but wouldn’t it be better,
instead of suffering hardship in prison, to knock off these two guards, and stay
here for a time? If you want to head for the hills, I'll take you to Precious Pearl
Monastery on Two-Dragon Mountain and you can join up with Sagacious Lu.
How about it?” (66 words, 333 types).

It is clear that the two translators use utterly different strategies. Pearl
Buck resorts to a sometimes rather tortuous syntax in order to give her
translation an exotic flavour and also insists on translating the, at Ieast on
the surface, depreciatory substitute “xiaoren” /\ A as “I, humble one as I
am”. Shapiro prefers a modern everyday style and sticks to the normal
pronoun forms.

A translator should have an excellent command of the two languages
involved in the translation. As a rule his or her command of the mother
tongue is superior to that of the other language. Possessing this double
command the translator is normally fairly well read in the literatures of the
two languages. But sometimes a deep knowledge of the literature of the
other, non-native language may be a hindrance, rather than a help. I will
illustrate this statement, which may seem strange to many of you, with a
tale based on my own experience as translator, The poetry of the Swedish
poet Tomas Transtrémer has been translated into some forty languages. The
best translations into English are those by the American poet Robert Bly
and by the Scotsman Robin Fulton. A few years ago Tomas Transtrémer
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went to the US on a tour of recitals. He brought with him three unpublished
translations of a collection of prose poems, done by Robert Bly, Robin Ful'ton
and myself. When an American publisher wanted to publish the collection
Tomas Transtrémer handed him the three translations and suggested thajlt he
choose one of them. After his return to Sweden Tomas Transtréme.r s.aud to
me, “Can you imagine! He picked your translation!” I had no‘ difficulty
whatever in imagining why. Both Bly and Fulton have an exceedingly goo.d
knowledge of English and American poetry, which I don’t have. In their
translations they carefully considered the semantic weight and all the
connotations of each word, while I, who lack their literary com‘petence,
simply picked the words which appeared to me to be the closest equivalences
to Transtromer’s words.

1 have already stated my opinion that a translator should literally Wf)rk
as a slave, neither deliberately adding anything to or subtracting anything
from the original work. Tomas Transtromer’s American trans'lator. Robfert
Bly is a well-known poet. It sometimes happens that he takes hbe.rt1es with
the text which no honest translator would dare to do, something tl.lat 1
personally find utterly indefensible. One of Transtromer’s poems, “Balakirevs
drém (“The Dream of Balakirev”) contains the following stanza:

Det var ett filt dér plogen 1ag

och plogen var en fagel som stortat.”

(There was a field where the plough lay

and the plough was a bird that had crashed.)

Robert Bly translates as follows:

A field appeared in which a plough stood

and the plough was a bird just leaving the ground.

I remember being quite upset when I read that translation. It seemed to
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me that the translator had perverted the exquisite imagery of the original:
the deserted plough resting on one of its handles, with the othe handle raised
at an angle of 45 degrees, exactly like a bird with a broken wing.

In one of his many fascinating travel notes, the Japanese late 17th
century poet Basho wrote: “If language is the house of meaning, do we not
live in different houses?” The translation of atext is often an important part
of the translation of a culture. Whenever a text contains references to elements
of culture which are foreign to the reader it is the duty of the translator to
explain them. I personally do not use footnotes in my translations, as they
tend to interrupt the flow of the narrative. Instead I prefer to provide the
translation with an introductory essay. It goes without saying that the
introductory essays to translations of works such as the Shuihu zhuan and
the Xiyou ji need be rather lengthy and elaborate. Such €ssays serve not
only to explain whatever needs be explained to a non-Chinese audience, but
also to give the readers a general introduction to the cultural background of
the text. In the case of the Xiyou ji the reader of the translation should be
provided with extensive excursoins into Buddhist and Daoist lore, Tang
history, the techniques of Chinese alchemy, traditional Chinese poetry, and
a number of other topics.

Translators are not seldom recruited from among linguists. I do not
think that I am unfair when I suggest that translators often have a higher
degree of theoretical competence in the field of linguistics than the authors
whose work they translate. I once helped a Chinese poet to translate some
contemporary Swedish poems into Chinese. When we discussed a passage
which in Englis means “the letters which had been carved on the stone” my
Chinese friend insisted on translating it as bei ke zai shitoushang de zi #f %]
LTI M. T had great difficulty in persuading him that the form be;
¥ was superfluous and that the phrase ke zai shitoushang de zi ZI7£ 75 5
FFI5 in itself carries a passive connotation. He did not give in until I

asked him whether he would accept bei sheng zai Beijing #7 4= fE L BT as
good Chinese.

14
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Most problems of a purely linguistic nature can normally be solved by
a translator who has a perfect command of his mother tongue and an excellent
command of the language into which or from which he is translating. But
there are cases when even the most competent translator has to give in. The
medieval ontological proof Deus bonus est, ergo Deus est (God is good,
therefore God is) rests entirely on the linguistic fact that the Latin \.Ic?rb esse,
like English to be, may function both as a copula and as an intransmvs? verb
meaning “to exist”. Any attempt to translate this ontological proof into a
language such as Russian or Chinese, languages which do not possess a
verb with this double function, is bound to fail. What was once set.zn as an
eternal theological truth turns out to b_e noghing but a demonstration of a
linguistic feature common to most Indo-European lmguages. .

It is obvious that certain messages may be more readily translated II.ItO
one particular language than into another. The dialectic system of ‘Fnednch
Hegel (1770-1831), in which the ambiguous word aufheben has an 1n.1portant
function, can very easily be translated into Swedish, since the Swedish verb
upphava possesses the same meanings as the German verb aufheben, na@ely
“to raise up” and “to cancel out”. (Hegel’s dialectic system operates w.1th a
thesis which is cancelled out by an antithesis, whereafter the synthesm.of
this process is raised up to serve as thesis on a higher level of truth). Engl}sh
translators of Hegel experienced difficulties with his aufheben, for V\./hlch
their own language had no exact one-to-one counterpart. And the Ch.mese
translators who tackled this translation problem in the early 1920s in fhe

end simply gave up and created the horrible translation loan au-fu-he-bian
SR 5! .
Translation of culture sometimes results in semantic shifts which may
cause grave misunderstandings. When Indian missionaries and Chinese
converts in the third century of our era started to translate the subtle
philosophy of Indian Mahayana Buddhism into Chinese they very offen
used traditional Chinese terms which they borrowed from both the Confucian
and the Daoist school."The word Dao #&, “the Way”, “the Norm”,which
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stood for the cosmic order of the Confucians and for the absolute in Daoist
thought, had to serve for the ambiguous concept of Dharma, “the Law”,
“the Teaching”. The Confucian term xiaoshun Z£JIE, “piety and obedience”,
translated the Sanskrit term sila, “moral conduct”. And the Daoist term wuwei
Ly, “abstention from all conscious striving”, had to make do for Sanskrit
Nirvana. While the use of these translation terms might possibly have coaxed
a number of Confucians and Daoists into joining the foreign faith, these
tems were at the same time instrumental in perverting the Buddhist message.
What a translator has to work with is texts, these texts may be structured
in a variety of ways. They may be cut up into segments of varying length,
which are linked together by, no prosodic rules other than those which are
inherent in the language itself. Other text segments may have been linked
together by more or less strict rules which govern the length of the segments,
the placing of stressed and unstressed syllables, the position of caesuras,
and euphonic elements such as rhyme and alliteration. The task of the
translator is to transfer, as well as he or she possibly can, the message of the
original, even that part of the message which is carried by its form and
structure. '

The demand for close attention to form is of course especially great
when you translate poetry. Sometimes it seems more important to mirror
the form of a poem than to faithfully convey the semantic contents of its
words. I will illustrate this with an appreciation of the initial verses of a
well-known lyrical poem by Li Qingzhao 2= I (1084-1151), the greatest
Wwoman poet in the history of Chinese literature. [ am referring to her poem
“Sheng sheng man” #%18 an exquisite collage of sounds, images and
subtle allusions. The first three lines are 1o doubt known to all of you:

SRRE/ RUEE  BEEERR

Xun xun mi mi / leng leng qging ging / qi qi can can qi qi

The phonology of the Chinese language at the time of Lj Qingzhao

16

On the Art of Translation

must fall somewhere in between that of ancient Chinese and old Mandarin,
but was probably much closer to the latter stage. Our kn.owledge oi:)ig
Mandarin is based on Zhou Deging’s J&457& Zhongyuan yinyun FPL% 2l
(1324), which work reflects the phonological properties o.f dramatic z.urs
(qu W) of the mid 13th century. Read out in old Mandfirm tFle opening
passage of Li Qingzhao’s poem would sound something like this:

Sim sim miek miek / leng leng ts’ing ts’ing / ts’i ts’i ts’am ts’am ts’iek ts’iek

You will notice that the rhymes and also important elements of
alliteration in the original are partly lost when you recite the poem in modern
Mandarin. . o '

In my translation into Swedish of this poem I insisted on using
monosyllabic words, trying at the same time to retain the effect of the

alliteration and a semblance of the rhymes:
Sok sok-mét méit / kall kall-tyst tyst / trist trist-tom tom-trott trott

And with this to you all completely incomprehensible sequence of Swedish

monosyllables I end my talk.

Goran MALMQVIST . N
Goran Malmgvist was President of the European Association of Chinese

Studies and Professor of Chinese at the University of Stockholm until 19?0.
Since 1985, he has been one of the eighteen life members of the Sv.vedlsh
Academy, directly responsible for the annual award of the Nobel Prize for
Literature. He is also member of the Royal Swedish Acad@m}{ of Letters,
History and Antiquities, the Royal Swedish Academy of Sc1er.10es, and
Academia Europaea. He has published over 200 learned artlcles. and
numerous books, including Swedish translations of a large number of ‘Chmeée
poems, works of Shen Congwen and Li Rui, Shuihu Zhuan, and Xiyou Ji.
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On Fiction Translation

Abstract
Story-telling is one of the hallmarks of the Chinese “xiao- shuo” and

the English novel. There are, however, some differences in terms of genric
structures as well literary traditions which may in turn give rise to
difficulties in translation. T} his article focuses on a few issues concerning
thr art of story-telling; namely, the tradition of “telling”’, narrative points
of view, voices, and dialogue. Both linguistic and narrative
characteristics of the source text are analyzed, and the strategies of the
translator as well as the artistic and communicative effects of translation
are discussed. Examples are taken from the episode of “Killing the Tiger”

from Shui-hu-zhuan, an episode from Doris Lessing’s The Four-Gated

City, and other texts.

st NHOERE (PN / IGRER) LR B kR AR A
o, REEERE > FTEEEEE —EEARRE EPEERER /D
27 FIBECH “fiction” (B “novel”) H M 2B BRI Z
FRERIGE P AR ATEA - g7 U AR B ARk B AR AN BL /AL -
Ve th B A 02 SRR P /MBS o BRI CEA B — B
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AR /N BB - RS > P BITE TP AR
F7/NBHIRCE (narrative) BURARE > £EA “fiction” Y - “fiction”
(3K “novel”) ZFTTHIEY) > BRI “/Ngl” RWREAR K
3 o “novel” ZFEEL “/NGT o REEAMMAI AN KR
EL M TR > BR—REEE L o T R D
O R EE - HIEEE “novel” B “narrative” B AR - H
A “BEHE” B “narrative” > EF " HE o MR
RABHARSALIES) > (ATREHA - WA > R
AEHEBN” - SEM > “HSET E R UESR T E /N
ML “fiction” 1S WESCEIAGILRIME - WREBEE M2 B R
BALRE > WA MARRTE “/NE” R B “fiction” B
R (E B -

T BECER WE  BE - B MHESERY
BT TEEBLESE R /NS > B “fiction” - BN - B—
f@ “/NBL” (B “novel”) A K BHE > & AT - HE
Z[H > ATEEARVNE > WATAE/NRIRR - IRIVEIE > 4508 sk
HUR R - B - B FRASARME S R —
B BROIREHDE BRI/ R BT R R LR -

CC%}\E‘Di ﬁ&$
FESFRICSCER /ML FBUNSGRRBE R > BEADRE - 1
TR IR AT SRR AT L > filin ALEE) Hi s &R a0

A~ A G FRENEERA > AGHEEERTENEF
X A Dream of Red Mansions » FAZEFLIE (D. Hawkes) # The Story of
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he Stone 224 o OKFFE) MIA : BOTE (. H. Jackson) By
Water Margin > W13 (S. Shapiro) sy Outlaws of the Marsh > 73
AL T (John & Alex Dent-Young) ##] The Marshes of Mount
Liang °

B 2 E /NI RAY TR R AREERHERE - /D
g3 E > BEAEE - BT 4 2 0 L RS AT - RIS T A
AR BECE EEO - FEEE Gl “sEH” - CHBU
CEH - CHLEPBRARRR , BRGERENET - RTELL
2 BT RO s o SRR LTI B MR
B CEOEE . P ER W =R - WA RHEAE o
o AR RS « WIE] > RIS o kT ‘W3l EER
5 ERBER S RFIE - A B R L B PR BIE
mw E F > HE @B R BB o T8 OKE
1y 423 ERMFTR—BAH

W — R EUR R - RIS A TR R B —EREABEA
Bk o FRARFLT o M W LT REA LB T - EEIRE
RHEE TR - BETA S - IEASIYILS ?Eﬁ%ﬂ\ifﬂﬁ‘l:ﬂ%
etk > MBS L3 {EEEREE TR RASHAR— T - K
AR T o SRR > FRRFER o s R > H—P > BER
S o FABMEHE AR  ERATEEERT - S‘EHEH’%*W:

FO RS o B BEE—E - o AR > W A
(o120 K S5 4 AR B - FRAS AR LI A - 03 Bk LR R AR
B R—B » RAMAIPITE— © BRI REREN - R:E'E:% »
9o —8 o SRRAHE  BHEERT ¥ MK ELBIAE

FLT 8> — 90 JRAEIR - Fots RIS K S H S AN > EF R
Rk > BTARS > Rk RREEEIETA AgEE—8e
N R R - BEIRITHE TR - FIEER > —HEERELR
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oo FURWGT » IEFTAEANE I > HEARMRIERITImA > R H—F
TEF I o AR MIELE > MBS > BN H—#  #HK - R
R—Bk - AR 7+ o AR BRANFE M & BT fERAR T AT o &%
W B A — % > WA T BB R B IEAE & B o fE > — 1%
B AR - MERBSEFL > BRTRS - HERBREAME
EEHLBRBRR - RN EEWEXREPT - - R EREE
B o FRKBMBEERESR » IEBE FYVERMEER > T —F 15 - &
B R M B 1% T HIRTIE L « IRBE RS R MEE TR
J1 o BMMEEFRBEMMETATER » M A F2R > SRAESEE AN
ZY - @TEZH > REET - TREL 2 IBAMIME - 0& -
ST R VLI IR o ARRAME T E MR - MR > LH5
EREITH—HE > AL HE —EERmEE -
(AR d A > 1954)

Suddenly a wild gale blew, and when it passed a roar came from behind
the thicket and out bounded a huge tiger. Its malevolent upward-slanting
eyes gleamed beneath a broad white forehead.

“Aiya!” cried Wu Song. He jumped down, seized his staff, and slipped
behind the rock.

Both hungry and thirsty, the big animal clawed the ground with its
front paws a couple of times, sprang high and came hurtling forward. The
wine poured out of Wu Song in a cold sweat. Quicker than it takes to say,
he dodged, and the huge beast landed beyond him. Tigers can’t see behind
them, so as its front paws touched the ground it tried to side-swipe Wu
Song with its body. Again he dodged, and the tiger missed. With a
thunderous roar that shook the ridge, the animal slashed at Wu Song with
its iron tail. Once more he swivelled out of the way.

Now this tiger had three methods for getting its victim - spring, swipe
and slash. But none of them had worked, and the beast's spirit diminished
by half. Again it roared, and whirled around.

Wau Song raised his staff high in a two-handed grip and swung with

all his might. There was a loud crackling, and a large branch, leaves and
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all, tumbled past his face. In his haste, he had struck an old tree instead of
the tiger, snapping the staff in two and leaving him holding only the

remaining half.
Lashing itself into a roaring fury, the beast charged. Wu Song leaped

back ten paces, and the tiger landed in front of him. He threw away the
stump of his staff, seized the animal by the ruff and bore down. The tiger
struggled frantically, but Wu Song was exerting all his strength, and
wouldn’t give an inch. He kicked the beast in the face and eyes, again and
again. The tiger roared, its wildly scrabbling claws pushing back two piles
of yellow earth and digging a pit before it. Wu Song pressed the animal’s
muzzle into the pit, weakening it further. Still relentlessly clutching the
beast by the ruff with his left hand, Wau Song freed his right, big as an iron

mallet, and with all his might began to pound.
(Trans. S. Shapiro)

BB TEE - SRR - A RREER - A
NEZEAIT RS  KRMBRARTHE T TSR - SRt
g, FEBkH > RAAN T W AT A PIE—E
EE R > BUFA - RAA—P - R > FALEH o Kk
E > RE— > RN - 25K K@ RN
A > T » st IR -

TR AT R > KERSRRERIA  — 3 i BT
A RANAIRPIGE NS o TE — 8k - HERSEE - A
2T T KBRS TS o W L KRR TR
& > T AT R > AT BN M SETETE I E 2 AR - ZHR
FERERANKIE > E TR — » RARITXE » AERBIHTER

g AR AL > W BRI o
i — B ek EA Ak O B SR R B R - R R
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BRI RBETIUK - EBEES /UL BEEE S » 554
W EMSUE B R RS RN ESSERNEARE > BEE
RFZH o ERED A » R EE 2 A e 50
BILEHMR - 5 T &5 ABE N “the tiger” 1 “Wu Song”
#H A TR “tiger” (1335 “the tiger” F “this tiger”) > HAAY
BH “animal” (23 “the animal” F “the big animal” » Ft=1) -
“beast” (fLHE “the beast” Fl “the huge beast” TLPIK) > (LA
“it7 (B “its” > “itself” F-EW) o B “Wu Song” » BIFLAT
K> EALEI LA Z R “he” B (B35 “him” > “his” > 3£+
R) o

e EEME » ARFES AR RS SA RRE# A
&Y > BELERNIIBEMMRBAR - RMITRE—B > EXEE
CEGRAT A “‘j(ﬁ” MEEEESZEE > RNEEHE 3 & B
HE - HERERITFNERE » FEEATUEZ R - MR > 330G
AR EE M “Wu Song” Fl “the tiger” RIS F3E35E M4
B - BHETE R EEER T RENSESRE - BeEfuan
W5 REYE > FBEEMEE - SR ITHEGE SR FEE
Frig G BIE » MRS —RME - ERMFL > EBEES /b
BRBARET » AR ¥FEMETRANEHE -

EMITIRMME » “BE” BT “&” 23T RS > t 5>
ATHZEE > GFZREORRE (B8 - wmE (B -
e EAARERF (CTIET) IR GRERH) > tbsh >
M7 BB RECHERE (8 o B BIERAIME RS
S (BRM4%) o EREE R T MR ERT (i - BR) Mk
Wy (8RR - SRATAR) Z4h > A T HMAMBEETT » REEE R
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B ERIBCR -

i ) P R B R TR o RS A A BER L3
LA TA ~ AR - B BiE A TREMNELEEHT
EBEE b C—7  —H s~ 8~ —H —5- —
Bk - i e ] B R B R 8 R B o T Bl 42 e T
B TR - U TR ORISR - BT OR T TR - Bt
A~ TR - 3 BGIREERRCR - BIREARE T
R o WA > —THERBRAE > Wk PIE K AR
“HEERS—PK o WA - R BE—B - R 58
HER” - R BT o EET—ARRERNAEEE
BoATE > eI EE b AR B TER - BRI A DR o mAEE
LB BT MBS R
B|F B B EHEMZHEENELHERE

R > EEECR B RRR BRI A -
W MR E BT OEEMT - W “thunderous” i
“diminished” » EABMIEE EEHRBHHHOT > HRED > EE
—FE AR BIA R o MeAh > fb R FAEERR (alliteration) ““/s/” (spring,
swipe, slash) B R — BT “—7 . RERERMEIRSC
“EE” MR -

RN “novel” F8 RFEIRY “HRE” HHMTN -
SRR HEY > FIREEE B RN i
BB LRRE ERCR AR o REERE S g
P 2 AR B SOAS - RSN TR S IR B E R - SR
Rtk o R— KR o TR ARG (B (B
BTY) > TR R R PR S o
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TAEFBURE > B > IBTHOER - BHEUREL > BEBA
Ho AHAHKNYE 5 TRAWEGRE NG  E— R R
ZEATHEEL BB TAZRE  B—LAG®R - BT+
7’ WIS RE BRI T —ERE - R RM% > AR
MR > EERERE Y AR o ARAMtIRRR ATy o R ARIE BT 5
®o NE—Rg > A = SERA - Dl ks T > 8
BERUNER  MEHRGEHEET) » D LEXTE  RERZIE
TFE> XNAEXMTEARTEL - SOAN - QA -

ARENEBEBRKZIEE > A VBT ET
PraoRER > n—fRamels > FEE L= ok R RESEE ; 1H
ZIZ W > FERIE - fELIE > SR EAE  AUEAA > AR W
MBERRT -
Little Jade then parted her lips and sang a few lines. The sound was low
but indescribably sweet. All the organs of the body seemed smoothed as if
by an iron, each in its proper place, while the whole body felt as if after
drinking nectar, and there was not a pore that was not relaxed. After she
had sung a few dozen lines, she gradually sang higher and higher, until
suddenly she soared to a very high pitch, as if a steel rope had been
flung into the sky, and Mr. Decadent was secretly amazed. But even at
that high pitch her voice could still circle and revolve, and after several
trills it rose to a still higher note and went up the scale for three or four
notes more. It was like climbing the Tai Mountain from the Ngo Lai cliff
on the west side. First you see the precipice reaching up to heaven, but
when you attain the summit you realise that another peak is still above,
and when you reach that one you realise that there is another peak on top.
Thus with every turn the sense of insecurity increases, and as the sense of
insecurity increases so also does one’s amazement.

When Little Jade reached the highest pitch her voice suddenly
dropped, and winding skilfully with all its art seemed like a flying snake
weaving its way down through the different ridges of the mountain and

coiling round several times in a very short space. Her voice dropped lower
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and lower until gradually it became inaudible, ...

(H&EdE =)

(BRI BB BLE (EE) A B E BT /N E R OR
wegRl > REsRER ERTE HLEERM - W ERET
NEMBEEETERL b 2 (L e ———— W L — e 5 > — I b
— ey > I o BIENE HEFEHRIL > R ER
5T T/ TR BoE— BB — BB A
B - i - BEEAENRE . W EFATERLUN=TA
i > 7E P s o W TSR L =N EE R
«ge” #gEF| T E/NERBEL P o

AR R E AN — TR b= JLF RO 4EER > il E—
b Ze AL S RS BRI TR R /LR R
FEEIT B R o BRSO AR FIFELREENESR
e LR L H R o R R S S REENES
ARSI E Y D o MERE CET AEF WL BT M
<%, fELLgZ ‘%7 > B R REENERBZY -
25 o RBCE R - (RE TE i iE S B——2 LU (the Tai
Mountain) FIHEEIE (the Ngo Lai cliff) » BT HAN—RTE
MR > MEIL=RE - g ms TSR AR
(the mountain) REAR o %f“ﬁﬁﬁ%%%ﬁ s R b H = “U”
‘B MK > BARZ o BEC AR Re— -
i WEEHE A RWROHEER .

& —BrA RS E R R - BT IRERMIESULE RS - BE
— (BN - A& (topic) ° VL EE A TR W AR L
(topic chain) > FEE— BB - EERERNHEL T > AL
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HEAE - EAREE M FEIAELHNEE AR - T/AEH
BE—B R TNE  tERE - th— BT RE > B
BFEER “WOENLER > B MME R o E
EWMESZFERM#T > “TAE"BMELF > REBR TR -
(Fg) BE—FWE - NEEHE - TSRS “HEE
HHIFE B &> BOEYCR - FOURESEE T — L5 - “BAA
H7 o~ HRE-7 s CRZSIBREI AR o (HER S B AR KT
& MRSBIERT > TTETHORREE -

B &ML —BOCF R/ AR T > AT #HZ MR “she”
FEDE) - v FEEDLHIE) - DR “you” (ZIEEE -
A > BA§“EB” (Mr. Decadent) (f. Mr. Decadent was secretly
amazed. —A]) WA o MR XFEZRBENESEL » E0RE
“EE EWINT R E B AYE - WIS TEURAERE - FIInE R
PR IL—B » BRI FHE R - S8Rl - &
T AT LRATA » BRE R AEE » RUNEK - #3CEAT
L7 > SETFAERZE “you” MEF

precipice reaching up to heaven, but when you attain the summit you

“First you see the

realise that another peak is still above, and when you reach that one you

realise that there is another peak on top.” TEJELL#—11E & 1515
BIERRE > BB THE > K& TFEICH "B > ZCORARH - =
fa R S RE s 25 B i A B DA S R ) PRI 4 o
RO i R 0

/NG > B - AAEEREOA - BN - RIEE

27

e ———



s A T

$ﬁ§’Eﬁ?%ﬁﬁ*mﬂ%ﬁ%@°%ﬂ%%k%ﬁ@ﬁﬁ%
ﬁﬂ%%ﬁ%%%%ﬁﬁﬁﬁ@°*%%ﬁ@ﬁ@ﬁ%ﬁﬁ¢ﬁ
HSEE > WERACEE A H B N R o

ﬁﬁﬁ$%’ﬁ%M@Vﬁ%ﬁﬁmgﬁ%ﬂﬁ%%°iﬁﬁ%
ﬂﬁ“&’ﬁﬁ$%AU%E%%§%ﬁﬁﬁﬁﬁﬂ$’EaﬁK
ﬁA’§9%@£W%°(%ﬁ%ﬁ»%ﬂ@ﬁ%*kﬁﬁﬁ%%
@’U“%EWW%“Aﬁ)%%%Eﬂﬁﬁﬁﬁ°iﬂ%§ﬁ
F “Mr. Decadent” T30 “ANEEmE 1Y ®/” WER > RSN
H oo HESGERE BT HEE A AR o L “Mr.
Decadent” 32 “ 28 - [EARHE ° RS BB
HIREHE — BUA/NS “H4E—8 (Looking Backward, 2000-1887) *

(/L (i FE5T5)(Casebook of Sherlock Holmes) ME H /A
(ERETC A B ) (La Dame aux Camelias) » DL — AFERE -

e Eipl R L AT UMBRT e — AR - B
%ﬁ%ﬂ@ﬁ%gﬁﬁﬁﬁ@%~%§5°ﬁZﬁ%ﬁﬁﬁ%A@
%%>ﬁﬁ@ﬁﬁﬁ%@%%@ﬂﬁk°T$Mﬁﬁ%%5+:
] — B A o

(o AR “REE” BIEER - ERRMEDR R —H EZ,EX
B CMRBRIR R SUE SRR > ERUES FMAMAEST - 7) B
FHTREN > NMENEXE > NENE- REL %%EEEWK
B . ZARMAMALD > RARMENS - firg® ﬂﬁT:EA‘HU#H“ﬂx
LRSI T  EE TR B R o BT %E%Z%?*I;ﬂ‘]%ﬂ? ]
G RBAF BRIE D XTI “EE” TR A SFEZ
=, AR 0 ] JZ\BIE~§’§L Poaenens

o WERRAZ - X s 5 )
s : This surprised and delighted Tai-yu but also distressed and
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grieved her. She was delighted to know she had not misjudged him, for he
had now proved just as understanding as she has always thought. Surprised
that he had been so indiscreet as to acknowledge his preference for her
openly. Distressed because their mutual understanding ought to preclude
all talk about gold matching jade, or she instead of Pau-chai should have
the gold locket to match his jade amulet ...

(Trans. Hsien-yi Yang and Gladys Yang)
# 3L <, : Mingled emotions of happiness, alarm, sorrow and regret assailed
her.

Happiness:

Because after all (she thought) I wasn’t mistaken in my judgement of you.

I always thought of you as a true friend, and I was right.
Alarm:

Because if you praise me so unreservedly in front of other people, your
warmth and affection are sure, sooner or later, to excite suspicion and be
misunderstood.

Regret:

Because if you are my true friend, then I am yours and the two of us are a
perfect match. But in that case why did there have to be all this talk of “the
gold and the jade”? Alternatively, if there had to be ail this talk of gold and

jade, why weren't we the two to have them? Why did there have to be a
Bao-chai with her golden locket?...

(Trans. David Hawkes)

BE (BET) B THEMEREN®G  BEFENEX
® > I < 5 - BRI R RN A LB =N S HEE
BB » 2R “IEE” BARER T 5 — Mg o BF A
BETRPAE RS - —RE N AR - T BB
W S O R L T A BT AR

PrEg¥: A (BE) —fh (HF)
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R i (HE) —R (EE)
g ik (EE) —R (BE)
R (HE - EE)

SR F R O ERE LR () R EBI
= WEEMERMT » HORIIAFSE - i “Hb” RRIPE E > RIS
MR - SRR - PIMBEIR e N NG L
BEo o mHMERIEFR WERRE A - AR
AE > MABEHREIETE . "B o WHERT R BE

BT R HRE - B G B O REMERE

SIS CESE D s Erab R CEET o MR “”
RG> B EE—H RR A IR > B TR
TR o AR - B BT OSSR BT R - 1
S T B B Bt P R BN TR i AGR AR A SR =
R — B N o (RS PN liveac AL E s
TEROEMBENEE - BRI ERETNEY 2R
= BRSAULE H BT B o BT | SRR R T 1R
i i 0 S B T B AR T 0 “you” BHwE © 7
A A IR A AT S R ERALA TR © wREETET
Hy SRR AR T A o R SRR > TR R TEREIE L
T B RLEREE > BEITH , A7 165 EL AT B IR I R B
oo PR RIS R LA ROt B sk R R R
T ERTEE - TRE PR E S HERE - MERRUE
2 R A o PTEH ATREE () gL > WATRER (30)
PR o BIE TEET AR e B E A EER
o RR CRITER w2 S e REE RO £ R ACE -
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MEER TEER o AIES) WBAMAE N EERAE > “E
BHEETES  TUEEELEREEEEESI - (HENY
ARG AT BEATSE - B DU B ACIOB &/ B o piE s > IS R] B
e R E T 5] - SRS |FE - MEREA “happiness” °
“alarm” F1 “sorrow” M ErA MY JRH -

CGIEE) B LR —RE R/ NHARRL > EimE — R A
(ALHEEE) IR HLERM - BN “F” MARHA 57
MG - BEE—BLOHEEME > A BFEB IR ER > BAW
FHAUNE AR AR PRE - FTEEBIIA/DHFERFE .
Lessing) /Dat <PUEIKFIHIT) (The Four-Gated City) —/NER »
BERTRO A B A DL A R

Doors slammed (1). Drawers slammed (2). A few moments later her voice
chided the child, as they descended to the kitchen on the ground floor (3).
From her bed Martha followed the progress of breakfast being made (41):
well, let’s hope that Mark was at the factory today and not being disturbed
by it (42).

1 shall tell Mark that I'm leaving (5). Today (6). I don't want to be
involved in all this... (7) She meant, this atmosphere of threat, insecurity,
and illness (8). Who should have thought that coming to his house meant -
having her nose rubbed in it (9)! Yes, but that wasn’t what she had meant,
when she had demanded from life that she must have her nose rubbed in it
(10). Something new, surely, not what she had lived through already, was
what she ought to be doing (11)? Why was she here at all (12)? If you start
something, get on a wavelength of something, then there’s no getting off,

getting free, unless you've learned everything there is to be learned - have
had your nose rubbed in it (13)?
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HEH (lﬂ@ﬁi?ﬁ%ﬁfﬁ>ﬁ%§%lbﬁﬁﬁ » FEE—B
fFE—EH LT POk IS T T IR o B2 (ATE) R4
F BBk LAE = W B E s PR/ TR R E S AT
B4 A BT Martha) I © A F T R E RE - 5
+ =R X EE RS B e e G =) H 3B
s WA LR FEISRTISE - EAEBRIRCR - filan s
=) > {3 R “Why was she here at all?” A LA IR =E W
VAT E:w N [aA:ofmby/L 4Ll WA RUESHAETARSS - &S
WEER AT LR RO F AR TR0 R T i BER] © 5B
=/ B BT B AR fE B R AR TR » TR
— P RE B [ 2 R AR B—B—ALFE . FEEIIE A [
fy ~ A > BB EABUE - R EE - LHRRE
f@m) ¥ -

EISEE AFKE T Mark) FHEF - AETERE > RET
AT Bl 75 7E A ATHER TE3E— B 2 7 > B IR IbA
(Sally) & BRI EEARIIX R EISHEE  PRENME
R A R AR ABEARA TR 3t U ASLAEEIA A
s phrh , W -FAWLD - AT IE FEERTRMER
AR o E—F NIRRT - EWAEEA - MNE
BMHR - B A T AR LI RHLBLR - TS —BAUR Z B - ¥
%ﬁ%‘f%%%ﬁﬂlﬁﬂﬁ?ﬁ‘%ﬁ%@ﬁ??‘]ﬁﬁm%i@%ﬂ o 21K » BHIW
BFHEPER - VSN TE R DRI -

# “Door slammed.” B —HIBAYH > |45 0 AR - BUHE A
= HRRE AR (B3 S T I £ B R AR BIbEE
LA - FIAIEL (slammed) R - iR 1 LR

N R R

H T4 (descended) B H ~ BA (chided) & E > DI XIMFAE
(breakfast being made) B F o E ' “slammed” 1 “chided” BA#EHE
2 “RHE” BEE > EHEMAEYF “not being disturbed by it”
HIRIE o EIERE > E “RE 7 RRB BB AR tER
i EROERES - BRI BEEE
I'm leaving.”

BENRE > e —/ e PR EREN AR » FodtE A
gh) (statement) BREESEMF o T - FRAHIE - BT - ER
(progress) > FAREENAE - NERVWEES| T/ - FEEEC LB
B - RULE RSB T ZE > RUREE S EEARUSTIN >
B 2K M EHMEEN OEESA R LY - RE
BEMEBHES —EEE -

#FF %58 “slam” ~ “chide” - “her voice” * “descend” *
“follow the progress” 7l F X P B W i 7 FS Y6 R | R 3 i) &1
o Hp “slam” $6 P E MR PG B L RIS - AEEE
YEF8 © 1 “Doors slammed.” 1 “Drawers slammed.” ['] 14 ja # 2
R RIE—8 o WHFIHE R T TR AT E £ E R -
R RMAS R IEM - BiE o SUIERIRA R KR
SRBRA T A B S - TRZ K - IRAT R S TEn —
B LHEESHEEEERZHNFES » WERBMIERE - JEX
“Doors slammed. Drawers slammed.” &%/ - G T 2K
PEAB LR > L FER—F—BE > “Doors” fl “Drawers”
EIEHERFIE R > £ “Her voice chided the child.” F B £

ERERN > Bt (WH) o HEFEEIATA “her voice” MEF - M
“chided” Ml “child” tL2ITIHERFIFERE - FEAFEL > * AR

“I shall tell Mark that




mEEH HSi0 - B

BimpRElL > REERAR H k£ B RBI R B 5 -

3 @

FRLARE L o FhEFRAREA L o B - HAEE T RS E %
MBS FREET FHIMR HIRpEE FRE -

2

BYRE T SURER L - i RE T SURRER L - A6 > MM TR
%, WEEBERT - PHMEKRL —BHEEE TR RNE
=

=3
B, R~ BE o SR - BT - BR o BOTERIR M TRBE RS B

R ERTHER - PHMERL HA B B R RN -
G

ANEHRURE ¥ R H DA DU = E I BB —EN S
> 0 TERCR R A A B R RE A BB - AN
REEE|EE o IR AR EH RIS flnim ERFEA
B HEAEERNMETIC (B et ST - AR
= MR B R E S AT B R R B EARBLE
B > AR/ N L AR o BT EERIREZS AR RS
SRR WASRS AZHBET -

RTINS > BHNEE B - AR &
A RIEEEEE o BERE LW R - At - BERR AR A8
SEHHMIRSS o BRI T U BES SRS AR RS -
/NGRS o R R B RIS RN —EEERR - AL
(hEREE/NG) - EEUEERERAS AN
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a1

R JLERSCEREMRRE - RESGRE B AR
b” (localization) 8¢ “ 1L (foreignization) F A EEIFTY - EEHATEY
BAAE - ROBMEZ“ABOES” > BEEE EEKLGE
CHESAERE S - B P BREEE » PR ? AP AENIRS
B SRS R I — “IFIRIR” - ER TP EIAR “HIRIKT B
RIGEMAEN “FHRK * BREAPAENREGHE ?

PRI/ BE/NHBE Y - AR WER T Z BN FE A MA
AEEAR » EXEMEZEE > BEHE > BEFHmEHEg
“BREE” o HRCEPMAYER CH” 5 > RWHA (appropriate) -
MERBAE R BB 2 B8R o BRAFIE - T mal e - 558
“FEHEE” (implicature) & AR BIET Y o

B S ER AR » BT EMEN A G —SRE - IR
IR~ B 1A B BRESE DR > R - EREH TG - AR
—ER KA - P AR BEAERE » HE RN T EEEERESUE T
B o BEEEMNBREAYRZHER/DE > I GIEE) -
R o FAEEENRSHKRY ik GEHBER) - Ak
MAFRFIRE > MAMEE » 8RR - BERMNELSE - BEE
ARG BN AE - B BENREBSEERE > [T
i CARBRER ~ CHESLT o WETOCAFARERT - CBRIRT o BE A
JERE “HFERIRT o

—FEREESHEERR - “FHREK” EFELATLUR "
IG5~ BEEERGRIR > WRTDALR O AFE BT - MAEAEL
BHEEHMEERS "Gk > MIEREERR (1) - FREERE
(Fl2) > AREEZ (F13) - ERnBEBEARMELR > UAFRE
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gEmET £+ T8
B OB IE RGPPSR EE ¢ “coz” ° “cuzzy dear” ° “Dai dear, Dai”

i1

“URbRIE - AW T8 > UESE 1T (19 1)
“Sleeping after you’ve just eaten, coz?” (p. 393)
il2

ERYOE : IR BTE T 078D

“Come, cuzzy dear!” he said with a laugh, “Have mercy on it.” (p. 349)

B3
P YORMRAATE > FERAN RN ¢ AR ! 7 (22 )
Totally at a loss to understand her behaviour, he called to her softly through

the window: “Dai dear, Dai!” (p. 438)

o EAITRE - I TRNER kIR 250 EAZHSEE
WS AR MIRIK” > ERR CER” o BIATTE

Bl 4
“HRpkEk > AREEIEYE > Rt —/HFE 7 (25 )
“Cousin Lin!” he called to Dai-yu. “Stay here a bit! There’s something 1

want to say to you.” (p. 500)
s :
CEEaT . RRERAE  ETERER T Q5E)

“Oh, Frowner’s in a rage! Come back, Frowner!” (p. 500)

2o B SE b > IS (Cousin Lin) A
AL BT (Frowner) ° '© FH¥ZREL - pe R E TR ESCBRZ
%L > BB “Dear Cousin” Bl “4FIkER™ “PREkpR” A1 OCHE5L”
By vk B BRI
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1. “Dear Cousin!” he called, shaking her gently. “How can you sleep just
after a meal?” (p. 279)

2. “Dear Cousin, space it!” (p. 245)

3. Mystified, he called in a subdued voice through the window: “Dear
Cousin!” (p. 316)

4. “Do wait a bit, Cousin Lin. I've something to tell you.” (p. 366)

5. “Come back, Tai-yu! It'll spoil the fun if you go.” (p. 366)

WRaEaEE e > (BME S R RS = 2 5
L8 - TE—FEITRENGIT - FEEESRS > LT3R
% (Paul) BREEFE A (uncle) FIBRIR > #¥ “uncle” B “BE” -
Mg R A — A {8, (Bassnett) R 2 Paul WARA » WA I 4% BRAR -
EEREPRAGSYRENTE > A0 i SR “BER

Bl :
“If you’d like to be a partner, uncle, with Bassnett and me, we could all be
partners.”

(D. H. Lawrence, The Rocking-Horse Winner)
“B5 o mRREET
2 :
“It’s like this, you see, sir,” Bassnett said, ...

(58 &)

A M EEEAE R SULEE MER - A RERES
(O B 18 AR AR S - T =6 B ZE R (N. Hawthorn)

#J Young Goodman Brown °
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Bl

“Dearest heart,” whispered she...

“HEBEHL LA T BEEMA

2

“My love and my Faith,” replied young Goodman Brown...
“HEEA > RIOBE " FEHHES - MHEEE -
KE

“Of the two, reverend sir,” said the voice like the deacon’s...

TR B - EEWER IO o IR RE BT
(EER 72)

SRR SRS > TRELE “FE” BEME R B
R IES B Esch > RERA SR WEAHES °

g s BT —EEERE > SEWSR
EBEENER > SURERT SEATERTIAE > MEBETENE
B o fi— e pE EEEE 0T “YEpkik” > FEARRRIFES > ®
EAERFNESR - TEEFER/NG (—18 5 AFI A AR
%) (A Man and Two Women) — /B > BHREEEE cwell” RIBHRE

W R AT — o JRBMRER RN & 18 B 1ty
R (S8R - S ABRRMY -

JE3C © “I never thought I'd want another woman around, cooking in my
kitchen, looking after me, but I do,” said Dorothy, apparently about to cry.
“Well, ® love, you’ll have to put up with me,” said Jack.

“Would you mind, Steli?”

“Mind whar?" asked Stella, cautious.

“Do you find Jack attractive?”

“Very.”
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“Well I know you do. Jack, do you find Stella attractive?”

“Try me,” said Jack, grinning; but at the same time signalling warnings to
Stella.

“Well @ then!” said Dorothy.

“A menage a trois?” asked Stella, laughing. “And how about my Philip?
Where does he fit in?”

“Well, @ if it comes to that. I wouldn’t mind Philip myself,” said Dorothy,
knitting her sharp block brows and frowning.

BE—/NBOHREE M T SRR “well” > KRR
B > MBRBRIEEEL B BBRABRINERS - BITIRME
SRIERERRABS - F_ MR R ACE THR > OfF T
SEE > “well” R TIEINRRE > BEERK O - ZREARMS
—{ERIRE - M TR E > A HEESTE S > “well” B T HLAERY
YR > SRR E BB M -

X

B (1) 0 KK RRMBAERRT > 7 HE -

“ERAR O IRERE 27

“ERAE T B o

“EBUEEBNE T

“HRAMAE o BT RERARRAR AN T

“HEE S, BT ([ERR AR B ERET
T Q) 4TT 17 SRR -

‘{‘Ekﬁ P AREERIE B o A 0 “PRIRAMIIEAIEEYE 2 M n
e

B (3) ) BRIMEE > RURERRFEMNTE—& > "HHEAE -
AMANE BESEBIT T4 -
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=Sl AN IR

=1 “well” [ IREERAESE » LIEFRELA IR A
TR WY o TR TS BB IR o AR
BHEE T K “well” » HEHFEIRAO1F -

L BES% - WATE (D. Parker) BRI (BIRSET) (Here
We Are) HEE TR ARIGE 2 34 TS BEPIBR AR ANEE
b KRR R A c WAL T2 - SR T FEE B

B .

“Well ® I” the young man said.

“Well @ 1” she said.

“Well @ , here we are,” he said.

“Here we are,” she said. “Aren’t we?”

“I should say we were,” he said. “Eeyop. Here we are.”

“Well @ 1” she said.

«“Well © 1” he said. “Well © . How does it feel to be an old married lady?”

MRS 4% B—REEHE - BRACERR - A%
HEEN > AEAREPTHE WA - SR T - ERARENE
i) “ReBE” EATHE (phatic) 3 S > — R EERBA R o " EER
RS B B AR AR BRI A TR A o RESCAR R
SR RAECUEEA B AN ERERA

HET O 17 AR ¢

ET 017 -

YT O ERERT > 7 A -
HRERT - W ARR

“RERT > MM U ROERERT o
HET @17 R -
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T O AP e RO EHIRAREIfT 27

E—/NEHRE T RERFRA T AAKE “well” > BREFEM A
“Here we are.” =K - M ARIE TIBRTHEEE] > BB - Bk
Ao HERBWRBEGE » AR ETKEZETR BT
“Here we are.” %&fi) H % F7E » MRERIGEHRER - —FmR~EM
BRETHE BITHET o H—HHERMNBRBMEATRTIEE
HETIE > BRMERMITER - MNENLERE

“..I mean, well @, look at us! Here we are married! Here we are!”
“Yes, here we are,” she said. “Aren’t we?”

T FRRB WO BRM ! KRERIEET | KRERT 17
S KRERT 7 M “WRE?

BEEBIE cwell” 2R > BI AR R PILE - (EEARHE
GRS AR B BREXERT AR BT o ®RET
BSEBATE » BER - FEAMAIZI AR - FRBERE T A&
M58 TERHIRT - B o FEAEE » 2% > mABH
R > B R > EETERA BRERE I - HHEENHE
“well” FHRE [ RMEEHE > AREBTHIIA -

NBBER BT “REHRT - OReE2 “Hifl
W o MAMER “HREES - KA - SMtERe T —%AE
HAMER o Bl “SFekik” ~ “well” FE5E5E » 220 DARE
& THRE EBEASER FEPEET AL FERIERE o
T 229 BA B JE 55 /NS Hills Like White Elephants 2 BEETH ©

MBS/ NSURR T 55— B o MU MR LASE =3 B AUk

41

_————




MEsn 0 T

S RS o Mg — B LR E AT - B
“HR” R AR o BRI AT HE S N A B
kL — 8 CWE W o R BE > BRRET T
(operation) FIIK = Z1& > —E A it A8 - HyhEHEELD
BN LRI T A - BURRABUDH LA
BIIE » 2o MR T S e o A AR S
R R AT - JOBEEL - RSN o TSR
e M )AL 2 SR o AR E BRI I
T LR

“They look like white elephants,” she said.
“T’ve never seen one,” the man drank his beer.
“No, you wouldn’t have.”

“T might have,” the man said. “Just because you say I wouldn’t have doesn’t

prove anything.”

e
“EE L EEREAKS 7 M-
o] — LA U > 7 IR T W -

“UREARGF T 7
“HREREEH > " IRETE “pRAFHBRAEED > IR
mg e

(FrE &)
“White elephant” (11%) BUARE A IIHE o EEESEERR

Wi EAREEERESBTZD - BT RS LI T 2 > B
M AR TE o Liy—3L4EE] “white elephant” =R HET
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ATk

DA HE ARG AR - 5= BIRSY > Wi
HIREMCT FA > ML R (R R RS RER -
bR SO SRR AT UE A — BRI R R B W > H
HEM+oE5E > EEERHE -

E—REHNETFHEET - BREILMHLGEARZE > &~
RERFABRRZRARE - BMRANRZEEN “RE1E" &
Ko AIEEEZE - HEERREBM o “T've never seen one.” A #]
“one” A8 “a white elephant,” A BB “a hill like a white elephant” °
AERERG 2EY) > HR R REHME » EIEMA R AEE -
BHREARA UEM LW mEEMNE » B8 0EEE - (HLfnng
EA - BEEAEF “No, you wouldn’t have.” FIRIEER “BR=BR" >
HRAIRIRERR » —O@ “No” » REB IR ARG RE
HEHREENRER - BHAHO > BEANRETE > A
“might have” » F/n B O ARRZZRARE > BXINT—4 “F&
HAEEAAZRERRERAR - "ZHETYAREE - BE—/NEeH
A Al AR P AN Z R B 26 — O/ MET2E - AR E - (HEAS1EY
R - NMETWMARBIRMER - LM ANESE (2) il
HE > RE LR “RE” - 86 HANESAWELZmBEHR -
BRMERFRRE - FERASS S - FEESCRE AR AT
AR W MBAE AR YR P T SRS BUE T R SCRE g
BRI > BEAR THE AN AREEEE .

“FEHERT TR S WA MBE S - R AT 3R
% TR BAE > FTRABLRIEARTE - REE AT ZHME o i
TEELE / BE/NHBRE T > H— RUFFEER T KA EE R
B MR - [HSBEEN - ZBAUBFTHPEABETRE “X
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sy £/ TS

e s [H7EREY: - B T E IR - RPN
e TR MR WERRHEMA R P F o B
i 2 SR AT, > TESERR/ NS R RIE T R - Ry o B
DLk R M EE - FRIRRIE HEEE AR R -
DL ELAbE £ B SR R PR AL — T o

sk sk sk sk ok ok sk sk koK

w2 Na g B RS MR S LA B - B TE I BA
ik BB T /N > AR HRBUAT R AR ERE > B
R - HETTER > Ty AR o JLA rh B MR L AL
SWSCR AR R RN UL - B RN E B
Bk o |

b (3) NRAUR AR TR - mEAREEARRE
BRI RN o FLENEERRANE NG - HE RS A - AR
7 REIHCESE > BROA - FIN CERER) AR (W.
mmgm<$Mﬁ%M@Wmmwmwﬁ<~@t+$>a%ﬁ
G o R MATEEER RITH R R EHHEEE T
& SR R B T R {EA AR AR
B A o AINEEE SR Ea ARG RAIER > AME
PAE “ BB MES TR kS R f CRED JROC -

A2 EUREEERTHE mAMghARARE > BEE
B BN R TRAE R AN A - o B ) /N B SR R R/ N A
BAs T /NGLIANE o AW/ R AR A RS T R
TERH S o PE BN R BT L > FIE
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/I R M

/NG > A BUNSERE B RIZER] - i B AR L /N E
PR TN HLYET > A HREE AR - PR AR JRAE I
CHEEROERN - OKEHE) - (B - (WIEER) B4
AANFEE > BEUPHEEESRER “HNE ESTHNE
B HIEBERE c EREIGEEIEE) » AMEEREE ST
W ERMER EMER . NE TR WERLREEE > FE
REPERMMUEN - MRKEESZ - FE > “407 2" ¥
LR MEEEEE 2% » REEA CATED) (The Story of the
Stone) > EFERAMEL (GIHEE) > B “green” 7 “AL7 - #
HRERYE > ROAE > A b E N R BE 0% A
{m o
NGRS RS 2 MR - ASCREY——  HARE

HEE - [T RNFESUBH -

AL

UA-SCEE R R R R E AR E AR . BB —HESES /X
b5 —fEE S/ L2 MEHE & EARRNEaMER » FI/PHEFR
TEAFMES 2B EE& B ARRIKIME » Re—HmaR - ASCEERE
FERNIETE Z MR/ N R A o

? 2 REEH > CREMESE) () » dbr - JbatRBH R - 1996 >
H2S -

SHLE-HES -

NS EHE B A - HANSL S ST “fiction” RIS REMEE /)
oo

S HHEEMEEABRFE -ABNER > TaREE (€ “FNA
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=7 f SRR W AR BIERME - & (HMEEEBHER) 4/1999 o

H13-17 »

3| EETE > CRE/NHAERKEE) » LE b ARSI

1988 > H 76 °

A B R A A 3 B > IR 2 Y (B3R TG 7 AR SRR

TENEERERER) o B ONEREE) > 41998 > K18 -

B RBERE -

Bl g BB > (PTREE R RESULRE) s B CEEE LBHR)

o T G R - B WIR R AL > 1994 0 H272 -

0 A B E S AR R > AT2RAKISE » GLESER) &t :
WS > 1976 -

1 5[ £ 5 Leech, N.L. & Short, M.H. (1981), Style in Fiction, London & New
York: Longman, pp. 303 - 304 #5347

v gE| G R > CPR/MLREESD o 64t HERR B ARAL 0 1981 >
80 o (—HELETHE 23> WRHEB-S2 °

R EEE9S -

1 7% HETBET ; Hawkes, D (1982). The Story of the Stone, London: Penguin
Books. BTk B » Cigggd) > Juat  ARSCRMRAL » 1976 - H222-
800 5 ML » (ATHEETERGD) > At WS 19765 IR (BT
Ve RE Ik UEE) BLEENHRME - ® (FTEXALEER
SRy SRR - IR > RY - WIRESCEREARGL > 1994 -

=

~

®

©

2%&H
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B} (1998) o BB/ NG SCBBHIE Y o dba ¢ bk H Bt o

ZFFHH (1987) o CCEBHER) - BY : W E B -

BRI (1988) o (PEI/MHACEBAMESE) - L FBARSE
At o

BREMIES (1989) - CHEBIZBCBLR) o b5 : hEY I HE
HARAH] o

IRER (1999) o CHBFERIT A M —ETRERE) - b P&
BN AR -

WA (1995) o (PEBEL) () o 63 JbRH R o

B (1996) o (PBI/PHSEREY o Fils : =B o

T (1994) o (B S/ SCREB Y o JbE - PR RS
HRRAL

BEARZ ~ TRIEA R (1983) o KHREFHIZERL) o BM - BRARS
AL -

IR

FHEAREARBEXZ > ARNVELHN > FHOH(AEFL
TRALTEZM) () ~ (—BARTELANKE) (KB4 -
KEEBPIE) GB) -
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RBUA M TR KRB SCERYIESR
—— W E 20 TH AL B SCAL RRIE Y /)N e

ARk B

Fiction Translation in the 20" Century China

Abstract

This article investigates the relations between fiction translation and
ideology as well other literary factors in the 20" century China. Attempts
at aesthetic representation during the century have often been
discouraged and ignored. In fact, for a long period of time, fiction
translation in mainland China was used as means to maintain and
reinforce ideology. It was only during the last two decades that fiction
translation began to shift from its political to literary and poetic functions.
Fiction translation in mainland China serves as a demonstration of how
some of the constraints in the target langage culture may affect literary

translation.

WNRAE 1899 AEMAFRARR IR CGRIELD) B > FBIRY/NSB
BIEHFER T — itk AC A R o B 20 HEAT/DHBIRRETE > 2T
RPFRAR L f RIS B D SN B T RE A L3R (£ 2
B/ANGAIE) Y BB R - BEDRTR - RERFZE T /oM
A R 20 thAL R B TR IO B AR AR - B TR Y B A A 3T
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BESHEE . BRI ELE - BUs - EVERELS >
PIASAE R Z AT > D RAERR— it ERNER Y
% > & BRI A/ R A —— SR F BT ) o AL
BEAE /BB R B S L RE SR BR A A B > 28R 20 AT B ST L 3538
FRGRIERE - SCRBSERRE NI BN R AT .

201t 4T B /R SRR BORT LASr =R KA B BRI ©
1899 4EE 1949 4E S5 — el > 1949 £3] 1976 4F “SCH” 4R A
AR - 70 ERKES BB =R - DT RMBSRIEE
A A P R/ R AR K A o

B SO BN AL B > R AR NE” 5 BRAEX
LRGBS o 19 AR 201480 > RN —RIGT > RE
Bk “XBZERERT > MEBEARBARRE - FHitHENE
£

B8~ T CREEMENSIIRGE) i /g “HAAZ
B AT ZE > MRS 2 b MR TFZ OB » Bk
AERZ TR o 7 BA/DRR ERZMRT o RERRELE (A
FHE) #eR FIURDBUER AR WEE{E TR - 2R
RO GRENELIA/NSUT) > —IrE ARG “ s /el ALY >
A B RV LS > ERIEEE - SRR R i i
W7 AR - E G EBRK - % - B > KBk
Ry > (RSS2 BY IR 5E - B ERE BUA/ N G R T
SRMEARZ - FEME T BRRBUA/NSIEE - “FER BN & B 2 1
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HOEERRE » S AE T > AR S Y BTRRE - BRI > BOA
TEm o —FZINNG  REBTFEREZT - BBZE > F2O
>, FHET - M - fEHR - M LE - MEREE - MFL -
TEE s EAEZ O - BAS—&H > MERZHERRHZ—# -
W BB AAKEBZ B IBOADE B
HEEE o R AREEREE RN  SU L B E B 5 R 0 BT
FNE R EE MRS o TEKEBOA/NSUUE I 2 &
91 > BIABKEERA/ MR R & T A0 B - ERAGE R B
FUBET > BOa/ N HIBE AR s/ SRR — (E S - IR
GBS LUK 1902461 GR/NSUELEBRA Z BIR) B RHA
BN R B S A S EUATF O E R b o LB
ERRECEA L -

BRI/ N BT A B A B R A/ B BUA S S B
> (BN R 5 0 R R A/ N BRI R T — 8 M
fy3cib e -

IR SR AR RS BOA/N BB 5 S 20 S/ BRI
AEEGE LB B > BRI > ARAPRIRERY (BRI L H) A
BIAK T /N SUBIRESC B M SR SEIT © LIMRAT BRI — B R
 FEAR I AN SR AR AR BRI S MBY/ N AR BT
RIS S T BN BRI o AIARAT R HEAK ST
LTS - GRABER) SRS G - OKEHE) &7
P BB PR /NS BT - BT A M A SR T TR o ¢
TR - RAEEEARYOHER  EWEEA I
> BB R AN N BT - A AR
/N BRI B RS o 5

50

REBOEHI K B SCREER

20 tHACH) » SCEEATIS AT > I Go/dEid(1902) ~ il
ANEEN(1903) ~ CHIFT/NEIN1904) ~ CUPBEHERY(1905) ~ (A
H/NEEY(1906) ~ /NFEAY(1907) ~ CUDEEEER)(1909) ~ /b
B RI(1910)5F o 73 L6 SCER BTG TIR R 2/ NSAE B T B — 1
FERE - BIRB/DFZFWE - 71902468 1907 M - B/
ABE R A T RIS - IR E ST > 1902 4EF 1918 4
Al > B/ NI 4362708 o 611404 P B /NS B R A 0 o Ik
AR -

BUA/DNH BB EEE 20 A RMEEN R RERIEERE
oo WNHBRNEE LF > TRIUEMER L/ NFEL T
IR THE AR - MRS NIERENR - BW - mEE -
JUEA ~ RAPSFIFIFRR - REG LF > #2084 > BEns
BRZEB /ML > HT300%E > EEMNE B~ £ REBE/PEK
BT o

WXEBE LR B W= AR SCR AR > e
FANBRERMERG RIS B B EE (BER 1905 4
%> NIRAENBRZWIEE) » B L ERAERINEK LR
R > FETE /DS BRI L RBRE - BE RS RETISNE
RAGEEE A > IR AZ RINE ZRA TS - SMNREREE
WAL o IR HY B RS/ NS B A 2 S I A R LIS 7 5 o
L HERETERERR I S E M AR AR5
8% R AR A o -

AL BB R AR A F E R R T S N R B
TrHIHIA - B RBIBUA R HUY R R BB MR S BT
FEMERE > REEGRIEBRFENEE - REEBS T HETERE

51

. |




o T AN iR

OB - M2 S o PEGEEIRN CEATIR) TOA B R
HI BB S RORE B EAME - METERRN R B CHR
JMEY B R AM R ME TR . (EIRED) SR h R
TR VRIS - AR S AE TR R/ NIRRT A -
BRI TR Y B AN RERZ AEEE” > it “AMHE
Mz &Rz  BHEEHZL -

EIY R E Z SRR R R B N S EEER
HIRIEE o BN - BN BN RE R > B
TESARE NN - SRR E R EAL G AR
BERES A REENBERE BT AR gZLER
W%%’ﬂ%¢m%%£TEE%Eﬁo¢mu@%ﬂ%mm:ﬁ
W I B R A GBI BB - BEA TR

i U 357 SCER R/ NB G < SCERVE” A BRI BRI R - A
SRS R ) SCER TR B SCER A B R AR T R 1/
| ST HR BN o CUNEEAHD LK CRIERTI %302
BT T /NSRRI OB R R P
RIFFrR > BRSNS - RS BEUNRRIBEN

SRR G S - A EEEENE T RE - R R
FRER R E MR 88 aE > NMHSNESCRERE - ML
1921467 B AN 1922 F 192034 TIRIBER - 8-
3% - KRR - EHRIES > ARHREFERCRRN T HELHR
H o SRS AR RS M LGEANE SR /3 OAF > RHEEREF
R EN

FinGEERHNe - BRMAEMU BE - RERTEME" HE
BE “ 2L 47 BEE o O/ NBLEIE B AR TR EERFE - "3

52

REBORA IR B SCRAER

R ROCE “BERISCR” o BN BB/ RN
TELERIE] o R 55 /N R (9 SCER A S LA BB SCERAE R B
BRWEZHRE - FL/DHFBERIER - FIK - ILHHR - B2
HRRHT AL ~ SR ~ WAL ~ AFIIR - PURARAER - BRE - %
FEHR RS NI/ ol AR AR > IEHRLL 55 A 2R MR =,
AEHAA R AL 22/ -

= ETERBRRERERMEE - Bl BA - RESERN
BN BB T A - BB - - BAR - B - WET
FEAIRE ~ EUBE ~ BRSLEBAYSCERE AL - BRRIME - R - Fridk
WA - W BR - BULCIEE AR REE FREER 3
4 o

19374 “6-57 FARE - FIBER > KAHER - BERR
S RRBT A - 51 HEFE LB T PRAG T E A
BB o UM > SEDUE A LR Y S BB T L1 TG T R A 1 /N B
B A S BB AR R BESCR R B M 5 B T — 251k - B
RSB TR -

BB LEE > 20 FARIAMARFBE A BE—ME &
BT WA RN RERTE . WRARR— T E
MO BRI SO B RE RS N R R e B LT
THEBUR R - 72/ L1 R T £ o B 4%
B = =TFEAEOE/N - FUREIRS B LR/ NS
o DLR= - WHERRE B/ BN B W B R
/NSLBRE LA SCRE AR B R R T - (ERZ TR ER
RAARLE Sk T e AT REA VR A B TS A0 = R SR BT ] -
30FEAULME - REBEBREERBIL B RRATRIET HEW

53

e ——————EE




mEED FH0 T

SCERE SR > BHAE BRI R EHORA T R AR TR o 18
A HBNEMERE R EE L E > SR G E R MBI - 15
PR AR N A BB WG T AT

S TR I P B R AL PR A R R A B ) P — (A S AU 4
HE 1928 4EBAYE » FE B BT IR R B AR - #1928 3]
19374E - Fa R AE R B B & > IRIRTITIRRSL » BRI T ¢
T 30 BRREAE S > P IR - EEN T 2K - BIKE AR
2T ERE) -~ (BB - M) - FRFMEMRIEEAR
B SCEE > B R R Z ATDAEAL B 30 A B
BT REEN ORI > BRERAEIESFHEGTHERS TR
MR > BERAERT RS > MERCERRAR “WAR
ARSI VE R A BRIER” 12 o

S 20 42 R B SCAL BB AR R > BRI B NS R AT
“BEEH SR WA E RIS > NERE CRMET EEERE
# o BIBUAE RN SCRIBRA— 3 - BEMERREEIL AR
o BLMBHREBOAT R SCRIERIE R R MR EER S - =
FWEHR— o NSRS RS P - P TR
HIBOE TR R /D S BRI R > BI“ AN SCER AR MR
BRI ENBRGH —EEENERE" » NSERRNSCREE
RABEREHK -

B 20 thAT_E 2K SN/ NGB R R TR A SO AR TE
FRE TN - EEEER > R 20 AL TR A B9 HT 30 T A

54

R —— e

RBUA KT R B SCRHER

o BMESOERB 705 > HMNEISCER B IRl b A A B A o
XERFARBL T - 1949 FrpFARILMBIEEY - BB EE
BURERIE B LA » FECE F AR B E I SR
I BRI SCER R - ﬁﬁ%ﬁ%%ﬁﬁﬁﬂﬁﬁ%ﬁ%gﬁ%
FEE > ORI MR R ERA R R RIHE > RARILE
TEREFEFE RS LA - mﬁ%ﬁ#%TH%E7w@$Zﬁa
B B2 R BRI — e L BUA BB R > UL R &
WG9 T SCECRSIA AL o /NEURI RSB BB UL RN PR
BENE - MEECERFEPHERBERRERE - B2/
Ve 2 IR TR B0 B wlT RE (B (B B ) ) T EL M s g — 2 dinss - B
Ut > 1949 4E 2] 1976 S SCHELE R » /N BIEN B BRI L&

% HERE - AR A RN BRI GBI YT A 5i5EEm
A ANE /N A BRI 2 A - UL B IE R I A I BUA R
T RESRAEATHEEN » B4 20 th A/ NG BN AR A0 (B Rl 5 £ B O B3
R -

1949 845 - “—BE” MAMCBURLESR P EA RSP R
BEHE AR - F > 1949 £ 2 B RE/ DB 2R
KB E R AR A B R o IREED 1949 4 LART MR AF SC 28 2
ZAh » BB S SCERAE G U T AR TR A - AMBRLE
W CECFEFE) - GERE) - (FEFRTET) &5 R T BED
A HE/IHRNEEE DB HAR - #1049 F 10 A7
1958 4E 12 A Ik » H BB AR B RBRSCRAE AL 3L 3,526 F > (38
— IRp A 2 ) R A DB SCER BRI AF T AR 2065.8% 1 - SRR/ A AL 1R
TXERENTOAE

HEABLRRERE > SRR B RN/ NHREED TER - W

35




BEET £H0 +Al

Hipg - FIEEEE - SR - BE - BEREL - R RE
B A E - BV - PITAREE - SRVREF R - RERIE - BIFER
A/ T 58 o BERRIE OB A/ Nt B R R B R R A Tl
KRR/ (HEWLABAT - AN HERBECS/ NS ESER
T DA R iE S o/ N S R B TE A A B - BEDUR LR S (SR
HIAE i o

2 AR/ N 5 B R ) T B PP AR A RO > IR
B - BaE - BRI - MR - F%E - ER - IR
YEdh o HAPHHNBREER/IEZE T - BKkE - EAEETH
AAREMRBIERUSGEEER - I L5 - HHBAEAR/N -
B BT LB A SR TE R AP B9 41 i R B 1 A i
P> T B SR R AT O b TE B T B AT PR Y R R SR A A R A

BEAEHAF SRR 2 > BIRA “REE” - “BE”

K R T EATRGENEERMEE BRE -

o ATFERRRE/NS IR E O RLE T BUAE ML B
PRI EEAE A o BT - MRl ANTE - R ERE - B
25 BHTRREAR WG A R B - MRV ERAE R/
AR IR o MMIRIEREIRS REW » SEMEE A
KE/PHRHLEEIAY - KWL - BHTRR/ANGEYE —E LB
R BR o M RNRES  BYE - T - S -
FERATIE - WILMEZE R/ DRENERES TR -

T~ AN TEEAUNSRRER R — 28 A TR R R — J7 T B A
AOEAbAE € B KB AN RAEIE RIS T H B A/ NE
HEROBIRE > =PRI/ DA MA—HE - BRAYE
MBS E EAVNBAVER TH BN ZR - W ER/NAMEER

RBGEH TR B B8k

m B DR E R AR % - HBC R AIEF it
SCERBUSARIEAR o DN ULIE T & R BRI B B R AR A 1B
% > HESERURTERARE 24 o ZBE MBI T 50R - T24E
£ - BH—SBRCR IR AR > B3LE 465 BiE
IRt RSN o BB RS DL BB EE AT BT R R (R
HEYHAES il “ExE) v .

BURKSRELE A/ GR L » EEIERIB R A/ BE R SC R R v
REBRBAEN “ 553" ML » FLS 4RI A R BT 1 4 O Bk
RBLEAVINGL > TR B L B AR AL R R 4B A 553 M1 () 41
SCRMBANR R SCRER S 1 o BRI - MR - PTRTE R
5 I RESRE - o AR e R MBI RS D R BRE
5 CBAESYE - Bt ERMNG > — R FRBIA %
RRERM—TERAMBEIER > 5—EEH A REWEENEE > BiLE

I REERR

FIRFEFFERBLRR » R BEEMRBO NGBS > KRR T
Ba Y BRI R IR o AE UG T > DRSS 2Bk
WERBG CEA) - (BEFEPIREN) R - FEER
ALRERILE) ~ CGREE) £ - BAKE (BRINBISCE 4 EH8
W) —ICHRE R ¢ RIS AHR A B Y S B
e AREA (EIALTE - BEKSSEA ) BRI A Bk
e WAERIN o - AR IR S B B BN A A S BYE 5,
A o BUANFERTRERITEL RS B > tRETEEEn 2 51 o
CIEERUNETTH > WHTTER AR CH R KRB - FEdk
AR ERERER - BHREA NI ET » BEEE 2R
RN REFZ )




EET B Tl

1 50 AEARR B E - SCBNBUR AT AT ZC I > SCREAMTR W BN
A CPARSR T B A MENAEE - RABCRE EHEGARERIL &
FIFIH TE o SNBIVESR MRSt SR S A BOE EARB I MR LA 3T
ELEE R A T AR o SCERIREOA LA FRR I S B SO
R D [ RS o

60 4EL > BUAFIFILE H 2 RIE > SCRSCEHR R B B
BRI > SCERE N E MEIIRD - 1965 FFFN SN
S B METY) (R SCER) i e T - CRBRRE > —YIR
SRSB4 1F - 19704E4 A » FEPSCTHRET >
ST TIE T GIREERR I EREEMERER B
& S TR BT > LB RN > B UM
I i1 40 1 R A B4 R AR B RO R B R RV HE AN SR
ZRUERBRERTE” o EECENBEER AR T BRI
W 72 25 S R — ) AN SO R R S R o SMNEISCRAE RO
=L e B F 1972 EARIE > BERESREBAHETHTR - &
TERFEATBERSERN BRI » BRHEAEL AT
VS o > BRSNS AT » BB BRI B
AT PTERE - AN & EE S AT LURI R AMNE MR S AR R B2
FH A B O BUA RERIRES -

TOAEACRT AL B AR T 63 BE B AR B AR IR S > HAp A
EWEMN (B - B - BEERN (FEERE) - B
BT R R R R GRER BN 2 - SRR RAERE (B
Vi) o A4 A RRE R /RS B R/ B B R R B B
BT (BEM) - CETHY - (FE/MbE) o HAMERE
RLER R R R B F A P O o WAMEBIRE TRWE

58

-——

REGRI TR BB MER

B IS MRS G ERERN/DE  HhaCEBEE /N
£~ (MWERIEMR/NHE) - GBHER/SR) - (B
R AER/ABE) UKk GEEEE/NHE) % o

SCERHABRLA LA RIS EEAT” 170 A TR o BB R 22
R NETER A OV (B BERIRRIEE) - R
FUREATEE 2 ) (3 - BT - BHIHERE) - (BEMEE) (FIL -
WHKEEE) - MAEBETME) (M IKEXRZE) - (AL (5
FH - UREBHERE) ~ (EEWRIRSENNE) (4 - FbiE
RE) ~ (BEHBE) G - BHE2) - EEBEE/ L) -
() OLE - HOEFIRE) & - FHEREE S CR/ER > B
RETESRI LB 50 SE AR IR B A R B T X2 » iR
/INHAE B ROABOM - R BUA AR B T A B LA E
FimA L5y “HmHE” f15.»

1949 SEREENIBIY H A0 “REBEIT” T 1136 - 2 1974
R » LARAREEAT RO 2B AR AR SE /NG > SRR R T 5TE
KBRS » PERELZ AN > 19734 11 AT RERBATRIY GEZ)
R TR AR - RETRE/ SSRGS - (R EREE
TEE - BHBCCRERILE M 243 > HREHATE (11
#) > FRREBISCE ST o WA B RB SR KR IEIEE
MNEVE L > 1949 EEBRREE D #9 H AR B /N3 A RS B2
HEHE -

Br#tiing - SIS G ERREENER R IEEENME2HNE
RN IR B B R AR > WA 2k Sre i
MACHETR) - R - REM B AN ORI S TESES
HE > BRBOALFIH - SR RB RIS W LUE H5k -

59




e N AN R

S T S B 40 R SO B R A LR SN B AR
B AU E R A T BRI IRES - O RS
BB Y - BUAL R SCREEE —MEEH RS, - BIATR A
S o SRR A SCRRE > TR REIA LAY
W > 57 1S A S R > MESCRIRE o AT EARE
AR ST SR - BiA B R Y R N S A

SRR AT B B B AR R > TR
FHETRAENES » — 2R GBI > R MR
BIEEE Ba “MEER - Bt TR (ROCRF T
PR  FUBERET R — R ERRARR o 70 AT
A B TR A OB 1 VR B R (e AR TTER) ~ SURPIRER
B CEAE)  FINAIERI CGERERRIER AR ) ~ FRESIR
) (B Y 27 BABFI BN LR I FRAGIES B RFRATE
B TR ERHE > TRLRBIARE - HE e
A > RS EAA BB - W ERE EAAES MR
A o 0 (R I RRTE RS 0 BN SRS T HE
B MR A 3 > BB RSN ERRREN
B R CE BB MES > SEIREAEREIASN
BT B AR AR FT o %

ERRIE PR IR R SR R R - R
TRV A GEE) B TERHE - RBR A A (URNER
PE” o (R MR (E CElE—BR (R W7 e
IR () METEBRE BB EEREK - X B
B 4t B EAR - BUARESTORTL > b SO AR R P A SR b
B RS ROEG EEERREEERARER” - Ll D

60

REBEAAYRER B SCRHER

FrEsR B MR D BUB IS M A S S > K REE > B
B F ) SCEE - EAERERASCE” o

IR (André Lefevere) 16 @ “EHEEEERHEMA
B E AL BGRE R ARIBE TS 21584 o 28 S0 BRI Y SCER B
R EIA RS BB T 5 BE R T EERRNE
F > SRR BRI SCRR AT R MR > Uk Ei AT
HAAE R —EBUA UL R - BT EBLE# s LocsgE
EE - HE > XBRXAHSNENEEEEREFEANSERM
BEVERRIRE 22 ) > SEASRBUAL 0] ARUE B AT e i - 1
BOA R B RS R HE AR R e P I R R BB - AN
AR T R TR Y AR A S ST AT B R
I R R A it R BT L BOA TR M 240 7 HOAT e R Sc
TBTERE - ERE—H “BZ” (5 EE A TR T AlE Y
et B TR - Bk » BEARIS 2L “NEPEAT " B i A
MR A T EURHCH > Bl EE B R » B itBEAHEH A
WEREATH B L A B - TSRS 2SR

AR ) SRR R R 2R AGE UL RS 2 R R
BRI o BE > SCRRERA—EERER > B R
T AR UL RBAEEL o /UL TERRHBIR BRI
B e B RS R B AR o e B L E > &
—hEH > SN BLEACSCRAER A B SOE A B RET > BT

61

_




Rz 10 T

RACCERE N EEE N - BERRESCERGN L AR
T3 o R B A S R B SRR o 20 AR AR 204F IR
B [/ SUEIEE > VR B T Y e SO S SN SO
22 R/ NRIIE ~ TR B REBE > (R B BUR BE M 20 EATHY /D
SRR BT E FOCR B R H R T -

70 SEAUK PR B R B AT — AT R IEL R o SCETFEA
VEG B RS HIE > SOCREENRUERAL - A T HIRE A1
GRS S0 MREE o CRRAE WAEERGEIME -
“SCELR NER” TERTR R TEMRAEE DIRE o —REAMAFIR
SEE B > WAMER - HAEERMITKR o “BPRICET -
‘SR MHBRERECEFEERNERE c ZREREMN
SCEE]RE - tEREE T ESCRHRLE o FREVE SO R R A SR
AR “BELE ERA RIS R ANETE  RIE RBIRERX
BESHBE NG > TR ER— SR —
HE - EREEH - — SRR A S BB EREH RS
T S ER— R B o 7 W B IE R C—{E% (tamar Even-
Zohar) 75 tH i) — 8 SC BRI R B BAFAE AR o 2SME
BB /NG BT A B 3 31 4 08 20 AR AE SO OB 2 SN
ABIZEE  WETERRE RN RO E - IEREE/ NI
SCEE A TR R B E R

B7ESCHEA R LT > BABBUY BRR RS RS
R B LI SCR B MANFRRKR AT - BEEREER
RSB HME— TERERAIME T > (R L R A B SN B SO B AR
e —(E R B LR A R A BRI E ) R A
(translational norms) ° il ﬁﬂ@ﬁﬁ@ﬁl‘i@ﬁ%ﬁ-ﬁﬁ%ﬁﬁ%d‘

62

e ————— |

RBGE AT R B SCRRER

LHEEMFRAD LT - JEFHR - BWln - #2 - BHEY
AEIERIOPER £ - BEAVDSL - HFRIRBURERIER - BPEH
HBEIR T 3024 - |30 F NER R LA BERE - ERURE kb
BMCEES LIRS - BEA/NS R - BEsEEE
SHIREE - AR EAEAR UK B - T B B ERA
PEFE > MERERSUL O EAER » MERZBUARIY R
3 _EF B BEATE S B 2 20 B 3 28R 50 s R U B
KR o SN E /AR AR A RN s — 4
H R B A SCR B S T R E | — R AR R S
iR LR L B B RRE B A B %8 » LI RIB LA LM
AR5 R DRERAT A8 T B 2f T A S8 0 P T ¥ A B A - AT e
REFZCREAFHE BRI o B LERB T W
WTWW%EQE%EEEE WA HE T T EA LRt e B
LA BB AR R AR I REE s EXEF
Ekﬁﬁﬁﬁ@m%ﬁﬁ%&%ﬁﬁfﬁﬁﬁm%%gﬁ HEE
1 RIS MR S DL GRS IR AL BUSRERBIE R IR
[/l o BRIYHIRE FAER A RNERR | BETREE
R BHOCT R - BETERIE TR RS > o B AR
AW BERE E BB R EE - TR E P B L
WRFFEI AT T i#E A T AR RE MY £ RSN
— T AR AR o R RITER P M R vl b 1R E
HAMFI R RMBA RS > MHAEFRZ M - RE  RERA
BREEREL > Hisr L ARE ERCEAIRIME S - 8
HEREEUL > FEE R BRBEREAN SR 5= > DABBE S S AL
HPR e A O = ERSCRBUMAM R G METERNEE M - EF

63




FEET £/ T

M o FERRIR B HIY AR E LA SO B EAL B AL SRR
B B AR TR G BB > B RN R BHRER
B[ SCEREE ALY o WIREE AUE A SCR B B LA B
BRI RMANRT BB

DL CEEMORIIEEN) OERRRY o (HRSUR) EHAE
TR 11445 - #1977 4 DL R EEAT (T U BT B i - £
BEESYM - BEET - B - BE - DEE - BREFEKX
B > (BB ATE B eSS — » T3 BT R - RO LD
K S MR UEEN) T - BRTERIL TR E25IH
MR GG P ARBA MR T (BT - (EHFHERE)
CEERNRPERA) B3RS - FTLL > BETIRE LR
BleE R EwREERMS N BIEERCREART > HHEH
i o BmEHERIES > ERBIEE T HEE GF G RARF
W) o RBRARIXERPRNHARE “ESEE
% AR ERNBGIER > CAERERNBRRE  BAA
FERBO B > XEBFHER - 2 HEHS HERERETH
MEWE ERBUEREN—REE” o % T 1980 IR AR
FAL AR GBI BRI ¥ AT AR R > A
Y H SRR T EHE SRR S AOFTIE o SRR IE TR AR AR AR T
R B EIBAOE R/ BB » BB AR U AR
Ei BB EHRNEE - BAUBRBREBENNERE” - 2R
Trisgn M EY > ICE R /K h LA LR SR
Z s -

RSN/ N R R R R R BN R B LR A T
bk o FEER TR SO A B R B o BE 50-70 ARARI /LR R AT

64

BRI KB SCERRYE R

Bt > ANTUAAEARRYSIMER /] a5 0 sk 52 3R o) 84 07 T B9 e B

— NSRRI 2 M o ISRV R R
RERSF AL O E B GDSFBHRR BAERAE M - BB A Lo
AR > BEE EEARKKERME - EEEE SR &
RYETERRYE > U KRB M ASCRA RN REGE - 7048
AR BAIR /N R RR 1 Je R B T 7B 2 A/ D A - B - i
IRZ TTALRVEEE - 20T AL RAZ I 204E ] - SMNREE R E A/
FHEA T HEA o 20MACAHT 70 F BN B BHER B T SN B
EROCRAR > MRRF - IBRAR - RS ~ BEAR - NS - R
W ORE - NE - BREW - BEN - MEX - BRE - 5
fidly ~ SCRRENIER ~ AR - RN - 2 - ek - 3
B - s > 329~ BMH - AR ERED - nviEs - B el - BT -
WEE ~ K - & - P IE R ARl - RTINS e
BRBEA R B - REAEMERE BUERA -

= EEDISCREME REE S MR BURLE o BRI E SN
/NI S LR SR B R T L N HERERGRE - &
BRI LRI T B R BUA AR R Sy e R BT U © 3R
NERAABRERR > AERTRBETRERS » SE/DHMIK
K1 A = -

= RXBYEBERE > FEERNIR > MBI - B
MocoRW - RS R A BEBRAT SR - il - #rHA
5T FIOK NI - WEEEER PR Z BRI » SURRESER
FLVGHERRK ~ HEFIK - FERKBA TIEMHR - mlE - §i%
ER - BRI E » BRHEHR - R BE - KEERT
WA~ HHE 5 AR W B B - N - Ak 2ER

65



BEET A\ T

SRR/ NHFBUR T BRI - 2R - TR - WEE - 8 - BN
SRR E E RN 5 BRI TR - B H A
FE R BRI/

SNBIEBLEA NS Z BT LT EREEERNEE > —H
REBSNEB RN FRIRIUR T 2R/ BB EAR BB
K~ FERAGLEHRE > U8 TR EEE > 55 S
BV AROR F Ry SR ER LAROS - A
BB AR SCR A B R BRME T 208 - B CBEN EEE
“SCEENET B o FEASCRAE SRR (B S B/ SRR R Y
NFEEH o

20 it v B SCERAE AR R ) — R 5 R 1 LA SR SO A —
TESEAIBIE o SCERBIAH SR AL MAE /N B R 0T T8 > R DA BB

20 tHAL A B AL RE R B0/ SR R TE AL & R ORI SRS
SRETESH AR RERBE 5 DA E o E MRS T ™
BT A0 & > AR BRSO B AR

At

U REHER S EREAEY o (MR 1897410 16 AE11 A 18 H - 8
Bl EEER - BRI - (it RN SE R E R (%) 1897-
1916) > db&t @ dbE KR ARAL > 1997 £F -

: AR . KAAZERD) M > (AEEEHE) » KEER > 1897
o HE| HRETR 0 Qo i RBE/NGE (55—%) 1897-1916) - b
o dEEREB L > 1989 4F o

66

B oo |

TEBOIE ) 7R B SO R

SRS - GREIBUA/MGF) » B CTHHEFE/NIERER (5—%)

1897-1916) - At : LI KRBHARAE » 1997 4F > H 37-38

RMEF . KFELREFRE F) - (GRAGER) BT -

BRI - QoA FE/NISE - F—F (1897-1916)) > b : dbEKk

BHRRA > 19894 > H 29 o

REZE® © (BT HERENH—ERMR IR » TEER

(RIRE AN E—— BE AR NS o b bR g pRAL

2000 £ ©

BREE T . (ZEPRE) £5) > R 19034 -

8 MBIEBESEER 1916FHRN CEREDEEE2E) I “B”
Ml OB HER PR E RS WHEEE > WAL eERZ Y
IR B R - /NIRRT - B RB 228 > TiBK
7 o WH . “MEREEERVFEEZIE -

 MUNBEAMEBICIANENERAAN (HAZEE) #:3 0
RPAEE : “ERFZA > AAREE  EBERH/PRE - HOASBRGEH
HRU/NHBZ 5 IEERREA » BRUNEAZ ; sEBRAREE - ELUNSS
2 BBIRERIS - HUVNIIAZ o 7 BEGEAE HE A K GRh/Dai EENG
ZER) PERGH UNSAREM” ER . HSULEBESRAN /NS
“BRBR” - “HEBR® -

0 BREF - (EBRML) > BREMERE) A B RN

WAL 5 1997 4E o

a3 BAm S /N KBS AR BT - B YIH (Margaret Mitchell) #9 (54) H

1 19434 10 R FRBRREZRKER » W TEREN A ; 2R

BIE/NSKEEES (B, R. Burroughs) B “F L™ RIWMEIERHE 1925 4

B 1948 FEH P RAE B EZ L > HPBEAAVEAFIRMENT£L

W BA/NHFE - BB (S.S. Van Dine) F{EE/NIA 14 TFZ M+

3 BNE— ABBIRET 103 -

2T (FRIRA) - (RFRIBE > B CCBER R (B2
B BBEE BARAE - 1979 4F -

BRZHK - BEKCR - BERE  BREE . (THERMSNEISCER MBI T
YEY o B CCEFTRRD) 1959 55 -

-

w

@

~

67




WEEH B0 T

R BUA TR SR T TR - rREIKRERN I & SCB BRI SUL AR
Al > G B A M SRR 2 B o TRARSC 20 AL B/
10 3 L T BB /N EE A

15 1049 4F 7 R SCE S 2 Ve vk » #RREA HE AR B > 194952
150 RSO ER S AR I AR ER BRSO o HorP i) — (R R R R A S P
BB AR > B SR AL R ANA SO - AR RETE A

—EZHh o
6 Wy Bk 0 (HERINESCRREMT R T o CURERRD 1959
FHESH -

v e AR B AR AR S TEUE R B T M BB BRARIR SRR
I BEBEBEGIHAY  BESNEREN - BATH—TER
fat e sCib iR - BB A TR o 7€ 1959 & - FBK - BR
P L B b R A ST SO B A M BB T — RAICE TR
=, BTN EITE  IEMEFCEREBNANRIR - B LA
b BLNET > FIRAVEREM BN A BB BRI ES -
BEARYE eE BUR AT B R T IRV > (B — AR B R T
IREVERD o R 7E 1962484 A 3t it T 3L 35 B AL 2 B 308
B AR R A (BRRNVE BT SCE BT TS TRENER) (BHR) (/)
CMUET) s HARE > T EE R A R B SR BT BB IR
ERaySCE I W REE I BB EM TEENLET o E
BEEA TR S AN - TEER - N - B
- B EEIBIER  RRE - UGS CRETERER" A K
1 MERAERASCEIER R MRS -

B AR A A BEER A CEMD) (bHER 1928 HR) > H—M
AR T 2Bk 1944 FRUER o

v BAR - (FRSMNRCELENR > IEREHR F3E%F 1 (1951
#£7H15H) -

DCARHEB) 1971F 125 16H

o AR SCER HBAETE 1976 T CSIBLUR ERRBRA) MIWmEREE > —
B EEAER 502 BRI KEMERMBAMRER 72
8 L8R B RN AERA

68

BB TR B SCRA R

2 N R BRI — GG (R R
SCEBREE AR —TERRBL S o MBI A BN IR » 3
BATEIRIE A B LLRE SRR > BUUIE S A S B A BRI B
AH B EE -

» 2 RBREE QO HCRER) - B BAREIRAL - 19984 5
H 234-238

#ANHT A ZE LR (B - (L) N> (RARE) -
(BERP) ~ FIE) - (BB ; FIIRERW (EALRY -~ A5k
T CPEBEIADY 5 /AR RH CHARTTR) 5 HEREN GhET)
o

» K G CGRRE/DS R R - BaM QEBE M - FISCirE)
FREA - TR CERNSE) (FBARBARM - 197443 8) -
Rt - BWHEK CRBEENLR) (3552 b ARERE > 1974
F1A) - NE - FERA TSI (2R B AR BT
19754 7) ~ B2 - Kad (EFAER) (A% ART21K
Ao 19754 11 A) DAREMH - A - REIGEY CE4E) (CRZ) 87
FEERE - LIEARMRAE > 1976466 A) -

PALM (R CET B E MEE—RHRETE) o (A &
R B BB AR (REFET) > 19734 H 1 -

7R (FESE 2080 o 1976 R 1 I 171-173 8 -

% Lefevere, André, ed. Translation/History/Culture: A Source Book. London:
Routlege, 1992.

20 HTIRT HA R A i R A R 465 TR SO T BR G 9 SCAL B A R o 357 R B 2 1
FEHEIMES > LR —ASUEES - RAAREES IR o & T ik f#
A REM &R o

YRR (1981) o CERFICEMICE (REMERELA) () >
H 453 o

31 Even-Zohar, Itamar. “The Position of Translated Literature within the Literary
Polysystem”, in Holms, Lambert & Broeck eds. Literature and Translation:
New Perspectives in Literary Studies, 1978, p. 121.

P HRF SRR R LU “H - R A SN B B 3 SO

69

i—



FEERN BT

L

SR - KAWRE/IH (BFRE) CEEEAAMET  BH—
W o BRFAMERRAN > BBAZERAREELRNES » MENE
A o (BPFAE) Wi 2 — AR IR P BEEEMS
BEEFHER - ZHLUEB/NIESREN » FERERMERET
“BEER WEMARSERMZELN  AMBRAET e - &
B RAEFRAUF A LEN TR EUR T EF CEHRNRA
PR 2R GEE) 19795 58 - 198045 28 - 1980457
HAR A L T e S AR A (T I TR T~ TR DCE o

#1979 4F (HMNEISCEE) FIB T A% - BEAN CRAEROE D) - EHR
SEERTRECEEN BB HE > BAEHESURRE > A
2 “RABLIRERFENEH T2 REE  EAMENE /D
EREENER" W SCFWRE -

5 (HERSCEY IR ABBITHE 1 (1978410 H) > AT CBEE)
o SEM T EEREE > REFERESNEEE
“HAEATHHRWXER —EHEERL - BUERVEE > N T4
RERFG S CBXE TH MR » BHE/EM - EEERAE
’E > FHBENREAERCBRERTRRERDNEY > CHANS
BEEM - V% > HEEEM > B AIEGE - RS
EAKEME - KB - BIEEE - BT HRAKRD - HEREUBEER
DERGFEE RE RSBt S B ER - ERIEPE A4
EMEERSAEE T AR TBEMIAEE > KT ARER s
BUIR ~ EoRiES WS o BAHER M8 B MM L2 TH
REE BRI AN B RS EAE LA BEBEIERNE
W EREARARMNAERE T ERERTGHNTE - RETHHER
KRR » Hoha e R BN R B  BAESEENL
T oo BLRAN EARAE - HERE)  EMTEATTETENES > Heg
BRI T EARTRM SN AGHEMNFENERS > AL b hRE
THEWNEA G BRI o B T 85800 F 7 & A 330 % Wi
FLOBE R TR DR A M > B TR RSB A R T
FRTE T SCER M EE R AR UL > %8 —JESC R AR AT LA sl R B i AL AR

70

REGAM TR B CR B R

o BBIRA -

B OB X F A BIRS T — T 2 ERIEN 0 R e
SR CER  MTETE B S5 CURIBIEM 2 - 2402 HARsE A bR
RN DL AR R BRAE FREE 2 b > R4 - thi
HE - REGAT BN RS2 M AN R > 58 0 s —
CF TR T G0 WSO AT, - T AR R R
£y o
® Eal . GEROBEEMEE - o (HESTE)Y 1977 ES 11
Y HBEHERA R ERARSNYG o 1980 £ BT AR ZE NS
“ERENREFHE -
® CERNEATFHNY - BHED) > WEARBRM > 1980 4 B 149-
150 ©

3

2%EH

Bassnet, Susan (1991). Translation Studies. London & New York:
Routledge, Revised edition.

Bassnet, Susan (1993). Comparative Literature: A Critical Introduction.
Oxford: Blackwell Publisher.

Even-Zohar, Itamar (1978). “The Position of Translated Literature within
the Literary Polysystem.” in Holmes, Lambert & Broeck eds. (1978),
Literature and Translation: New Perspectives in Literary Studies.

Hermans, Theo (1985). The Manipulation of Literature: Studies in
Literary Translation. New York: St.Martins Press.

Lefevere, André (1992). Translation, Rewriting and the Manipulation
of Literary Fame. London & New York: Routlege.

Lefevere, André (1992). T; ranslation/History/Culture: A Sourcebook,

71




#EET S+ TAB

Lodon & New York: Routlege.

Toury, Gideon (1978). “The Nature and Roles of Norms in Literary
Translation”, in Holmes, Lambert & Broeck eds. (1978). Literature
and Translation: New Perspectives in Literary Studies.

B OREER (1987) 0 CCEMgE) o TEREFR LK
BB AL -

T2 Bk (1989) o (FLVUIAREIFRE L ch BIAT RO THIR) - GEAMO
1989 555 4 3 -

BESTJE (1989) © €20 tHALFHEI/NGSE - 55— (1897-1916)) - b
A AEER B ARAT o

B (1994) o CHEWBEF) o biF : BAKHRARAL o

BEER (E4)(1989) o (HBBIRICELH) o a0 HEES
R AT -
HGRE  RBETE (47)(1993) ° 1898-1949 : FANCERILESE) -
P TLAREE i ARAL

SFAEH(1998) - (FREERHIESCRMR) o R BHLBE R
At o

B (4R)(1984) - (HIEmE) - b FHEEN -

BEIESF - BRIE(1992) o (20 4D BSOS B2 7 B EFRICE
By o gD AR AR -

FREAE1999) o (ERE - E~ M”  THAHEERELT
b EOT R

FEE () (2000) o (FEREAE—PBE AR/ NS®H)
Jbmt bR KRR RRAL

HWRIE(1999) o CGEMNME) > b LIBSREE HRAL -

RELG B FR B SCREER

BREEE - FEEN(1990) o (PYH SCEEIMIE A rp B SR
e A SR W AR

WIRER(1996) o CHBHEIE R EM—ARRE) - b - P
AR RAH -

EL.PS

LEIBAFRBUB XL > WBXER AN > ARAHE
KE - FALE - BEHARRBAK - RETRELBXLL 08¢
KEMEINAEER  (FEUBXE)FAIHREM - EE 43
EFHEA EZ(ENE) - BEARXE(LBEXE2RBFFR)
FHEC(EFLBRXE)  REMAC(EENFTR) 5> URHB W
B R A0 B AT A e 60 SRR -

AW

LENEFAREXRERL o HALENEFALEN R LB XL
o ERAMATAALBEXEER - FNEMFEXLE - BIR
FEACRTBERNE) - RERDI - FHEEN - BXH (R
RAREFHFHANENKE "DEREXL” BER) - REXKA
FEFRER20¥ALFAXEME SHXTEH -

72 73



Reaffirming “Chineseness” in the Translations of
Asian American Literature: Maxine Hong
Kingston’s Fictions in Taiwan and Mainland China

Kwai-Cheung Lo

Abstract

This essay studies the Chinese translations of Maxine Hong Kingston's
The Woman Warrior and China Men in relation to the construction of
Chinese cultural unity. In order to sustain the myth of an unchanging
Chinese cultural identity across different continents, the translations do
not hesitate to re-sinicize and even modify Kingston’s works. Such
emphasis on cultural affinity between Chinese American and Chinese in
Mainland or Taiwan, the paper argues, simply reinforces the hegemony
of traditional patriarchal order, while suppressing the feminist
perspectives in the original texts. However, though appropriated as a
tool of asserting national cohesiveness, translation is paradoxically a
means through which difference is perceived and inscribed. The
“Chineseness” asserted in the translations of Chinese American
literature literature can only actualize itself by alienating itself, and
restore its self-unity by recognizing this differentiation as nothing other

than its own manifestation.

Reaffirming “Chineseness” in the Translations of Asian American Literature

In a conversation with the Japanese British novelist Kazuo Ishiguro,
the 1994 Nobel Laureate in literature, Oe Kenzaburo, expresses his mixed
feelings on the popular reception of his compatriot writer Murakami in the
West:

Murakami Haruki writes in Japanese, but his writing is not really Japanese. If
you translate it into American English, it can be read very naturally in New
York. I suspect that this sort of style is not really Japanese literature, nor is it
really English literature. But as a matter of fact, a young Japanese author is
/being read widely in the United States, and I think that this is a good sign for
the future of Japanese culture. A young Japanese writer has achieved something
that I was never able to achieve, nor Mishima, nor Abe Kobo (Oe and Ishiguro
1993: 172).

This concern about the possible loss of national character in non-Western
literature in translation is not totally groundless. Oe’s anxiety finds numerous
echoes in the Western world. For instance, we hear a similarly discontented
voice in a review on Dance Dance Dance, the English translation of Haruki
Murakami’s novel: “[Dance Dance Dance), like Murakami’s earlier books,
mentions so many brand names it reads like a Sharper Image catalog. The
consumerist potlatch is especially striking because the brand names - which
include Rolex and Cutty Sark - are nearly all American. So total is the Western
ambience that we are startled when the journalist (the protagonist), before
he takes a trip to Hawaii, is asked if he speaks English. The result is an
impoverishment of a sense of place. I’m not saying that a J apanese book by
a Japanese author has to wrap itself in the Rising Sun. But, just as you can
drive from Boston to Seattle and eat only at a Howard Johnson or a Denny’s,
you can read Dance and feel you’ve never left the United States” (Rodarmor
1994: 3). Such a complaint about the Westernization - or Americanization,
in particular - of contemporary non-Western literary works is nothing new

in the Western academic circle of East Asian studies. Primarily referring to
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the English translation of The August Sleepwalker by the contemporary
Chinese poet Bei Dao, Stephen Owen condemns the contemporary Chinese
writers for using their victimization for self-interest and selling themselves
to cater to the taste of Western audiences by writing a poetry without any
national characteristics.! On the one hand, Owen criticizes this non-Western
poetry as a bad imitation of Western Romanticism and Modernism and
reprehends its “supremely translatable” language. On the other hand, he
also blames that the West is not innocent of this so-called “world poetry”
phenomenon, since the interest of Western readers in Chinese or other non-
Western literatures is always based on their hunger for political virtue.

Yet, we may find a slight difference between the grumbles about Bei
Dao and those of Murakami. In the case of Bei Dao, the Western readers
still find that his poetry fits into a certain stereotype - a politically committed
literature longing for freedom and democracy - although its transparent
Chinese linguistic structure is no longer an inscrutable entity in need of a
sinologist like Owen to display his specialization. However, in Murakami,
even the least trace of national literature is eliminated. What the Western
readers see in Murakami is, however, a pure simulacrum, which is not “a
simple imitation but rather the act by which the very idea of a model or
privileged position is challenged and overturned” (Deleuze 1994: 69). This
phobia of the simulacrum has been a persistent fear in the West since Plato.
Simulacra and counterfeits are ranked even below slaves in the hierarchy of
Plato’s Statesman for they subvert and pose an internal dissemblance to the
model. The loss of distinctive national difference may arouse anxiety both
East and West. But Oe does not regard the simulacrum as a degraded copy
as the Western reviewers and scholars of East Asian Studies are wont to do.
On the contrary, he thinks it is “a good sign” - a sign that defies the opposition
between the original and the copy, between the model and the reproduction;
and it is also a disruptive sign rather than the stable symbol represented by
Mishima (through his entire life and his death by seppuku) to feed the
European fantasy about Japanese culture.
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The Western demand for “national characteristics” in non-Western
literary works is like a Freudian “Fort-Da” game: now you want it, now you
don’t. In the age of European imperialism, the non-West is always used to
serve as a mirror for the West to represent itself. Naoki Sakai argues that the
claim for the universal validity of Western values is best summarized by
this statement: “they are just like us” (Sakai 1988: 490). But in the so-called
postmodern age of multi-capitalism, Western global domination has not
subsided, and this universal claim operates in a more implicit way. The
statement becomes: “they shouldn’t be like us.” The respect for difference
or the assertion of cultural diversity turns out to be a dangerous
essentialization - that of an unchanging ethnic origin - for Western
consumption again. If universalism, as Sakai points out, is nothing more
than a Western particularism that becomes dominant by universalizing itself,
the ahistorical quest for Asian particularism, then, is merely another
aggressive expansion of this hegemonic universal value. For, this time, a
pure particularism is essentialized and universalized as the only truth. Now
the argument goes as follows: if there is a highly distinguishable national
identity in American or German literature, then the Chinese or the Japanese
should have an equivalent one insofar as they produce “good” national
literature. That this particular-becoming-universal criterion of judging the
national identity of literature can subsume all the particulars under its
determinant principle is either a product of fantasy or an outcome of self-
deception. But, while denouncing the hegemonic implication of the Western
attack on Asian writers for their loss of “national authenticity,” we may
wonder if the knowledge of national particularity of literature is still possible.
Is national identity still a valid category or demarcation for studying
literature?

Without any doubt, literature has often been appropriated as a significant
part of the nation-building program. The formation of literature, argues
Gregory Jusdanis, is posited on the same level as the territorial construction
of a nation.” Literature in twentieth-century China always has a mandatory
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role to re-educate the people and to serve the national good and to meet the
needs of the revolutionary struggle. When China or any other non-Western
country was fighting a losing battle in the political and economic fields
against the Western imperialists, literature always became the only
compensatory ground for the non-Western intellectuals to maintain their
national dignity and identity, to express anger and frustration, and to
rejuvenate the national spirit. The promotion of national particularity in
literature is closely associated with a conservative drive to save and preserve
a declining nation. It is a way to bind people and to unite the nation again by
selecting some discernible or nameable national traits while repressing and
leaving out some others. In other words, the assertion of national
characteristics in literature can be rendered as an effort to organize the alterity
by the same, rather than to affirm any difference from within.

In fact, the claim of cultural particularity is not only confined to the
writing of national literature but also closely associated with the translation
of other literatures into its cultural code. The recent scholarship and
translation of Chinese American and Chinese Diaspora literatures in
Mainland China and Taiwan always highlight the appeal to the cultural origin
or cultural commonality of these “Chinese” literary works written in English.
The affirmation of cultural nationalism in the translation constitutes a means
of reinventing the Chinese nation and the unified Chinese self in the changing
environment of the twentieth century. If Western reader of Chinese literature
in English translation is more interested in politics than in literary work
itself, the Chinese translations of Chinese American novels are also prone
to stressing more their cultural and ethnic identification than their artistic
achievement or creativity. Perhaps, the so-called inherent literary value or
artistic accomplishment could never be fully comprehended without
historicization and socio-political contextualization. Under the cultural
hegemony of Anglo-European literary tastes and traditions, the translation
of Chinese literature into major Western languages is often monitored by
the dominant Western literary models and values. The literary quality of
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such translated work is indeed mostly determined by its translatability. Since
Anglo-European norms have ruled literary production and consumption,
and these norms ascertain that only certain kinds of works which are
compatible with the tastes and values of the receiving culture would be
made available for translation. In this sense, Western cultures translate as
well as “colonize” non-Western texts into their categories, imposing their
own systems.’ In the same light and same logic, do the Chinese translators
have their legitimate reasons to strategically advance the idea of nationalism
and cultural assertion in order to facilitate the reception and marketing of
Chinese American literature in the Chinese community? Could such an
emphasis on the cultural origin of the Chinese diaspora literature be
understood as a self-empowering tactics against the supremacy of the
dominant Western culture in the transnational literary market? However,
such tactics may have a price to pay. While asserting the continuity of Chinese
cultural tradition in a transnational setting and prolonging the myth of national
unity, the Chinese translations of the Chinese American fictions could contain
and diffuse the cultural hybridity and heterogeneity of the “homeless”
Chinese immigrants and descendents. Cultural distinctiveness and difference
found in Chinese American literature could be neutralized or even erased in
translation. The changing meaning of Chineseness in the transnational context
is then distorted and obliterated by such a celebration of cultural nationalism
in translation. As André Lefevere argues that when the Western translators
no longer translate Chinese Tang poetry as if it were Imagist verse, the
Western reader then will be able to understand Tang poetry on its own terms.
“This means,” he continues,

however, that we shall have to tell the readers of our translations what Tang
poetry is really like, by means of introductions, the detailed analysis of selected
texts, and such. We shall therefore, have to learn to skip the leap we often call
‘of the imagination’ but which could be much more aptly called ‘of imperialism.’

The question is whether Western cultures are ready for this. Nor should the
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blame be 1aid on Western cultures only: Chinese translating of Western texts in
the nineteenth century only stopped using analogy as the central and self-evident
category when the power structure of the Empire, and with it the exclusive use

of classical Chinese among literati, came crashing down (Lefevere 1999: 78).

The imposition of one’s cultural strength and mores in translation, in
other words, is not only applied to the Western rendition of the non-Western
texts. In the past, Chinese translation of Western texts had also imposed its
perceptive frame and cultural standard on other alien cultures. In this sense,
the reception of other cultures through translation would never be understood
in their own terms since political power and dominant ideology are always
involved. If Lefevere’s observation is correct, China has given up analogy
in translating Western texts because of its declining power by nineteenth
century. However, what I find in the Chinese translation of Chinese American
literary works in the late twentieth century is the re-emergence of the use of
analogy and containment strategy within the homogeneous sphere of ethnic
and national culture. It may have something to do the increasing Chinese
visibility in the process of globalization. More and more studies have been
done by Chinese scholars on Chinese diaspora and the overseas Chinese
cultural network. If nation is an “imagined community,” the Chinese
translation of Chinese American literature is a form of representation to
sustain the myth of Chinese cultural unity and to insist upon the steadiness
of a distinct Chinese identity across different continents. As a matter of fact,
the stability of the center always relies on the cultural subordination of the
periphery. Accommodating Chinese American literature to dominant Chinese
cultural norms and values could support the belief of everlasting Chineseness.
In the transnational context of the twentieth century, Chinese American
literature is not considered by the Chinese translators a heterogeneous product
that belongs to a fully formed and different culture and language community.
Instead, the Chinese translation of Chinese American literary texts is a means
by which the Chinese national community represents itself to itself, thereby
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constituting itself as a unified subject. The Chinese comparative literary
scholar, Joseph S. M. Lau (8|41 %), was one of the pioneers translating
Chinese American literature into Chinese. He has introduced and translated
two anthologies of Chinese American short stories in the early 1980s. The
Chinese American writers whose works had been selected in the two Chinese
books include Frank Chin, Monfoon Leong, Jeffery Paul Chan, Edith Eaton,
and Louis Chu. Lau made it loud and clear in his writings that his concern
for Chinese American literature is primarily motivated by its subject matter
which is, for him, a resonance of Chinese memory. He asserts:

What I care is naturally Chinese literature. Although Chinese American literature
is written in English, its content is — no matter it is positive or negative -- a
resonance of Chinese memory since its writers are Chinese descendents.
Therefore, I see it as part of my research field... What determines the ‘nationality’
of literature is not its language, but its content...So I consider Chinese American

literature a branch of Chinese literature (Lau 1981a: 46).

Such an affirmation of the Chineseness in Chinese American literature
is very common among the Chinese critics and it is particularly obvious in
the Chinese translations of Maxine Hong Kingston’s books. The major novels
of the two most renowned Chinese American novelists, Maxine Hong
Kingston and Amy Tan, have already appeared in Chinese language.’ But,
apparently, Kingston’s works have attracted far more scholarly attention.
Two conferences had been held in Taiwan on Chinese American literature,
in which a large number of studies focused on Maxine Hong Kingston’s
books.® In fact, the Chinese interest in Kingston is not restricted to Taiwan.
Kingston has mentioned in an interview about the reception of her novels in
Mainland China when she was taking her first trip there ever in 1984 with
seven other American writers including Allen Ginsberg, Gary Snyder and
Toni Morrison. She says: “I read an early draft of Tripmaster Monkey aloud
to [the Chinese writers, poets and scholars], and they had it translated, and
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they read it. A poet told me that I was the only Chinese that was writing in
the tradition of the Dream of Red Chamber because here is Wittman [the
protagonist of Kingston’s novel] as the effete, young man battling to keep
his manhood among the matriarchy, the twelve women of that book. He
said that I was writing in the tradition of the past. And, in part of the
conference, they were telling us that there was a ‘roots literature’ movement
in China - because in the Cultural Revolution they cut off the roots. So they
had cut off their ties to the West, and cut off the bindings of feudalism, the
imperial arts and all that. But then they weren’t left with anything...And I
spent this lifetime working on roots. So what they were saying was that I
was their continuity...But, God, I felt so terrific. Because they were telling
me I was part of a Chinese canon. And here I was writing in English!” (Chin
1998: 93-4).

Can the English literary works of an America born Chinese be
considered “part of a Chinese canon”? How seriously can we take at the
zealous comments of the Mainland Chinese writers on the text of -- in their
categorization -- an “overseas Chinese” novelist during her first “return
home” visit? If the “Chineseness” in Kingston’s books has been asserted
and recognized in Taiwan and Mainland China, ironically, numbers of
Chinese American critics disqualify her work, especially The Woman Warrior,
to have any authentic cultural representativeness for the Chinese community
in the United States. On the other hand, the welcoming gesture of Mainland
Chinese intellectuals to Kingston’s works could be more an officially
designed cultural policy than a spontaneously general Chinese reaction. A
visiting professor from the People’s Republic of China, once being introduced
by her American friends to Kingston’s The Woman Warrior, finds the book
offensive: “the stories in it seemed somewhat twisted, Chinese perhaps in
origin but not really Chinese any more, full of American imagination.
Furthermore, some of Kingston’s remarks offended my sense of national
pride as well as my idea of personal discretion” (Zhang 1999: 17). Joseph
Lau also expresses his dislike toward The Woman Warrior. He calls it a
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“real chop-sooy” and believes its value “overrated” (Lau 1981: 5,12). 1t
explains why Lau has never translated any Kingston’s work in Chinese,
though he cannot ignore Kingston’s reputation in the United States and has
written an introductory essay on her books to Chinese readers. But Lau also
points out that Kingston’s “China” is only her own imaginary one (Lau
1983a: 80).

Fundamentally taking her overt attachment to traditional Chinese
culture as the locus of interest, the translators of Kingston’s books seem not
to be bothered by the fictional elements in her construction of Chineseness.
The first Chinese translation of The Woman Warrior came out in Taiwan in
1977, just one year after the book was published in America.” Apparently,
Taiwan’s intellectual and publishing community was very sensitive to the
current trends in American literary scene. It managed to translate and serialize
The Woman Warrior on the supplement section of China Times Daily, and
then published it in a book form at an amazing speed. Yet, the Taiwanese
translator’s interest in the book is overwhelmingly on its cultural appeal and
racial link. In the preface entitled “ FiHLAFE ” (Homesickness of Two
Places),? the translator calls Kingston’s book the first work that truly conveys
the voice of “overseas Chinese.” Kingston’s allusion to traditional Chinese
legendary figures, folktales and ghost stories is highly stressed by the
translator over Kingston’s attempt to adopt and reappropriate these Chinese
cultural materials for the reality of living in the United States. The aim to
dissolve its foreignness is quite discernible and the desire for deciphering a
unified meaning of Chinese living abroad is also strong. The translator’s
preface tends to direct the readers to understand the book in the context of
which how a Chinese being born and living outside China could still continue
and redefine her quintessential Chineseness. It even quotes an unproved
source that “the book was said at first to be entitled ‘Home I’ which could
be translated as * #FBE e[ fE 2 * (Where is My Home Town?)” (Jing 1977:
6). Such an awareness of preserving or reconstructing Chineseness in a place
beyond the boundary of China was easily projected on Kingston’s book by
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Taiwan where the demand for separatism and independence has not yet
gathered its strength in the late seventies. Meanwhile, the feeling of searching
for a new home found in the translating text also paralleled to the growing
consciousness of localism evinced in the movement of nativist literature in
Taiwan during that time. It reveals that, at the beginning, Taiwan nativism is
not necessarily an independent entity from the changing meaning of
Chineseness.

The Chinese translation of The Woman Warrior endeavors to sinicize
the story by turning all the chapters’ titles into some familiar Chinese cultural
terms. For example, “White Tigers” becomes * FEACH ” (White Tiger
female general), “Shaman” is rendered into “3E %5 (a Taoist woman), and
“A Song for a Barbarian Reed Pipe” as “ 841 T-/\4H ” (Eighteen Stanzas
for a Barbarian Reed Pipe) - even the number of the song has been changed
in order to match the usual Chinese saying. Although it is true that Kingston
has made use of many traditional Chinese cultural and literary sources in
her writing, and it is also true that the Chinese rendition cannot be called
inaccurate or unfaithful, the translation apparently remolds the words and
makes them look more Chinese to serve the cultural taste of the Chinese
readers. Undoubtedly, reformulation is always acceptable in literary
translation, and the source language could never be equated with the target
language. But, in the case of translating The Woman Warrior to Chinese
language, the source language, i.e. English, is never really considered a
“source.” Rather, since Kingston has assimilated so many Chinese cultural
materials in her book, it is treated like an “original” Chinese cultural text
translated in Western language retranslated back to Chinese categories. For
the Chinese translator, there is always already a native language and culture
in the foreign tongue of Kingston’s text. Hence, The Woman Warrior is
never seen as a caricature or a distortion of Chinese culture by its translator.
The Chinese translation simply eliminates the joke about how Chinese
misspells the English language, such as, in an episode that the narrator
discovers the typos in her mother’s medical diploma and laughs at it: “The
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largest [scroll] says that in the twenty-third year of the National Republic,
the To Keung School of Midwifery, where she has had two years of instruction
and Hospital Practice, awards its Diploma to my mother, who has shown
through oral and written examination her Proficiency in Midwifery,
Paediatrics, Gynaecology, ‘Medecine,” ‘Surgary,’ Therapeutics, Opthalmology,
Bacteriology, Dermatology, Nursing, and Bandage” (Kingston 1977: 57).

In another paragraph, Kingston narrates her mother’s eXperience in
China and mistakenly confuses the things up: “[My mother] let a fortuneteller
read the whorls on her fingerprints; he predicted that she would leave China
and have six more children. ‘Six,” he said, ’is the number of everything. You
are such a lucky woman. Six is the universe’s number. The four compass
points plus the zenith and the nadir are six. There are six low phoenix notes
and six high, six worldly environments, six senses, six virtues, six obligations,
six classes of ideograph, six domestic animals, six arts, and six paths of
metempsychosis. More than two thousand years ago, six states combined to
overthrow Ch’in. And, of course, there are the hexagrams that are the /
Ching, and there is the Big Six, which is China’ ” (Kingston 1977: 74-5).
While the passage about the number six is rendered in a very traditional
Chinese style of phrasing (by skipping “six low phoenix notes and six high,”
“six worldly environments,” and “six classes of ideograph” which have no
Chinese corresponding terms), Kingston’s mistranslation of “Mainland”
(dalu) into “Big Six” (daliu) - the two terms in Cantonese are pronounced
exactly the same - has been corrected in the Chinese translation, without
offering any footnote to explain or making any criticism as Kingston’s Asian
American critics did to charge her of pandering to the white tastes.? What
worries the Asian American critics about Kingston’s misrepresentation of
Chinese culture does not worry her Chinese translator at all. It seems that as
far as Kingston plays around with anything characteristically Chinese, the
translator is satisfied and does not concern whether these Chinese things
have been distorted or misunderstood.

The sinicization in Taiwan’s translation of Kingston’s second book,
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China Men, even goes so far to change its original derogatory English title
into a Chinese poetic line « #L #§A[1] E-#& "% ” (Cuckoo! Please don’t cry
by my ears!), which is taken from an ancient Chinese poet’s classical writing.
Once again the Chinese translation of China Men published by a Taipei
popular press, Huangguan (Crown), came out very soon in 1980 -- the same
year in which the original was published in the United States. The translator,
iREF Zhang Si, does not provide any reason for the change of the title,
though he is well aware that Kingston has already made up a Chinese title
for her book, i.e. “ & ILI B £ ” (The Warriors of the Gold Mountain). The
first translation of Kingston’s book in Mainland China was also her China
Men, which was published in Chinese in 1985, a year after she visited China.
Neither did the Mainland translation adopt the original title, though the
change was not as far-fetched as the Taiwan translation. The Mainland version
published by Jilin People’s Press was entitled “4 L1 # A\ (Chinese of the
Gold Mountain). However, Kingston has her own reason to name the book
as China Men. She explicates: “In the early days of Chinese-American
history, men called themselves ‘Chinamen’ just as other newcomers called
themselves ‘Englishmen’ or ‘Frenchmen’: the term distinguished them from
the ‘Chinese’ who remained citizens of China, and also showed that they
were not recognized as Americans. Later, of course, it became an insult.
Young Chinese American today are reclaiming the word because of its
political and historical precision, and are demanding that it be said with
dignity and not for name-calling” (Kingston 1978: 37).!° Hence, “China
men’” is not only a humiliating term that the Chinese translators like to avoid.
It also suggests a political and historical label that emphasizes the different
and separate identity of the Chinese American from the Chinese in China.
The political implication of the original title obviously goes against with
the agenda of the Chinese translations that assert the putative unity of all
Chinese.
It is by no means a coincidence that both Taiwan and Mainland China
are interested in translating Ching Men. The purpose of translating Kingston’s

86

Reaffirming “Chineseness” in the Translations of Asian American Literature

book is stated conspicuously in the Mainland edition: “This work of Kingston
has dealt with the suffering of Chinese immigrants in America relatively
well. If it can be called a fiction, I would prefer to call it a history of Chinese
written in blood and tears. It is an epitome of Chinese laborers’ terrible
experiences in the United States. The main reason for the author to write
this book is to let hundreds and thousands of Americans to know the great
contributions made by the Chinese in America in the early nation-building
period. At the same time, it also helps the elder generation of Chinese to
remember their painful past and to remind the younger generation of Chinese
not to forget their motherland and their ancestors. In addition, the book
would also arouse a sense of justice in the heart of Chinese readers, thus
deepening their understanding of American society. After the liberation of
our country, many writers have produced artistic works with various contents,
But there is rarely any work depicting the life struggle of overseas Chinese
laborers. Now, Comrade Li Meihua has translated this book and done a very
constructive job” (Huang 1985: 4-5). What is revealing is that the Mainland
Chinese translator has assigned a mandatory work to Chinese American
literature, that is, to make it fill out the “lack” in Mainland Chinese literary
history. Indeed, the task of translating Chinese American literature is to give
what Mainland literature does not have, i.e. the portrayals of overseas Chinese
laborers. Through upholding the persistent identification with and cultural
loyalty to China in Chinese American literature, the translator believes that
Chinese cultural affinity and unity could be further sustained and the
nationalistic pride would also be heightened.

While firing up the cultural adhesion and nationalistic feeling, the
Mainland translation has significantly reduced the political tone in China
Men. The passages that criticize the Chinese Communists have been entirely
deleted." Some idiosyncratic chapters, like “The ghostmate,” “On mortality,”
“On mortality again,” “The Wild Man of the green swamp,” “The adventures
of Lo Bun Sun,” and “The Li Sao: an elegy,” are all gone. The Mainland
translator may find the Chinese and the Western myths used in these chapters
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too bizarre and inauthentic to the Mainland readers. On the other hand,
Kingston’s “negative” impression on Taiwan remains: “Next the ship went
to Taiwan, where he would be stationed. He watched the real China pass by,
the old planet his family had left light years ago. Taiwan was not China, a
decoy China, a facsimile. He would not find out if the air and flowers of
China smelled sweeter than California and the sky filled with golden birds,
whether promises would come true, time move slower and life last long”
(p.287). In the Mainland translation, the sentences in Chinese become:

BEfR - EENRD T EE o ERMEEFHT o MERKEIERNHE—
WA AR R A — 5 A D AR B T S SRR - R
il REARRE > REME - AR S PR ERASTRE R
WA BB EAER > REPREEA S BERN » FORATH
BERE - REEERERHAHBRE  FmAaifE - 2

(Then, the battleship came to Taiwan. It was the place where he would be

stationed. He passed by the real China, the planet his family had left light years

But in the Taiwan edition of China Men, for apparent reasons, the
criticism of the Chinese Communist preserves, whereas the paragraph on

Taiwan is modified:

TWREHE  MAERREERE - EEAENFEAER B2

FIHAERE - R R EN RN ES » ZPREAS
GRS REMBTLIES > HEIBEE  AMEEA - 5

not want to find out if the flowers and air here smelled sweeter than California...).
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If the Mainland translation has exaggerated the falseness of Taiwan
being the real China, the Taiwan edition even changes the wordings and
meanings of the original text in order to restore the positive representation
of Taiwan. The narrator’s brother, in the Taiwan translation, becomes longing
to station in Taiwan. The “real China” turns into the “real Chinese.” “Taiwan
was not China” is specified as “Taiwan was not Mainland China.” “A decoy
China” and “a facsimile” are simply conglomerated and remolded into a
phrase that does not make a lot of sense. The modifications are not very
coherent, and they designate Taiwan sometimes “here” and sometimes
“there,” without giving a definite position to the place. It is, in fact, a typical
example that if reality could not fit the conceptual perception, the translator
simply changes the reality until it fits.

Kingston’s translated text is constructed as a contested site for Taiwan
and Mainland China to fight for becoming the only legitimate symbol of
Chinese culture and Chineseness. At the same time, while the nationalistic
elements of China Men are accentuated in the Chinese translations, its
feminist critique of the Confucian patriarchy in traditional Chinese family
life and other perspectives are generally ignored. In the preface of Mainland
edition, only the racial antagonism between Chinese and white American is
valorized. Other characteristics of the book, such as the emasculation of
China men in America, the imaginary recast of Chinese myths and the
assertion of Chinese American subject position, are never brought forth to
the Chinese readers. For Kingston, China Men and The Woman Warrior are
conceived of as “one huge book™ (Rabinowitz 1998: 69). She wrote them
almost simultaneously in order to establish a certain unity for the experience
of Chinese American. She sees “these books as a growth from a young woman
to an adult woman, and to be a good grown woman means that one is able to
tell the story of men” (Bonetti 1998: 36). However, the Chinese translations
of China Men apparently suppress its feminine side by blowing up the
national patriarchal cultural norm. Hence, Kingston’s reference to Chinese
traditional cultural icons and myths is interpreted and altered into an
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adherence and loyalty to the dominating patriarchal symbolic order. But the
foregrounding of cultural contiguity does not necessarily make the translation
smoother. Kingston makes fun of the way how her father speaks English
and such kind of verbal expression by a Cantonese father in America would
hardly find any equivalent in Chinese: “On our own front porch, you snapped
on the light, and the moths came swarming. ‘It’s a Hit-lah,” you said, swatting
one with your newspaper. ‘Hit-lah,” we shouted, and attacked the moths,
killed them against the walls and railings, ‘Hit-lah!” and a hit on the first
syllable. They were plain no-color butterflies. We killed Hitler moths every
summer of The War. It was interesting to grow older and find out that only
we called them that, and outside the family, things have other names”
(Kingston 1981: 16). The Chinese translations could hardly make sense of
the term “Hit-lah,”™* failing to contain the unique expression of Chinese
American language in the homogeneous field of Chinese language. This
play on the hybrid combination of English and Chinese languages is definitely
a significant feature of Chinese American cultural and literary products,
and yet it designates a gap between the traditional Chinese culture and the
diaspora Chinese deviation. For those, like J oseph Lau, who categorize
Chinese American literature as a branch of Chinese literature, this kind of
Chinese American language is too exclusive to the “outsiders.” Lau also
criticizes Louis Chu for his use of Cantonese expressions in Eat a Bowl of
Tea without providing any explanatory notes in the story, such as “a retired
Gimshunhock,” “he’s got what you’d call Life of the Peach Blossom,” and
“you look at this generation of jook sing boys and jook sing girls” (Lau
1981a: 44-50). Such kind of language used in Chinese American community
would hardly be appreciated by a Chinese translator who underscores Chinese
cultural unity.

Even though Kingston in China Men makes obvious references to
classical Chinese sources, it is still not an easy task for the translators to
compose an image of cultural totality. The novel has quoted the famous
poet Tu Fu a couple times: “They administered what Tu Fu called ‘the beating
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by which he remembered his guilt’ ” and “ “The snow goose of ambition
stirs its wings,” Tu Fu had said on his way to the tests. ‘I ride the great snow
goose of my ambition’” (Kingston 1981: 26 & 27). The translations, however,
have difficulties to find the original source. The Taiwan edition simply omits
the first quote and translates the second quote as “ 15 JfE F¥) i [ (i S B 3 )y~
which neither looks like a Chinese classical poetic line nor correlates well
to the English text. In the Mainland version, the two quotations become:
“AEIRIE R and “ BRI BF > EAAEHI They appear more like
Chinese classical script, but they are not the original words used by Tu Fu.
There are also paragraphs in China Men describing the very Chinese customs,
like couplets and door posters. “He walked through the doorposts - fresh
red posters on left and right: TO BEGIN THE YEAR, TELL ABOUT THE
GREATNESS OF CHINA. MAY ALL THE EARTH’S PEOPLE DRINK
WINE. And above the door: COME AND GO IN PEACE, which is a

common blessing” (Kingston 1981: 28). Let’s look at how the Chinese
translations are like:

g FIREER % - ZEME > HEAMAEE > “TARKATE, 2
REYAER - MEER “KFKF” o BRYEBEMHIE o (Taiwan
edition);

—HERFT > MhF BRI PIHE ERBSE — B AR T FREwY
2 OHELRRESA” o THE “BEEAERTL”  BER “%RET
LT o BRAIEEEENTHE o (Mainland edition).

The Mainland version is more subjective, describing the scene from
the perspective of the character, and it is more detailed and even a bit
excessive. On the contrary, the Taiwan translation is more clear-cut and
simple. The narrative is basically objective in tone and is closer to that of
the original text. But both Chinese translations are not capable of “returning
to the source” from which Kingston’s writing is derived. They fail to arrive
at a pure and unified cultural origin to which the Chinese American literary
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writing is supposed to refer. Even a “common blessing” found at the door
posters of a village in Southern China could generate diversified
interpretations and translations, thus disavowing the myth of Chinese cultural
unity.

In the age of cultural globalization, the anxiety of losing one’s national
characteristics is always a major concern for the national community. Taming
the Chinese American literary writings in translation may become one of
the strategies to aver the continuous domination and far-reaching influence
of Chinese cultural norms, values and poetics among its people. The cultural
“homecoming” of the overseas Chinese is invented as a major filial line that
extends and perpetuates the imaginative life of cultural China. The Chinese
translations of Kingston’s novels apparently operate within a heavy
component of representation in the target culture. The decoding and recoding
of the source text is substantially determined by the constraints of Chinese
cultural hegemony. In translating Kingston, the emphasis on cultural affinity
between Chinese American and Chinese in Mainland or Taiwan could simply
reinforce the hegemony of traditional patriarchal order. Through the
translation of Chinese American literature, some established values of
Chinese community are more reconfirmed and further stabilized than being
challenged and subverted. However, the translations of Kingston’s texts also
call our attention to an inherent discourse of subversion and resistance to
the dominance of Chinese cultural transmission. Though appropriated as a
tool of asserting national cohesiveness, translation is paradoxically a means
through which difference is perceived and inscribed. The dialectic of control
and resistance occurs in the translation of Kingston’s stories. If dialectic is
understood as the grasping of the opposites in a wholeness, then the
Chineseness asserted in the translation of Chinese American literature can
only actualize itself by alienating itself, and restore its self-unity by
recognizing this differentiation as nothing other than its own manifestation.
The only possible way to weave or reweave the Chinese cultural tapestry in
the transnational era, I believe, is to recognize the multiple differences in its
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culture’s worldwide peregrination.

Notes

See Stephen Owen (Owen 1990: 28-32). For the debate aroused by Owen’s
argument, see Michelle Yeh, (Yeh 1991: 94-6); Rey Chow (Chow 1993: 1-4);
Andrew E Jones (Jones 1994: 173-8).

N

Jusdanis quotes Yiannis Psiharis that “[a] nation in order to become a nation needs
two things: to extend its boundaries and to create its own literature .... It has to

extend not only its physical but also its mental boundaries” (Jusdanis 1991: 46).

w

Such an argument becomes quite prevalent in the translation studies influenced
by postcolonial theory. See, for instance, Post-colonial Translation: Theory and
Practic (Bassnett and Trivedi 1999), and Maria Tymoczko, Translation in
Postcolonial Context: Early Irish Literature in English Translation (Tymoczko
1999).

* These two anthologies selected, introduced and translated by Lau are /& A
#9/DER S )[The Fictions of Chinatown] (Lau 1981) (1L ) [Distant
and Indistinct China] (Lau 1983).

The Chinese translations of Maxine Hong Kingston’s The Woman Warrior and
China Men, and Amy Tan’s Joy Luck Club have been published mainly in Taiwan.
However, China Men has two different translation versions and one of which is
published by Mainland China.

The proceedings of the two conferences have been published in two books. They
are {SCALJEPEELHER X B 3£ )[Cultural Identity and Chinese American
Literature] (]8fM Shan Dexing and fi[3C#{ He Wenjing 1994) and F-FLE
1R BATE RS £ B 02 Y[ The Politics of Representation and Chinese American
Literature] (Shan Dexing and He Wenjing 1996).

The Chinese translation of The Woman Warrior was done by 53 Jing Xiang and
published by #K [ Linbai at Taipei (Jing 1977). It appeared to be an unauthorized

translation since it even mistook Kingston’s Chinese last name as “#L” instead of
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wyg v
8 The term “liangdi FiH1” (two places) is used to refer more often to the relationship
between Taiwan and Mainland China than to China and America.

° The way Kingston has chosen to translate some Chinese terms in The Woman
Warrior, such as “ % ™ (kuei) as “ghost” and “ % ” (tianji) as “heavenly
chickens,” draws a lot of critiques from the critics of Asian American community.
They argue that Kingston’s problematic use of Chinese culture may encourage
non-Chinese read her fiction as true accounts of Chinese and Chinese American
history. For the summary of the controversy see Sau-ling Cynthia Wong,
“Autobiography as Guided Chinatown Tour? - Maxine Hong Kingston’s The
Woman Warrior and the Chinese American Autobiographical Controversy,” (Wong
1999: 29-53).

Requoted from Frederic Wakernan Jr., “Chinese Ghost Story,” (Wakeman 1998:
207).

The paragraphs on Chinese Communist deleted from the Mainland edition are:

5

“Grandmother and the aunts wrote letters on the deaths of every last uncle. If the
uncles could have figured out what the Communists wanted of them, they would
have complied, but Communism made no sense. It was something to do with new
songs, new dances, and the breaking up of families. Maybe it had to do with no
sex; the men were separated from the women. Children were put into motherless,
fatherless camps for training; they were taught to report on their parents instead of
guarding family secrets. The Communists were not simply after property; they
wanted the people to say certain things. They had to sing ugly Communist songs,
‘Stoop and scoop, stoop and scoop,’ they sang, and genuflected, swooping their
red scarves from air to ground. The aunts waved their kerchiefs vigorously; they
memorized fast and sang aloud, but still they had to kneel on ground glass, and
their thumbs were broken... After the uncles were killed, the aunts fled to Hong
Kong, Canada, and the United States. That the Communists were holding their
distant cousins as hostages did not deter them. ‘I wish the Japanese had won,” my
mother said.” (Kingston 1981: 268-9).
121 1985: 279, my emphasis.
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13 Zhang 1980: 299, my emphasis.

' The Mainland translation simply renders the term as “ 7 4¥%) ” (Hitler), while
the Taiwan edition is more aware of the sound effect by preserving its oral stress
“ZHE—E)  (Hit-ler). Reaffirming “Chineseness” in the Translations of Asian

American Literature.

Chinese Translations of Maxine Hong Kingston’s Works

Jing Xiang 5, trans. 1977 (& Bl £—7E BB PR 44 1 E1E).
Taipei: Linbai.

Li, Meihua 2% trans. 1985.¢4& 115 +:). Changchun: Jilin renmin
chubanshe.

Zhang, Shi 7R, trans. 1980. (F#LES{RIE B %), Taipei: Huangguan.
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On the Translation of Eileen Chang’s Fiction

Hoyan Hang Fung

Abstract

Eileen Chang (Zhang Ailing 58 %% ) stands out in the history of modern
Chinese literature as one of the few bilingual writers. Though quite a
large amount of Chang’s fictions and essays had been translated into
English by herself and other translators, there still awaits an overall
investigation on the translation of her works, and her reception in the
West through translation. As a step approaching the problem of Chang’s
reception through translation, this paper aims to analyse the translation
of her fiction, from Chinese to English and vice versa, by both herself
and other translators. It is also the hope of this paper to provide an
overview of the translation of Chang’s fiction and sort out relevant raw
materials for further studies. The translations of Chang’s works and the
reviews on her written in English are arranged in the form of two
appendixes. The second part of the paper sketches the becoming of Chang
as a bilingual writer. The third part focuses on Chang’s translation of
her own works. The fourth part analyses the translation of Chang’s fiction
by other translators and preliminarily addresses Chang’s reception in

North America. The fifth part concludes the paper:
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L. Introduction

Eileen Chang (Zhang Ailing 7% %) stands out in the history of modern
Chinese literature as one of the few bilingual writers.' Her ability to write in
English, together with the translation of her works by both herself and other
translators renders her a focus of attention not only in the Mainland, Taiwan
and Hong Kong, but also in North America.? Though quite a large amount
of Chang’s fictions and essays had been translated into English by herself
and other translators,? there still awaits an overall investigation on the
translation of her works, and her reception in the West through translation.

As a step approaching the problem of Chang’s reception through
translation, this paper aims to analyse the translation of her fiction, from
Chinese to English and vice versa, by both herself and other translators. The
genre fiction is chosen not only because it is the genre in which Chang best
exhibits her literary artistry, but also due to the fact that Chang is best known
to her readers by her short stories and novels. The reception of Chang in the
West is an intricate topic involving matters such as cultural inter-flow, and
both the East’s and the West’s expectations and even imagination of each
other. The texts under examination in such a study will inevitably cover
Chang’s works originally written in English, the translations of her works
from Chinese to English by both herself and other translators, and even her
works written in Chinese (which is the majority) and those translated from

English to Chinese. In order to be focused, this work will concentrate on the
part of translation, while her reception in the West will be treated as a separate
but related topic in another paper.

Tt is the hope of this paper to provide an overview of the translation of
Chang’s fiction and sort out relevant raw materials for further studies. The
translations of Chang’s works and the reviews on her written in English are
arranged in the form of two appendixes. The second part of the paper sketches
the becoming of Chang as a bilingual writer, the third part focuses on Chang’s
translation of her own works, the fourth part on the translation of her fiction
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by others. Comparison will be made between the original texts and the
translated versions, and the reception of Chang’s fiction in the West through

translations will also be preliminarily addressed. The fifth part concludes
the paper.

I1. Chang the Bilingual Writer

Eileen Chang is one of the few Modern Chinese writers who write in
both Chinese and English, and do translations for their own works. Chang
has shown a great sensitivity for language since she was a child. She says in
“Tiancai meng” (Dream of Genius X7 %), “Colors, words, and musical
tones evoke strong responses in me.” (AR BE - HF > FR » MBS
#BUR%) (Chang 1977: 278, Kingsbury 1996a: 26).* “Tiancai meng” was written
at the age of nineteen for the sake of an essay competition organised by
Xifeng (The West Wind Monthly P4 /&).° As indicated by the inotto printed
next to the journal title in every issue, “Translate the essence of Western
magazines, and introduce European and American life and society” (FE#kt
PO RGO 22 > M 4BBRE AN A4 6, Xifeng aimed to introduce Western
culture and scientific knowledge through the translation of essays from
magazines such as Reader’s Digest, New York Times, Scientific American,
Forum, etc.®

Chang’s interest in communicating the East and the West is shown as
early as in her high school years. In “Siyu,” (Whispered Words FA#E), she
reveals her plan of furthering her studies in the United Kingdom, and
introducing Chinese paintings to the United States. Chang also shows her
adoration for Lin Yutang (#k#5 %) , who did translations and published
novels in English. (Chang 1982b: 149)

Chang’s literary career began with her contribution to the English
magazine The Twentieth Century. From January to December 1943, she
published three cultural critiques and six film reviews in English.” However,
it was not until 1955 that she returned to her creative writings in English. In
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the period between, she concentrated on the publication of short stories anc?
essays in Chinese, and became one of the most famous writers in the Shanghai
International Settlement (Gunn 1980: 200-231). After the war, Chang left
Shanghai for Hong Kong in 1952, and immigrated to the United States three
years later (Chang 1994: 81). During her Hong Kong and US years, apart
from screen-play writing, translation was her main source of income.?
Eileen Chang was first introduced to the Western readers by C. T. Hsia.
In Hsia’s A History of Modern Chinese Fiction, published in 1961, four of
Chang’s short stories (“Jinsuo ji” [The Golden Cangue & $70], “Moli
xiangpian” [Jasmine Tea 5#1 % '], “Fengsuo” [Blockade %f84] and
“Qingcheng zhilian” [Love in a Fallen City {iE3k 2 %4]) and two of her novels
(Yangge {The Rice-sprout Song #L8K] and Chidi zhilian [Love in Redlan.d
i 2 5%]) are analysed in detail, with excepts translated into English (Hsia
1961: 389-604). From 1961 to 1983, Chang translated seven of her own
fictions, four from Chinese to English and three from English to Chinese.
The translations of Chang’s fiction by others are solely Chinese to English
translations (refer to Appendix I: Translation of Eileen Chang’s Works).
The selection of Chang’s fiction for translation and their analysis reveal the
trend of literary criticism in North America from early sixties onwards.

IIL. Chang’s Translation of Her Own Fiction

The works Chang first wrote in English and subsequently translated
into Chinese include The Rice-Sprout Song (translated as Yangge The Rice-
Sprout Song HHK), “The Stale Mates” (translated as “Wusi yishi: Luo
Wentiao sanmei tuanyuan “Incidents of the May Fourth Era: The Union of
Luo Wentao and His Three Beauties” FLIUEE @ I E =X HH) and
The Rouge of the North (translated as Yunnii Embittered Woman 5B1r).
The works she first wrote in Chinese and subsequently translated into English
include Chidi zhilian Love in Redland, 7712 #& (translated as Naked Earth),
“Deng,” Waiting 5 (iranslated as “Little Finger Up™), “Guihuazheng axiao
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beigiu” Steamed Osmanthus Flower: Ah Xiao’s Unhappy Autumn f£{£2 :
B /NK (translated as “Shame Amah!™) and “Jinsuoji” The Golden Cangue
& SHRC (translated as “The Golden Cangue™).

There are generally fewer discrepancies from the original in works
Chang translated from English into Chinese, than vice-versa. While Chang’s
translations from Chinese to English show a tendency towards simplification,
her translations from English to Chinese shows a tendency towards
elaboration. This can be explained by two reasons: Chang’s familiarity with
her mother tongue, and her consideration for the reception of her works by
the Western readers.

Of the works translated from an English original, The Rice-Sprout Song
remains the best translated. The style is so fluent that it seems as if the work
were originally written in Chinese. The Rouge of the North is also well
translated into Chinese as Yunnu. For “Stale Mates: A Short Story Set in the
Time When Love Came to China” (Chang 1956: 34-38), the Chinese
translation, “Wusi yishi: Luo Wentao sanmei tuanyuan” (Chang 1983: 201-
216), is much more delicate and fluent, as well as more detailed, than the
English original. After a close comparison between the English original and
the Chinese translation, Lin Yiliang (kA 5%) arrived at the conclusion that
the Chinese translation can be considered as a “recreation” of the English
original. It makes more use of imagery and other stylistic devices, and is
written in a more lively and natural style. Chang, in reply to Lin’s letter,

reveals that her simplicity of diction in the English original was to
accommodate American readers. She was afraid that too many explanations
of the Chinese cultural background in the story would hinder the reader’s
enjoyment (Lin Yiliang 1981b: 125-131).

Chang’s translation of her works from Chinese into English experienced
a period of uncertainty before the appearance of her English translation of
“Jinsuoji,” which manages to stand on its own merits as an original English
work of art. Her first attempt, the translation of Chidi zhilian into Naked
Earth, falls short by being too brief. Many subtle touches in the Chinese
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original, especially in the use of imagery, are missing. For example, in tlie
Chinese version, detailed descriptions are given to Liuquan (BlZys
psychological reaction when he was arrested by the g(.)ver.nrr.lent.. The
nightmare imagery and theatrical imagery in the original is missing in the
Chang’s English translation. The following paragraph may serve as an

example:

This was too much like a theatrical sound effect, Liuqun thought. However,
trapped inside this situation, one just could not escape from the horror, despite
knowing that it was merely a dramatized attack on the nerve. It was the same
with people having nightmares, they well understood what was going on, but
still felt terrified. N
KEBGHTEERT > BEOER - HRSFEERMA  BEEFT

= — e
BREBRCHMEIS > hEEBHFEINZE  FR—EALRY
A RO EMRAE > BAEE— S (SR{VERMES » (Chang
1978: 233)

“Little Finger Up” (Chang 1961: 65-83), the translations of “Deng,”
tells of the chats of several patients waiting for the masseur in a clinic. The
dialogue between the two main characters Mrs. Xi (B X K) and Mrs. Tong
(F K K), renamed as Mrs. Yu and Mrs. Ho in “Little Finger Up,” focuses‘
on their husbands; each of whom has taken a concubine. While Mrs. Xi
consoles herself with the belief that her husband will return to her one day,
Mrs. Tong totally loses hope in hers. After the deaths of her parents-in-law,
who caused her endless suffering, but whom she finally won over, Mrs.
Tong finds herself left with nothing but futility.

A comparison between the English translation and its original show§ a
change in the title and subsequently, a shift of focus. As indicated by its
Chinese title, “Deng,” the story carries a sense of resignation. The fact that
life is viewed as a process of aimless waiting creates an atmosphere of

subdued pathos. However, as indicated by the English title “’Little Finger

104

On the Translation of Eileen Chang’s Fiction

Up,”® which is a gesture commonly understood as referring to a concubine,
Chang’s translation focuses more on the fact that both Mrs. Xi’s and Mrs.
Tong’s husbands have concubines. It is worthwhile to note that this alteration
actually reflects Chang’s, or the anthology editor’s, intention to package the
story with a distinct Chinese flavor. Lucian Wau, the editor of New Chinese
Stories: Twelve Short Stories by Contemporary Chinese Writers, says in his
introduction:

The foreign reader will find much in their writing that will be familiar. This is
not surprising: ever since the “Literary Revolution” of 1919, Chinese
practitioners of fiction have looked to European and American writing for
themes and techniques. In certain of the stories, however, the reader will find a
distinctly Chinese flavor, not only in surface detail but in the author’s basic

attitude toward the people he writes about and what happens to them. (Wu
1961: vii)

It is the aim of Wu’s anthology to present to the readers a sample of works
by young Chinese writers who, when given a chance, “reject writing which
has as its primary virtue a particular social philosophy or political
propaganda.” Their works may experiment with Western techniques in their
pursuit of literary artistry, however, they are typically “Chinese” in their
relation to the Chinese literary tradition and the Chinese society (Wu 1961:
iv, vi). Chang’s story, telling of concubines, traditional Chinese-style
chiropractors (tuina yisheng #% k), 0 and the incarnation of the Earth
God (dizangwang pusa #15# T E5%) and the Dog of Heaven (tiangouxing
KHIE)," does convey a particular Chinese allure. Her translation largely
retains the details and the style of the ori ginal. The following passage from
the opening paragraph of the work serves as an example:

Mr Peng laughed, kneaded the patient’s back harder, and recited one of those

jingles of his trade, with allusions to mysterious gases, chi, and caves, hsueh,
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in the human body. From Mr Peng’s lips, the words gained weight, sliding off
smoothly, cool and heavy like the amber beads of a Buddhist rosary, ?vith a

lulling sense of security that belonged to a bygone age. And in addition he

explained what he was doing to his victim in terms of the spine and nerves, for

he prided himself on his knowledge of western science.

Another proof of his modernity was the printed diagram of the human
body with arrows pointing to various organs, veins and muscles, hung on the
wall in the inner office side by side with a framed certificate issued by the
Bureau of Hygiene authorizing him to practise as a herb doctor. Pasted on the
certificate was a two-inch photo of a handsomer Mr Peng, taken twenty years

1961: 66
%2(;6(;};1? g %T:$ﬁk‘ﬁ3& bR R ER AR ER ;ﬁulﬁl
WAL  AEKKETHENAR > &8 TR - ﬁ'ﬁﬁéf‘aiﬁﬁz‘%
METHE - ME - RHRILRER - e b SRS R T XA RE
HE > XE—REEREENRERR Ao SOAET > LHERE R
A =+ LR —R = H o (Chang 1985: 109)

Here, the Chinese original is aptly translated into English, with the jargons
“gas” and “caves” added for the reference of the Western readers. Th‘e
Buddhist beads metaphor describing the weight of Mr Peng’s jingles 1i
pertinently translated. “Hupo nianzhu” (BEFIEIK) and “gulao pingan tu'ofu
(752 F% 5E48) become “the amber beads of a Buddhist rosary, .w1th a
lulling sense of security that belonged to a bygone age.” The only thing l'eff
out in the translation is the smell of the house of an old woman (1aot.alt.al
wuzi li di qiwei A KB T EHIFIK), which constitutes a metaphor within
metaphor. .

Apart from that, in the English version, the story line is more focused,
minor characters such as Mrs Bao (F3 X K) is taken out 50 as to keep the
plot simple. Her lines, instead, are assigned to the masseur’s daughter, Ah
Mei (Ah Fang FJ5), who sits at the registration counter (Chang 1961: 76,
1985: 119). Towards the end of the story, the episode on the youth who
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comes in late but pays extra for priority is also abridged. In order to be
straightforward, short sentences that directly explain the thoughts and
intentions of the characters are added in the translation. For example, when
Mrs Yu gets bored by Mrs Ho’s story of incarnation, she changes the topic
and talks about the curing of losing hair. The phrase “partly to change the
subject,” appears only in the translated version (Chang 1961, 78). On the
contrary, some subtle touches in the original are missing in the translation,
such as the fact that, after her parents-in-law die, Mrs. Tong still gets up
early in the morning, the only difference being the soreness in her fingers,
which was absent when she was younger. (Chang 1985: 119).

In general, despite its emphasis of “Chinese flavor” and its slight shift
of focus, “Little Finger Up” is well translated, retaining the allure of its
original and demonstrating Chang’s individual style as a writer. The
simplifications made in the translation also helps to highlight the main story
line. In contrast, the English translation of “Guihuazheng aixiao beigiu,”
“Shame, Amah!” (Chang 1962a: 91-114), tends to be over-simplified.'? It
retains merely the basic plot outlines of the original, buts fail to communicate
the deeper meaning and the narrative sophistication which the work possess
in Chinese.

Similar to that of “Deng,” the English title of “Guihuazheng aixiao
beiqiu” also marks a shift of focus. “Shame, Amah!” is taken from what Mr
Schacht says to Ah Xiao, “Shame Amah! . . . Never have the numbers right.”
P > BERAEY | BEFEREFABELR o "(Chang 1962a: 95, Chang
1985: 129) As noted by Eva Hung, “unhappy autumn” (beigiu £#K) in the
Chinese title hints at the heroine who has past her prime. While the fragrance
of the osmanthus flower serves as synonymous with autumn, “steamed”
(zheng) refers both to the heat and the humidity of an oppressive Indian
summer (Hung 2000: 59). The pathos of over-ripeness is absent in the
translated title, which concentrates on the shame of Ah Nee (Ah Xiao FJ/)>) —
she always gets the phone numbers wrong when she takes messages for her
employer, and her son fails an examination. Instead of showing the petty
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joys and small sorrows of the ordinary life and revealing the compassion of
an ordinary maid, Chang’s translation makes a simpler story, concentrating
on Ah Nee’s lack of reflection.

A comparison of Chang’s translation to that of Simon Patton’s shows
that in the former, long descriptive paragraphs and pictorial images are often
left out. However, it is these subtle touches which best contribute to the
allure of the story by shattering temporality and conveying a blend of delicate
satire and detached sympathy. For example, in the Chinese version, the poster
of a naked girl in Mr Schacht’s room is described in detail:

On the wall there was an advertisement for a brand of Western spirits enclosed
in a narrow silver frame. Leaning in the darkness was a naked beauty of
astonishing proportions with red hair and fair skin. The caption read: “The best
in town’, rating her as highly as this particular brand of whiskey. She was
resting one arm on an invisible piece of fumiture for support and it looked very
uncomfortable, stiffly propping up her entire frame. She was a real Snow Queen,
her body like a Popsicle with sinews of ice congealed on its surface. She tilted
herself to highlight her large, turned-up breasts, her exagggeratedly slim waist
and her tapering thighs. Her feet were bare, but she was doing her best to
balance on the very tips of her toes as if standing in high-heels. She had the
face of a child, squat and squélre, and large brown eyes indicating neither pleasure
nor voluptuousness that gazed out blankly at her viewers beyond the frame.
She was like a small child being photographed in new clothes. There wasn’t
even a trace of pride in her look. She wore her trim suit of amour--her
magnificent breasts her thighs her bouffant hair--like a fashion model parading
a store’s garment for the customers to admire. (Patton 2000: 70)
45 FRAESETEEEENES  REEREMELHENST  RAR
TR EA - B “—RBEIFN - MERTHRTBREZER
W BEL—FEEBRRNEA L  BRRKEFMR - WS
— BB > IR FERHE K - AE ST > Bl R
HEKILE » SEIREMIE > BN - ARER > (235 B R
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BERREL - MMAN “BTE” - —Si ek IREEE N E S =5
A REWRE > FHRABFTHRANE > B2 N 084 QB0 E
B IR RS KRR T 2 R B > ] R SR A R B
B P4 B % - (Chang 1985: 134)

The indifference of the naked beauty who wears her breast and thighs as if
she is cat-walking the latest fashion well echoes the detached stance of Ah
Xiao and her friend, Xiuqin (% %), towards the sexual mores of their
masters. One finds not only an disengaged satire but also an tolerance for
foibles in the attitude of the two maids: “As they gossiped about these things,
they smiled with a special innocence as if they weren’t discussing the affairs
of other people at all. Their male employers were like the wind, rushing
about helter-skelter, blowing up dust, while the women resembled the ornate
carvings on expensive furniture, so particularly attractive to dust that they
were kept busy cleaning from morning to night.” (Patton 2000: 68)"
Six small paragraphs towards the end of work, which concludes the
story with subdued pathos, are also missing in Chang’s English translation.
Two of these paragraphs best illustrate the spatial dimension of the work

and the detached sympathy Chang conveys through the character Ah Xiao
in the Chinese original:

The rain had stopped quite some time ago, it seemed. Out on the street, a
peddler selling food cried his wares in a long drawn-out phrase of four syllables.
It wasn’t clear what he was selling; all one heard was the prolonged sadness. A
drunken party of men and women staggered down the street singing in a foreign
language, giggling and laughing as they went. Their song was a form of defiance
against the dead weight of the night, but it was flimsy, weak, and would sobn
vanish. It was the peddler’s cry which filled the entire street, all the cares of the
world loaded on the carrying pole he shouldered. (Patton 2000: 90-91)
MR CRET 8 - 7 A ANBIKEERY > WEF 4 > A8
ERMAE > ABERHERGRNES - —FHERN Y L8 E SR
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— Bk > RIEAIAERET  IINEMERET > fRRE R
i B WHK O — FTRRET o MBI AT —0RE > —
I B BB B ER Bk FEAE#E T L © (Chang 1985: 148-149)
Enjoying the evening breeze now seemed to belong to the distant past. Thz.lt
brown lacquer chair rested unsteadity and creaked as it rocked in the wind as if
your average Chinese still sat there on it. On the ground beneath it there were
the shells of water chestnuts and peanuts, together with the rinds and pith of
persimmons. The tabloid newspaper had been blown by the wind into the
guttering, where it remained, sucked firmly against the cement railing by the
air. Ah Xiao glanced down and thought to herself with unconcern that there
would always be people like that making a mess. Fortunately, however, it was
none of her business. (Patton 2000: 91)
REVHERENET « BIEERET - RECF - BOEEARERE
e AR R B A TE FEE o MU T — MM ATEAE R MR o
— /N > SRR TS > ZEKFITT R T LIRS AR o RN AT H
—E, WARARIE - RT BB AGERIFERRERERER -
(Chang 1985: 149)

In the first paragraph, the “prolonged sadness” in the peddler’s cry and the
“carrying pole” shouldering “all the cares of the world” evoke no.t only a
sense of tragic loneliness but also a kind of sympathetic unders@dmg. The
long description in the second paragraph creats an illusory extension of time
and reinforces the notion that human are feckless. Even the prude could do
nothing more than caring for the tiny little world around him-/herself.

The reason for Chang’s simplification might be the need to go with the
compilation course of Eight Stories by Chinese Women, in which"‘Sham.e
Amah!” is published. According to Nieh Hua-ling’s introduction, 'thlS
anthology aims “to give the reader a fair sampling of the short stories written
in the last few years by Chinese women writers, in Taiwan and abroad,”
“the reader may find reflections on manners, ways, customs and feelings
which are typically Chinese” (Nieh 1962b: x). The introductory nature the
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anthology may be what goes in the way to a detailed and felicitous translation.

In 1971, Chang published the English translation of “Jinsuoji,” “The
Golden Cangue,” in Twentieth-Century Chinese Stories, edited by C. T. Hsia.
This translation, fluently and beautifully written, retains well the motifs and
imagery of the Chinese original, and marks Chang’s ability as an English
writing author. What accounts for the discrepancy between Chang’s
translation of “Jinsuoji” and other stories may simply be practices, but Hsia’s
compilation principle of Twentieth-Century Chinese Stories also plays arole
in it. Hsia’s introduction to the authors well reveals his concern for literary
artistry. In his introduction to Eileen Chang, Hsia notes her “salutary
influence” on writers such as Shuijing (7K ##) and Bai Xianyong (F1555)
in their use of metaphorical language. He also acclaims “Jinsuoji” as a
novelette of “weight and terrifying power,” telling “an essential truth about
Chinese civilization.” (Hsia 1971b: 136-137) It can also be noted that from
Eight Stories by Chinese Women (1962) to Twentieth-Century Chinese Stories
(1971), literary appreciation comes to play a more important role in the
introduction of modern Chinese literature to the west.

“The Golden Cangue” received considerable attention from Western
critics. In fact, both the Chinese and English versions of this novella are
warmly welcomed by readers in the Mainland, Hong Kong, Taiwan and
overseas. David Der-wei Wang accounts the success of this story to its
“promising ingredients:” a woman protagonist, an orientalist allure, and a
family -saga structure (Wang 1998b: ix-x). The popularity of “The Golden
Cangue” among Western readers over its extended version published in 1967,
The Rouge of the North, can be explained by the fact that the former is
written in a way more concise and more accessible by Western readers.

Jeannine Bohlmeyer, in a study of Chang’s English works, provides a
detailed analysis of the use of moon and gold imagery in “The Golden
Cangue.” She comments that, presented in a way “accessible through the
ordinary patterns of Western literary criticism,” this story provides the
western reader with “a sense of familiarity as he meets the writing of another
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culture” (Bohlmeyer 1974: 111). Shirley J. Paolini and Chen-Shen Yen, in a
formal analysis of “The Golden Cangue” as an English creative work, note
the story’s modern sensibility and Chang’s mastery of colloquial English in
writing dialogue. Paolini and Yen also hold that “The Golden Cangue,” “with
its universal themes and symbols,” “bridges the gap between East and West”
(Paolini & Yen 1989: 545-555). The reception of Chang’s fiction in the
West will be discussed in fuller details in the next section.

IV. The Translation of Chang’s Fiction by Others

From 1972 to 1996, there are altogether nine translations of Chang’s
fiction by other translators, out of which five are found in Master’s theses
and PhD dissertations written in North America and organised in the form
of “Translation and Afterword/Literary Analysis.” The remaining four appear
in a the special issue on Eileen Chang in Renditions, a Chinese-English
translation magazine published by The Chinese University of Hong Kong.

Curtis Peter Adkins’s “The Short Stories of Chang Ai-ling: A Literary
Analysis,” submitted for the degree of Master of Arts in Oriental Languages
in the graduate division of the University of California, Berkeley, is the first
graduation thesis working on Eileen Chang in North America (Adkins 1972).
Adkins’s thesis consists of four chapters: the first one titled “Analytical
Overview” and the other three focused on the translation and discussion of
Chang’s three short stories, “Chenxiangxie diyi luxiang” (Aloewood Ashes:
The First Burning {17 JB——3% — M7, renamed as “Wei-Lung’s Story”),
“Fengsuo” (Blockade $18¥, renamed as “Feng-Suo”) and “Jinsuoji” (The
Golden Cangue 4 #17C, renamed as “Chin-Suo-Chi”). There are also three
appendixes: A. “Excepts from ‘My Writings,” ” B. “Biographical Sketch (of
Eileen Chang)” and C. “Zhang Ailing’s Publications” (Adkins 1972: 139-

154).
Adkins’s analysis focuses mainly on a close reading of Chang’s literary
technique, while his choice of story depends mainly on their social
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significance. In his introduction, Adkins explains his reason for choosing
the three stories:

“The Golden Cangue (Chin-suo-chi)” was chosen for its broad social
significance and portrayal of early Republican figures. “Blockade (Feng-suo)
was chosen for its exemplification of character types and technical features.
Wei-lung’s story was chosen for its extensive yet well developed and systematic
use of imagery and symbolism, and for its portrayal of the tension existing

between opposing ethical viewpoints in modern society. (Adkins 1972:10)

Itis significant that Western critics’ interest in modern Chinese literature
started mainly from their concern for China, and especially its social situation.
Benjamin Schwartz’s analysis Yan Fu (#%1§)’s translation in light of China’s
search for “wealth and power” (Schwartz 1964) and Paul G. Pickowicz’s
analysis Qu Qiubei (#%k ) in light of his introduction of Marxist literary
thought into China serve as examples (Pickowicz 1981). Tn a critical analysis
on Chang’s fiction written in English, titled “Eileen Chang’s Bridges to
China,” Jeannnine Bohlmeyer also emphasizes the connective value of her
work as a “bridge” for Western readers to understand China (Bohlmeyer
1974:111).

In her essays, Bohlmeyer raises one of the most important reasons for
Chang’s warm reception in the West. She says,

Because the story is accessible through the ordinary patterns of Western literary
criticism, the reader has a sense of familiarity as he meets the writing of another
culture. Miss Chang, with her knowledge of both traditional Chinese art and

the contemporary American scene, can provide a connecting link between the
two cultures. (Bohlmeyer 1974:111)

The fact that Chang’s fiction can be analysed through the “ordinary
patterns of western literary criticisms is note-worthy. As commented by Leo
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Lee,

In a sense all scholars of modern Chinese literature outside of China are faced
with the same problem: how to make this very ‘Chinese’ body of literature
comprehensible to non-Chinese readers ... against typical Western standards

of literary criticism, this literature can be found to be deficient in many respects.

(Lee 1980)

For many sinologists, the primary obstacles to international acceptance
of modern Chinese fiction are the interrelated problems of the writers’
excessive attempts to comment on and influence Chinese social reality and
their concomitant lack of concern for excellence of artistic form (Duke 1990:
201, Hsia 1971a: 533-555). As a result, Chang’s works provide both the
artistry expected by the Western readers and the window needed for a glimpse
at modern China.

Adkins’s approach to Chang’s short stories well-supports this
hypothesis. As mentioned above, Adkins’s analysis mainly focuses on the
New Critical “close reading.” Aspects of analysis include character types,
imagery, symbolism, dramatic scenes and etc. In his bibliography, besides
Chang’s Collected Short Stories, Gossip and The Rice-sprout Song, only
Hsia’s A History of Modern Chinese Fiction and Northrop Frye’s Anatomy
of Criticism: Four Essays are listed.

Adkins’s translation can be regarded as a pioneer effort in translating
Eileen Chang. However, his work is far from satisfactory. The major problem
lies in his abridgement and mistranslation of Chang’s work. All three of
Chang’s short stories are not translated in full. Adkins explains that the Jength
of the stories prevents him from doing so. However, he does not explain the

criteria for choosing a certain part of the story for summary. For example, in
the translation of “Jinsuoji” (Chin-Suo-Chi”), there is a summary running
on for two single-lined-spacing pages. The visit of Qigiao (-£75)’s nephew,
Cao Chunxi (% %) and Changan (2 %)’s going to school and quitting
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school are all abbreviated. (Adkins 1972: 108-1 10, Chang 1985: 178-191)
In “Chenxiangxie diyi luxiang” (Wei-Lung’s Story), an important dialogue
between Ge Weilong (%74 7€) and George (B ) is summarized as follow:

They discuss their relationship, and George tells Wei-lung that although he can
never marry her he can promise to make her happy. This is something less than

Wei-lung had hoped for but she seems to have no alternative. (Adkins 1972:
31) '

In' t%le Chinese original, Weilong’s response is described in detail. In
my op1.mon, this summarised part constitutes one of the most important
scenes in the story. It hints at the theme that human beings are fallible and
can.not control themselves, despite how confident they are in doing so
Weilong originally believes that if she behaves properly, her aunt will treat.
her with propriety.'* However, when Weilong finds out that shé has alread
fallen for George, she begins to feel fear of herself: ’

He (George) put his arms tightly around her and started to kiss her heavily. At
this time, the sun came out suddenly, shining on their faces like burning fire

George moved his lips away, took out a pair of sunglasses from his pocket and.
put them on. He smiled and said to her, “See, here comes the sun! Tonight
there will be moonlight.” Weilong grasped his collar, raised her head and
pleadingly gazed at his face. She was trying hard to find his eyes behind his
su.nglasses, but the only thing she found in the sunglasses was her own reflection

minimised and pale ... he felt that she was shivering, even her teeth were:
trembling. So he asked, “Weilong, what are you afraid of? What are you afraid
of?” Weilong replied intermittently, “1 ... am afraid of myself! I must be mad!”

MAEFE R T > EEMYIRAY > BRE - KBZRHRT -
KEARAEATIIMR L o FHRSB T WIS > SO s Al 1 B AR
FEET » Wi~ : “UE > KT | S KB L BHAEN -7 5

FEOME T RIS B » 05T BRI S AN - 1058 4y
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1EA B MR 55 T T HR M F R B - R AE LIRS A TR
T > EEBRK B EmEREEE > BT ER
B (ERARE: B - RN ? AR ? R EENE
W “REMKAED ! RAHMRMT ! "(Chang 1985 321)1

Apart from that, in Adkins’s translation, besides the comparison of the
Liang’s garden to “a gold lacquered tray improbably thrust out from the
mountain wilds” (2 B 70 B R AL 7 Zetg i i —E BRI at the
opening of the story (Adkins 1972: 22, Chang 1985: 279), most food
imageries in the original text are missing. For example, in Chang’s text,
there is a tactful use of food imagery after Weilong and George’s dialogue:
“The whole valley is like a big pot, the moon is a bluish fire, boiling the pot
slowly ...” CEEILE F&—EXH > A EERERER A - RN
BEE ) (Chang 1985: 321). Here, the slowly boiling of the pot hints
at the psychological torture suffered by Weilong. The sour pork ribs and
dumplings metaphors which appear only in the Chinese original serve as
other examples: “if the beautiful women with deep eyes and thin cheeks in
Hunan and Canton are sweet and sour pork ribs, Shanghai women are steamed
dumplings.” (WS E—H R H WlER 2 AR EEHEE > LIS AR
R M R) (Chang 1985: 281).

In 1978 and 1985, there are two graduation theses on Eileen Chang:
Carolyn Thompson Brown’s “Ejleen Chang’s ‘Red Rose and White Rose’ A
Translation and Afterword,” submitted to the Faculty of the College of Arts
and Sciences of the American University for the degree of Doctor of
Philosophy in Literature (1978), and Shu-ning Sciban’s “Eileen Chang’s

‘Love in the Fallen City’: Translation and Analysis,” submitted for the degree
of Master of Arts in the University of Alberta (1985). Brown’s “Red Rose
and White Rose” is elegantly translated in full. Her analysis, similar to that
of Adkins’s, follows the close reading approach and focuses mainly on
Zhang’s “craftsmanship” (Brown 1978: 82), such as characterisation, and
the use of ironic perspective, imagery and metaphors. For instance, she notes:
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Many metaphors repeat and form clusters through close mutual association
sucking, insects, mosquitoes, and to a lesser extent, blood, are linked together
by the opening image of a crushed on the wall after sucking blood, and allude

to one another each time they appear separately. (Brown 1978: 82)

Her translation well retains these subtle touches. The following two
passages on the first encounter of Zhenbao (#&{&) and Jiaorui (f& %) serve
as examples. After coming out from the bath, Jiaorui spatters some soap

suds onto Zhenbao’s hand. Zhenbao’s psychological reactions are felicitous]
translated: ’

Unwilling to wipe them off, he let them dry by themselves. He felt a puckering
ser.lsation on that patch of skin, as if a mouth were sucking lightly ... Her
.strlped bathrobe, which was untied, loosely hugged her body. From those light
ink-colored stripes, one could almost guess her silhouette. Each stripe, each
inch was vibrant. (Brown 1978: 12) ,
UAEEEE > BEACKT » WL —EEHRE > &
AREEERE TN - —HEARER > AYB%, BRAES L
PERRIRBART £ AT LAKIRETE ) S BB ROBRE > — 15— M » —~F—THRRIE
) o (Chang 1985: 64-65)

. When Zhenbao goes into the bathroom and turns on the tap, the vibrancy
of Jiaorui’s body is transferred symbolically to the tap water:

There seemed to be a warm wick inside the lukewarm water. A thread of water

hung from the tap, coiling its way down, each inch was vibrant. (Brown 1978:
23) |

TRIB R K BB — BT o BEEEEH T — Bk — 8 — % Tk
=T EREIER © (Chang 1985: 65)

Jiaorui’s ghost-like image haunts Zhenbao to the extent that, in her
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shiny green gown, she spontaneously dyes everything around her gr'eenci
Brown’s translation well conveys Zhenbao’s sexual pshcology as describe

in the Chinese version:

She was wearing a long gown which dragged on the floor, a gown made of the
shiniest moist green, which dyed everything it touched green. She moved a

i n.
small step, leaving, it seemed, a green trace 1n the space where she had bee

B 1978: 22) N o
;&;‘gﬂ’ﬂ—ﬁ:&ﬂﬂﬁﬁéw . ERBERGMIRG G  WETERRE T

B W RS B — 25 - Db HU BB B A5 7 0 22 SR MRS T o (Chang
1985: 71)

Sciban’s thesis consists of two chapters: an introduct‘ion. and the
translation of Chang’s “Love in the Fallen City.” The intro'ductl‘(‘)n is fl.lrther
divided into three parts: Chang’s life and work, an ar.lalys1s of “Love 1r¥ l:he
Fallen City” and a translator’s note. Contrary to Adkins and Brown, Sciban

takes up a biographical approach in her analysis of Chang’s work. Tl?e
discussion on “Love in a Fallen City” is presented under ’the clear’-’cut toinc
of “themes” and “writing techniques.” In the “translator’s notes, she a lslo
briefly describes the phonetic, lexical, structural and cultural problems she
in the process of translation. |
encm;[(l:ti‘:)r:nl’t tlrlanrs’lation, in my opinion, reads worse than th.at of Adkin il
A comparison of translations by Sciban, GLTnn and _Klns.bu’r’y I\1ve
demonstrates this point. Towards the end of “Love in the Fallen City,” Chang

writes (parentheses and numbers added for the sake of discussion):

) BHHEERET i - Q) BREEAA MR mEAE
BB ABER ? EAET ? (3) WRFREREREM — AR
T o (Chang 1985: 251)

Sciban’s translation: ‘ -
(1) The fall of Hong Kong had helped her achieve her aim. (2) However, in t
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absurd world, who know the reasons or the results? Who knew? (3) Maybe
just because the big city had wanted to help her accomplish her goal, it had
been destroyed. (Sciban 1985: 155)

Kingsbury’s translation:

(1) Hong Kong’s defeat had given her victory. (2) But in this unreasonable
world, who can say which was the cause, and which the result? Who knows?

(3) Maybe it was in order to vindicate her that an entire city fell. (Kingsbury
1996b: 92)

Gunn’s translation:
(1) The fall of Hong Kong fulfilled her. (2) But in this world past reason, who
knows what is cause and what is effect? Who knows? (3) Perhaps it was just to

fulfil her that a great metropolis was levelled. (Gunn 1980: 215)16

(1) “Chengquan” (J2) in the first sentence is better translated as
“fulfilled” (Gunn) than as “had given her victory” (Kingsbury) or “had helped
her to achieve her aim” (Sciban). However, for (2) “buke liyu de shijie” (A~
AT 5, it is better translated as “absurd world” (Sciban) and
“unreasonable world » (Kingsbury) than as “world past reason” (Gunn).
“Yin” (1) and “guo* ({£) is better translated as “cause and result”
(Kingsbury) than as “reason and result” (Sciban) and “reason and effect”
(Gunn). Moreover, Kingsbury’s sentence structure, “who can say which was
the cause, and which the result?” come closest to the Chinese original. (3)
For “WLFFRl [ /3 B2 » — A IkH 8 T, Sciban personalises the
city and translates the sentence in an active voice: “Maybe just because the
big city had wanted to help her accomplish her goal, it had been destroyed.”
This is certainly not the case in the Chinese original. For “chengquan” (Ji{
%), it is better to translate as “fulfil” (Gunn) than as “vindicate” (Kingsbury),
which means to show that charges made against someone or something are
untrue, or that someone or something is free from blame. But for the very
last part, “an entire city fell” (Kingsbury) is better than “a great metropolis
was levelled” (Gunn), since it echoes the title of the story: “Love in the
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Fallen City.”

Reviews on Chang in English reveal the trend of literary criticism in
the West. As mentioned above, the study of Chang in North America started
with translation (in excerpts or in full) and detailed analysis of individual
stories in the sixties and seventies (refer to Appendix II: Review on Eileen
Chang in English). New perspectives in the eighties include Edward Gunn’s
investigatiorﬁwcr)f Chang’s work against the broad background of International
Settlement (Shanghai and Peking) in the occupation period and his analysis
of her works from the concept of “antiromanticism” (Gunn 1980), and Kao
Hsin-sheng’s discussion of the narrative structure of The Rogue of the North
(Kao 1982). Towards late eighties, there were two dissertations and two
essays working on Chang as a woman writer. Topics of discussion include
the image of Chang’s female characters, Chang’s awareness of women’s
problem, fiction and autobiography of women writers and Chang’s influence
on Taiwan female writers. This trend continued in the nineties, as shown in
David Wang Der-wei’s analysis of Chang’s “fin-de-si¢le splendor” in relation
to works of other contemporary Taiwan women writers (David Wang Der-
wei 1992), and Lim Chin-Chown’s discussion of oppressed women in “The
Golden Cangue” (Lim 1996).

From the New Critical to the Structuralist to the Feminist perspective,
the reviews on Chang in English demonstrate the trend of literary criticism
in North America . To a certain extent, it also reveals the trend of criticism
in Taiwan and Hong Kong, while taking into consideration that many of the
English reviews are published in 7Tamkang Reiview and Renditions, and are
written by Taiwan or Hong Kong Scholars (Wang and Lim).

V. Conclusion
This paper analyses the translation of Eileen Chang’s fiction, from

Chinese to English and vice versa, by both herself and by other translators.
The second part sketches the becoming of Chang as a bilingual writer. The
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third part focuses on Chang’s translation of her own work. It is my view that
while Chang’s translations from Chinese to English shows a tendency towards
simplification, her translation from English to Chinese shows a tendency
towards elaboration. This can be explained by Chang’s familiarity with her
mother tongue, and her consideration for the reception of her works by the
Western readers. The fourth part focuses on the translation of Chang’s fiction
by other translators. Chang’s reception in North America is addressed in a
preliminary way. It is my view that Chang’s introduction to the West and
her popularity in North America owe much to the fact that her works

demonstrates an artistry accessible through the ordinary patterns of Western

literary criticism, such as her use of imagery and irony. Reviews on Chang
in English also in turn reveal the trend of literary criticism in North America.

Notes

! In this paper, “bilingual writers” refers to writers who publish literally works in
both Chinese and English. Lin Yutang (b354), a figure of adoration for Chang
(Chang 1982b: 149), serves as another example of bilingual writer in the history
of modern Chinese literature. His works published in English include My Country
and My People (Lin 1935), The Importance of Living (Lin 1937), Moment in
Peking (Lin 1939), Leaf in the Storm (Lin 1940), and etc. For a bibliography of
Lin Yutang’s works published in English, see Lin Taiyue (B K 2.)’s Lin Yutang
Zhuan (A Biography of Lin Yutang M54 4) (Lin Taiyue: 1993: 367-372).
Refer to Appendix II: Reviews on Eileen Chang in English.

Refer to Appendix I: Translations of Eileen Chang’s Works.

Translations are by myself if not otherwise stated.

)i(:feng, edited and published by Huang Jiade (%25 ) and Huang Jiayin (&%
=]

Xifeng, 35 (Jan 1941): 501-506, 507-509, 518-520. Ibid., 61 (Sept. 1941): 33-36.
Important writers contributing to Xifeng include Xu Xu (#%%F), and Lin Yutang.

[N}
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7 The three cultural critiques, “Chinese Life and Fashions” (The Twentieth Century

4.1: 54-61), “Still Alive” (The Twentieth Century 4.6: 432-438) and “Demons and
Fairies” (The Twentieth Century 5.6: 421-429), were later rewritten in Chinese as
“Gengyi ji” (The Change of Fashion AL, “Yangren kan jingxi ji gita”
(Westerners Watching Peking Operas and Other Issues P NE T X HAh), and
“Zhongguoren de zongjiao” (The Religion of the Chinese R AR RED).
The six film reviews she wrote for the “On the Screen” column are “Wife, Vamp,
Child” (The Twentieth Century 4.5: 392), “The Opium War” (The Twentieth Century
4.6: 464), “ ‘Song of Autumn’ and ‘Clouds over the Moon’ ” (The Twentieth Century
5.1: 75-76), “Mothers and Daughters-in-law” (The Twentieth Century 5.2-3: 202),
« «On with the Show’ and ‘The Call of Spring’ ” (The Twentieth Century 5. 4: 278)
and “Educating the Family” (The Twentieth Century 5.5: 358). Chang only rewrote
the first and the last of these film reviews in Chinese as “J ie yindeng” (Borrowing
the Silver Spot-light f&$8#%) and “Yingong jiuxueji” (Attending a Film School
HERERD).

8 During her tenure in the Hong Kong branch of the U.S.LLA. (United States
Information Agency), from 1952 to 1955, Chang translated a number of Western
novels and short stories, including Washington Irving’s “The Legend of Sleepy
Hollow” (Chang 1953) and Marjorie Kinnan Rawlings’ The Yearling (Chang 1962),
Ernest Hemingway’s The Old Man and the Sea (Chang 1972) and The Portable
Emerson, edited by Mark Van Doren (Chang 1995). She also translated the part
on Hemingway in William Van O’Connor’s Seven Modern American Novelists
(Chang 1967b).

For a detailed account of Chang’s life in Hong Kong and the United States, see
Sima Xin (Sima 1996). See also Lin Yiliang (Lin 1981a: 145) and Lucian Wu (Wu
1961: 64).

9 “Little Finger Up” is translated as fuzheng (1KIE) in New Chinese Stories: Twelve
Short Stories by Contemporary Chinese Writers. Both the English title and its
Chinese translation appear on the page in front of the translated text. Beneath the
titles prints an i}lustration of a young concubine accompanying her aged husband

(Wu 1961: 63).
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1% The first line of the Chinese original addresses Mr Peng as an traditional Chinese-
style chiropractors (tuina yisheng #£ € % ). In the English version, Chang simply
translates it as “masseur.” (Chang 1985: 109, 1961: 65).

In the story, Mrs Ho says to Mrs Yu, “A fortuneteller told me long ago: he said 'm

.the incarnation of Ti Tsang Wang pu-sa, the Earth God, and my husband is the
1ncar1'1ation of the star of Tien Kou, the Dog of Heaven, and the two are deadly
enemies... . if you still won’t let him off in this life, in your next incarnation you

two will still be husband and wife, and you’ll suffer more than ever” (Chang

1?61: 79). The Chinese original goes as follow:“{¢ R A HEGHEZ RS T >

AR EEERN > BRI ERM > ERFIEL T W ITRER

By oo SURKERMBRE - RAERMFEETIMAE > TEFRRELS

T IRRHRAA SIS RS HOBAR - —HE R 344K | ” (Chang 1985:

120-121) |
12 There is also a minor difference between the plot of “Guihuazheng axiao beigiu”

and that of “Shame, Amah!”. In the former, Ah Xiao has a husband and a son in
Shanghai, while in the latter, her husband works in Australia and she has a substitute
husband in Shanghai, who is a tailor. Moreover, her son is an adopted one.

** The Chinese original goes as follow: “Mf3iZ)iE LB » g HisRIA L
REMBR > FEAESANER « IR B R F R, » FIEALN B
FFEIREE » WRFAVRALAR LIIRAAE > BFISEEIREE » (i — K 5 w4
BT © "(Chang 1985: 132) This paragraph is left out in Chang’s translation.

' “Still she is my aunt and she will be bound by face. If T act properly and maintain
in ‘upright manner, she will certainly treat me with propriety” (Adkins 1972:26).

BMBERMGE - WWE FAET » RERTHEE - TEE  RHFR
PATARTE » ”(Chang 1985: 293)

' Another important scene abbreviated by Adkins is the ending scene, in which
Weilong finally comes to realize that she is no different from the prostitutes in
Wanchai, the only difference is that they are forced to lead such a life, but she is
voluntary (Chang 1985: 339, Adkins 1972: 45).

16
Edward Gunn translates only an excerpt from “Love in the Fallen City.”
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Appendix I: Translations of Eileen Chang’s Works

A. Translations of Eileen Chang’s Works by Herself :

a. Fiction

i. From English to Chinese ‘ . .

;ﬁ’ﬁ}"\ - (K. 1968, AL+ ETEHRAL o Translation of The Rice
? < A R .

: Scribner’s Sons, 1955.
Sprout Song. New York: Charles .
— (fﬁ’l?»jz) 1982, &4t : B H MU o Translation of The Rough of
he Nord Ltd., 1967.
the North. London: Cassell & Company > 1S ‘ o
L (ErEE).1983. (AR o Al RIEHAREE »‘Ea %
7 ——7X © Translation of “Stale Mates: A Short Story Setin the Time
When Love Came to China.” The Reporter 15: 4 (Sept.): 34-38.

ii i to English:

;.il:‘el:?h(;::j;e6l. “Li%tle Finger Up.” In New Chine.se Stories: .Twelve
Short Stories by Contemporary Chinese Writers.jidlted by Lli?g%
Taipei: Heritage Press, 65-83. Translation of %) > @E& 7_#
NEE) o B SRR SRS BE-FRLE T

——%961. “Shame Amah!” In Eight Stories by Chinese Women. Selected
& translated by Nieh Hua-ling. Taipei: HeritagedPress,_‘9l-ll4.
Translation of CHETEZE - FI/NERK) » CRENIER/NBIED -
Fi 0 B > — LT B HE ML ‘

—— 1964. Naked Earth. Hong Kong: The Union Press. Translation of 7f
W gk o Gt R > —JLtAAR .

—— 1971. “The Golden Cangue.” In Twentieth Century Chinese Stories.
Edited by C. T. Hsia. Columbia: Columbia Uni‘versity Pre‘ss, .1358-%91.
Translation of {280 » CREXRER/HE) - HE 25

JRk s —JUNTAE A REEEF
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Translation of Eileen Chang’s Works by Others

a. Fiction:

i. From Chinese to English

Adkins, Curtis Peter trans. 1972. “Wei-Lung’s Story.” In “The Short Stories

of Chang Ai-ling: A Literary Analysis.” Master’s thesis, University of

California, Berkeley. 22-45. Translation of {J.% /g I

&) o CGRERNGE) - Al BB > —JLATAE =1

ZEhE==0.

trans. 1972. “Feng-Suo.” In “The Short Stories of Chang Ai-ling: A
Literary Analysis.” Master’s thesis, University of California, Berkeley.
62-77. Translation of (HH) > (REH/IEL) - 44t : 257
WAL > —JUNTLAE > B/ KEM LA -

—trans. 1972. “Chin-Suo-Chi.” In “The Short Stories of Chang Ai-ling:
A Literary Analysis.” Master’s thesis, University of California, Berkeley.
87-125. Translation of (E#H70) > (REH/IHL) - 4 =
R — W\ B -AEFE-E

Brown, Carolyn Thompson trans. 1978. “Red Rose and White Rose.” In
“Eileen Chang’s ‘Red Rose and White Rose’: A Translation and
Afterword.” Ph. D. diss., The American University. Translation of {(4I.
BRBEBH) - CREX/NBL) - 46 LEENE  —7
ANLFE HALE—FN -

Sciban, Shu-ning trans. 1985. “Love in a Fallen City.” In “Eileen Chang’s
‘Love in the Fallen City’: Translation and Analysis.” Master’s thesis,
The University of Alberta. 73-156. Translation of ({E3f> &%) >
CGREINHED - GIb - BRAMM > —NHE > BoB=F
Zhe

Kingsbury, Karen trans. 1996. “Love in a Fallen City.” Renditions, 45
(Spring): 61-92. Translation of (K& > GEEH/PHL) -
gt s BEmRA . —NWARE BEoE=F - H—

Ng, Janet & Wickeri, Janice trans. 1996. “Shutdown.” Renditions, 45
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(Spring): 93-100. Republished in Eileen Chang, Traces of Love and
Other Stories. Edited by Eva Hung. Hong Kong: Research Centre for
Translation, The Chinese University of Hong Kong, 2000. 22-36.
Translation of (E8) > CGREXR/PHE) - &b - 2R RAL
—JJL\IE > HEAREEAS -

Ng, Janet & Wickeri, Janice trans. 1996. “Great Felicity.” Renditions, 45
(Spring): 101-111. Republished in Eileen Chang, Traces of Love and
Other Stories. Edited by Eva Hung. Hong Kong: Research Centre for
Translation, The Chinese University of Hong Kong, 2000. 37-58.
Translation of (VEEHE) > CGREXR/NSE) - &6 REHR
#o —ALE > HEERN -

Hung, Eva trans. 1996. “Traces of Love.” Renditions, 45 (Spring): 112-127.
Republished in Eileen Chang, Traces of Love and Other Stories. Edited
by Eva Hung. Hong Kong: Research Centre for Translation, The Chinese
University of Hong Kong, 2000. 92-125. Translation of (B -
CGRESL/NHE) - b - bt —hA\EF > E—=28=
A

Patton, Simon trans. 2000. “Steamed Osmanthus Flower: Ah Xiao’s Unhappy
Autumn.” In Eileen Chang, Traces of Love and Other Stories. Edited
by Eva Hung. Hong Kong: Research Centre for Translation, The Chinese
University of Hong Kong, 2000. 59-91. Translation of (#:{EZ& - BT

NERD > CRERERAIE) o & 2EHEE > — LA
LEH-_HE—DMH-

b. Essays:

i. From Chinese to English

Gunn, Edward trans. 1992. “International Shanghai, 1941: Coffee House
Chat about Sexual Intimacy and the Childlike Charm of the Japanese.”
In Modern Chinese Writers: Self-portrayals. Edited by Helmut Martin
and Jeffrey Kinkley. New York: M. E. Sharpe, Inc. 296-301. Translation
of (BER) > (#REE) - /W B MM —LEE > BR

126

On the Translation of Fileen Chang’s Fiction

=FEARNo

Kingsbury, Karen trans. 1996. “Dream of Genius.” Renditions 45 (Spring):
25-27. Translation of (KAE) - HA) o Bl - B bifiht
—httE BEobtmEoAz.

—trans. 1996. “What is Essential is That the Names Be Right?” Renditions
45 (Spring): 28-32. Translation of (MUTEZFE) » (H=) - H
8RR A ESREmE .

——trans. 2000. “Reflections.” In Eileen Chang, Traces of Love and Other
Stories. Edited by Eva Hung. Hong Kong: Research Centre for
Translation, The Chinese University of Hong Kong. 13-21. Translation
of CHIRRI——B Z M) - B © S5 st » —JLILPY4E o

Larson, Wendy trans. 1996. “Works of My Own.” In Modern Chinese
Literary Thoughts: Writings on Literature 1893-1945. Edited by Kirk
A. Denton. Stanford: Stanford University Press. 436-440. Translation
of CHEMICE) - (FE) - &b : S5t » — AN
HTAEZN -

Ng, Janet trans. 1996. “Intimate Words.” Renditions 45 (Spring): 32-46.
Translation of (FARE) - CE) - Hilk : BFHRH > — A
FoH-HEFE—FHF o

Pollard, David trans. 1996. “A Beating.” Renditions 45 (Spring): 58-59.
Translation of (3T A) » CF) o Fik : L5 HARH > — LA
FroHE-ZAE-=%

Stunt, Oliver trans. 1996. “From the Ashes.” Renditions 45 (Spring): 47-57.
Translation of CKRERER) > CIRF) - il - S HRH — A
ZE S B—F R o

Wickeri, Jance trans. 1996. “Reflections: Words and Pictures: excerpts.”
Renditions 45 (Spring): 13-23. Translation of (3 i8¢ 4 B
) o B BEMM > —JLILE > B S .

il. From English to Chinese

ﬁ%a%.wmxﬁﬁZﬁ)@%%%%>E%£%(~nAt¢5
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B) > HME/NZEDM-E o Translation of “Mother and Daughter-in-law.”
The Twentieth Century 5.2-3 (August-September): 202.

BRI ELEE. 1087, (B TAIBMENE) (& 3CR) =60l (*ﬁj
NEFE=H) > AL " FH = - Translation of “ ‘On With the Show
and “The Call of Spring.” ” The Twentieth Century 5.4 (October):. 27§.

B R, 1087 (B AEE) (& CR) =EHH (—IUAEF=
H) » BWAZEWI o Translation of “The Opium War,” The

jeth Century 4.6 (June): 464.

%%Vg{g;l :987.(@?%’1(%11‘%%%)? YAHEXEY ZHAH (—hA
+HE=H) » AAZEFEH— - Translation of “Song of Autumn and
Cloud Over the Moon” The Twentieth Century 5.1 (July): 75-76.

Appendix II: Reviews on Eileen Chang in English (arranged in

chronological order)

Hsia, C. T. 1961. A History of Modern Chinese Fiction 1917-1957. New
Haven: Yale University Press.
Adkins, Curtis Peter. 1972. “The Short Stories of Chang Ai-ling: A Literary
Analysis.” Master’s thesis, University of California, Berkeley.
Bohlmeyer, Jeannine. 1974. “Eileen Chang’s Bridges to China.” Tamkang
Review V.1 (April): 110-127. .
Brown, Carolyn Thompson. 1978. “Eileen Chang’s ‘Red Rose and Whlt@
Rose’: A Translation and Afterword.” Ph. D. diss. The American
University. .
Gunn, Edward. 1980. Unwelcome Muse: Chinese Literature in Shanghai
and Peking 1937-1945. New York: Columbia University Press. ‘
Kao, Hsin-sheng C. 1982. “The Shaping of Life: Structure as Narrative
Process in Eileen Chang’s The Rogue of the North.” In Women Writers
of 20th-Century China. Edited by Angela Jung Palandri. Oregon:
University of Oregon Press. 111-136.
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Sciban, Shu-ning. 1985. “Eileen Chang’s ‘Love in the Fallen City’:
Translation and Analysis.” Master’s thesis, The University of Alberta.

Stewart, Elizabeth Cheng. 1987. “Awareness of the Woman Question in the
Novels of George Eliot and Eileen Chang.” Ph. D. diss. University of
Iltinois, Urbana.

Chang, Sung-seng Yvonne. 1988. “Yuan Qionggiong and the Rage for Eileen
Chang among Taiwan’s Feminine Writers.” Modern Chinese Literature
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Notes on Translating Chapter 14 of James Joyce’s Ulysses

Abstract

In a sense, form in Joyce’s Ulysses seems to be more significant than its
content. The author playfully imitates the general structure of Homer,
and makes various stylistic experiments in each chapter, In Chapter 14,
the history of the English prose is compared to the growth of an embryo
in the womb. It is the belief of the author of this article that in the Chinese
translation, the stylistic evolution of the Chinese prose throughtout the
centuries should be presented so as to create similar effects of historical
changes that the source text tries to suggest. The notes given here are
examples of the author’s deliberations in translating the English text

into Chinese.
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to her case not omitting aspect of all very distracting spectacles in
various latitudes by our terrestrial orb offered together with images,
divine and human, the cognition of which by sejunct females is to
tumescence conducive or eases issue in the high sunbright wellbuilt
fair home of mothers when, ostensibly far gone and reproductive,
it is come by her thereto to lie in, her term up. oy R IEE LT
B ZRE2E > FiliAzs  WEES FEHAYEE
A6 B IR P i REFHBEAL > BT
M BCHIGE - MR AR S LB BERRIR B -
PUR G5 A B8 © Some man that wayfaring was stood by
housedoor at night’s oncoming. F£/%5 : TIRFEZ A %

SER PS8 o Of Israel’s folk was that man that on earth wandering
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far bad fared. 325 : LIS 2 TRA » BRI EES Stailf
ruth of man his errand that him lone led till that house. Eh R
RAEZZWA > BUEILIHER] - %XE@%&%&%@‘ 3> 2
£ L 2 U T T 40 0 A M 00 5 0 AR o N B I

T

WY HEARE > EEEREER - GBS fé?%Z%{izﬁ
Z o REBETRE > RWHRE Eﬁ%f%??fl’_ﬁiﬂ ’,ﬁ%$ﬂﬁﬁﬂﬁﬁ
LM o REERTED  HRWTEZE %ﬁﬁFﬁZ%ﬁ ; ag/;;g
B, EASWRS  WANG  EILERUR I 2R - R

A =X

A > BEEE BORIIE o iR AR > EYEUELL Bk
B - -
e FRIE S BELRME - UEFIZ FRY » BIRER
BT o RRAEZZES > BUEIUES - N o
KEABRES  HERE LT - BEEMERS ﬁi!i?i’%ﬁ?u
i o A TS > BRWMZEWR - ﬁﬁ:)@:lﬂ% : Z%AL
SN A 5 BT RS > BE IR S o FUUIREEE Y
ESETUAY - K aBEERES > AEBETER - ‘
sEEY 4 BMEAZLE ) BENTEES > BE5EU
FE% - ZRENCHIRS » B THRIILE - ‘lﬁ%)\z%af\%;?ii;
Sma ) TR > UKL o L8+ FRIEHT S -
o RHAF 2 2 » B AHBEA
WEUAL - FERAWZE2S  BY ¢ |
D EEA BB R ERRES - MERE
L — o HIIERTZBES %ﬁiﬂi{?&}b&ﬂ'ﬁﬂ%i %J— H /Z\i;_
WA RN o LA ﬁﬂiﬂﬁéib'é“u‘f;%%% o %
PILLS A > ML 2 ME o L HFRETE ML > Rl R
B MILE L HES » BAMMEARE - ., ‘
* L% B Y IR 5 PGB U - FEHTZMES thﬁ
[T o BN RSB RA RS > TAERARD - ﬁ{%‘iﬁ@;
s SABTZ R - ML EFRAES > BT B
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BARHGES  RRRZ EHE - T LB S8% BABZ
FTRER] « R EZ B4 > KBRS - 59 A e S s
AHHARR  BEMRRES  TBENEL FEEA UM L
G HIUBMTERITHT - LEHWN=F514 R RER R -
HRIEEZ WS 3002 R - ok K R4 BB H %
RZEH > MESHATR RES > Bk 2 HAdE - EHLBRZEE
o WFFRAEE - EMEE RS » (R ETEA -

PURPIBLE At 3Ea% o 45— BOR o A0 s 78] (A ) b5
RS & HAY - FER 48 Therefore, everyman, look to
that last end that is thy death and the dust that gripeth on every man
that is born of woman for as he came naked forth from his mother’s
womb so naked shall he wend him at the last for to go as he came.
w3 AT3 FI Se 2R Sc B

PESCIT

RMANE BB > NZ R HTOA » W0 B B BT E - FL¥w
ABUEZ N > BB B IR MR - A0 2 B th o e e, o

REECEED » R & - IS8 2 BT - L& H iR
MEZHR > MULARS  HRED - AFE EH 7 ST B
Ro-LEEZH > HHERRE  MBENEESERERL - 4¥
PRERCAEMS P2 - FWHE - B AGZ Y= 2N
I ML Z AN DR TR TR & 122
TIRIME I > B2 2 M 2

CUR = B o ity B80T o 0 2 TS0 - 48R -
SUBMERIFD) > BAE R IR L 100 BREY - &
FETGRERAELETL 14140 EIRREER - T H B
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45 > %8 And #EA) » AU A o BRMBXSUAES
PERERR A SO - ST

= AJTEER > SRR > B R A AR %%ﬁﬁ’\%/ ﬁ%@féf(
HHR RERLEE O NLER - BIES %Uﬁ&%%%z%ﬁ%
RS B A B Elﬂﬁ@%ﬁﬂ‘ﬁ'ﬁ%ﬁéﬂf’%)\l&ﬂ?{u ’ ;JE%
T o W R R BB S BWARE ﬁ%ﬁﬁ%ylﬂ:; i
BEEHEARRBEE > FEMTRE ﬁ\ﬁ%ﬁ&m)\wéz
B2 E SIS - RIS L - %EE‘%/:EE}EK&H
ERREL LT > BFEL ﬁ%ﬁm@iéi o BBRZA > BHHR
‘ MR BOER > FERER - »
Jaﬁiﬁﬁﬁ%ﬁﬂii~ﬁﬁ > EE%ZIEGH%?#E : ﬁ%ﬁliigﬁ
EWRED S o 5B IR %m?/%¢%¢2ﬁg;
DL ET R B, - TR A B R KA t&ﬁ%ﬁ%%ﬁﬁ?ﬁi :
ML e 355 B T 8 1 00 SR B ﬁﬁaﬁu’x%)\zamw@,\f ° 4
BRI o YRS RELHGE - EARE—£ fibij%
B - AR - BRZR . SNERE #E%fiﬁdﬁ B
=% o BAHIE 2 BT R - RS R A tH‘Z‘(Jr o ET§§¢
W2 WEUE SRR ESR R R i‘fu,ﬁ%ﬁ
Wi o FEH IR AL o HAIRAERERAT M > SUERARA L
PR AR
R BRRAR o /A T IR I R B 2 LA R A @Erﬂﬁ%ﬁ’mﬁz
B BEL—F  TIRE LR EA T f{ﬁ?ﬁiﬁﬁ%ﬂm o HUk
AT HEREERS - MERE - W ERREZBGW -

DA PO Bris g 15 tHACIER T - ,%Y%E%iﬁ%ﬁﬁiﬁém
S ((EETZIEY) o BUEBEAIT — MR - fiERY
MO > SCFAED) A\ AR o R
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Rl MIBZ E 4 LI SEEY SR E S BEBN > J)fan
- R L IR - TS . PSRRI 1 -
Ao RINT EEEE  AVRVPES 0 ThE R HARBIAE T >t
TIRKAYE o BRESETALE » T390 40h 5 40 75 s S 205 A
Ao —BZH S CANBARE - AREEHE BHougEs > »
RZE RN > REFBETIRELZE 52 54 » B
Ko BRBME RIS > T9&E - IR b L B RIS RE BT ACATR >

ANFFRETIRR - BEH RHING - B MR RS > T35k » BT
e MREMERLIBAREE Y% MEREMZ 4 > W
BEET 200 MiASHES > AR 5, it 22 2 i
LEEMT > BRGEY > HERAZE . B E

HEBRHZ —FAR > RAMEREE AL BIFIZ BB 5
BAEYGURR > REBEREMAL > BE . S350 - TR - HE
WE NGO BEREE L SERES AR AR > 8
WE-WZE S ASUTREARES (MRRIFSI4 Bl
HE > BRHERIE o) > AEESRE-FREHES - AHEFF
ISR - R > B2 DERHEC B R4 - H B
AR HI S RSP B L A7 T8 R L F A5 4 o %
FEASHUE » DMESE - TRAIREL > T S8 S RZUER > #%
HARRMAZ O EEBBERT > RGOS EN -
RUREA T o B LIS EaE g R 5 . GE=: -

zo B SEBANES  (BULRFT AT BIHS— B - AR BB
o BISERM > MR > BERMR e ) . W B
HZ o FAEZ A FERERETZRE - L EE KL
LR ERIR LA RE LN - REEFEERS A n
HIEREZ > SERE  HRERS RV S e A AT AT -
REZGBL - WERT - BREWE > ZUBRZ 4 A
PREE o BT ERIER > WA - MRS BRI
HHAWE - ISR BEENE » ST - FR AN J 28
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SHWH > BRGEEET  BCHTARRZ GWEZE Zﬂiﬁ!ﬁ"
2 - Bz > EAKEE - FEHHIIIEAE > WA é&’fi)‘i}\
o BRARBT - SBREFGERHAEEROL > — BRI Z
% — R ZUE PR ﬁ)&ﬂiiﬁkﬁk?tﬁﬁ%&iﬁﬂ;ﬁﬁ%%ﬁﬂ
BREHAT > SEFEE - REEEHE 2T > HFMw 2 %E
EH A WEAZWESR > UTHER - BECBS N/ M2 #
B BYZEAEEA  MAACEH - ﬁ(ﬁ%’%ﬂ&ﬂ“@fﬁﬂ%ﬁiﬁ
% TEEM - RBEHMBE > BHE > B2 HER—E jﬁ!t
BRTT > A IEANTHS o BIATLL - SRR FERE T i%%li%ﬂ%izﬁ
BABE > MaBARR > TEEBAZS - BHEHRK %tﬂﬂinb
DIk > o B BEEZ GBHRE > LB THMERE ﬁﬂtfﬁb
o o W RE RS o T A TS BRI B AT IR A > BRI
BRE  HARAREN > BB EREEER jﬁ%%‘ﬁ@AﬁIﬁﬁiﬂ o ﬂ;ﬁ
BRI AGORE R > BHEHE > AR CILRE ‘ﬁaﬁ&%
HE > EREENERNG > RAOLREMRS - R RHY A
B fEmRMEs s > WERHAZE > REARKZLE iiJ
AAEZ AR A - SRR S %%}E%%ZE" 17k
WA LTS - G AZEHR > FRPBZKARAR - ﬁﬁﬂﬂﬁﬁ
WY A > UEREZHE Btz BEEEZS  LHE
WIE > WEERABG LT R E?$%?i‘§§ﬂﬂi%
s o RE S NEHME LA RBEAE > ABIR ﬁké‘@
BEMIE > UmiemE o B BREGRZE JBS‘E)?“J\ > LA
BEXEE > WEEEN > ARRIMT > UEER  H4IENE
—&RE > REGZ > SEEES - HIED EM%%ZD °
KoadkE > WEEE > DR NAEREES - %@%‘?ﬁ?%; Eﬁi
Wik > hE > BEEEREEED - HmECE > SElE o BE
J SFEAH o

%Z;ﬁﬂﬁﬂﬁﬁﬁg}i » BEHIECE > OIS - BRI EA
@ BERTBLERRSEANE . heEET T‘?ﬁﬂ“*‘lﬂ mx
BEEMRZN > SHEMMEK - FHELEE . ORAE ?%Lﬁ%i
2 E > BRER - FHERL > FRZHTE  RRER - Bt
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CLBEX BB (65%) - (EHERREEHFL) (W) ; MRS > B LI ELES
BER . EREBARMEXE) (X%) ~ (R HHR —wlam ALBCRBUMRERS) S0 Bk B R

) (BERETHEXAER) (&6H)  (XHAREER) (&4) 5
FEH (XBEwW) (638) ~ (XERFER) (63F) - (KA -
ReGER) ~ (LBXBERXEHW) & -

On the Translation of “Red Rose and Bastard Horse”

Abstract

This article discusses some of the problems and strategies in translating
“Red Rose and Bastard Horse”, a chapter from the novel, C razy Horse
in a Frenzied City by Xin Yuan. The novel looks into certain issues
concerning Hong Kong during the transitional period of the handover.
It won the first prize in the novel section of Hong Kong Biennial Award
for Chinese Literature. The theme of “hybridity” and “change” are
highlighted in the novel through a combination of linguistic and stylistic
variations: sounds, registers, Syntactic Structures, narrative skills, etc.
This article analyzes the historical and social background of the novel,
its linguistic and artistic elements, and discusses the Strategies the

translator adopts in the process of translation.
— 5|5

HEXACBMZRFTET » FREES - AR5 & W R IR S B
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s FRERKETRMEMLATE » AN R BRAEENEE - &
THEMERANEE  BEELMEBMEN EFE » A
A AR P PR IR] SRS - 5K S B F SR RS E SRR S
AEREAMBERR/DH GERELS) b % GLEE R
MAERS) o EREITEERAAE 0 R S BRI MR R o (ALEUHR
HMTER) MY Hong Kong Collage: Contemporary Stories and
Writing > HRETES| SR BC "ERERERY - RIBETHIEE
ME > EEH A OB PRREEHEE" > LGS WL —E
“BFREE " (Collage) HITERFELE o SR EA TR “FEWF” &
R SCHEE T DUAT > 20510 T B B B S0 b ok o B A R T 19 e
Bt o T ICEH GEMELR) fE—#d > ARER AR P NER
KMBER  BRPFIEECHE SR - RelRE S RRE b AW
DTV IR T P O SR > [T /)N ot T R 3 Tl B e SR g

o NHER

RE/NS CEBBELE) BIEEORE /NG EENE
(1995-1996 £ &) F ¥ h X SCR A/ N A H 48 o /NGRS B
TRE) - —JUILEFHRBEN CRRBEHR) B - BREFES
XEBRR—IIANENALELR - VIS B L EADRRERM
M E L R AAIK (X&) o B L5 EEMMH—BERES
FAEIR R o SR B AT M A - IEE BRI R RE
B BERMHBERYTE K T/EBLEREHERSEEN
IR T/NHT » MESRBA—GPREFHEGRYBIEAE
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RAEMIEYE > BLIELE

PR A (/N FAEBURE - — B0 8) MR 4 T Al P B e
SRR < /NS EAERERE T BESE - FIRS)4E
BETHEAR S > B MR  FF X - tHERKEE - I
FEMLER S A A ) S0 B &2

EEfEE TP A T it / AR O R > o/ S B
SET R BRI oL P HE 0 3 BAt By W MHIFES B4
&= E@%ﬁ%%%*@“i%ﬁﬁﬁﬂ%L%?ﬁ’%ﬁﬁ%%%ﬁ > #78 Cult
movie AELHIRI” « GERELE) IR RZ MR Y Tk
—EUNGL - AEEETE > N B SRR B H A 18 577 4
09 BEERL » BB R T e BEEMHIESY
WA LIBER — R E L BB E N

X FALE (Pedro Almodovar) /& PFHEF & 28 > V5 & B4
PRS0 - B - [ - B A - e ES R BT
BEAWEEEL “WEHRRE (5 A . T ER L LIRS
TR > AT Bt IR BB B B ik o 8 CHRPUEEHF e
PRTEIRR RBE) SR CEHBELE) “55
HEEIAC S~ B Bl R R E” o CIRZNVIY)
BES SR 200 B 5 > MBIHRRY B34 o BEHE - (BLE12)H
HHALBEREFEET Rumiko Takahashi) {9 F& - 108 8 5
AR LELE R R —RELH B AL
BN TR D& 2 87 5 BLER FRF 5 I Lo B B
BY o BEE— o A RS AL A 2 B e gt

o TERE S BEACERN KOS B HOK A € 58 ] [
o CHEBALE) L Rtasy .
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HEET B+ A WRAITEN, - 840008
A 7R AR R B — R B Bk — 38 - TS R B = NS EE R B
T R RIS RN - TR T » HAEHR > WA
£ (H20

TEETEBTRATE ] » 1/ MU B2 Ho 5/ P
HERETLRE - 671260~ ARSI - CIEMBLS) LA e A 22

- ; b AR ‘
ﬁmm%,%%*%ukﬁmﬁ%ﬁ% ffiﬁﬁ% s (ERBIEHR - LIS AMER RS, - 5T B
T A ORISR B R > AEHE BRATE AT AR » Tl HETB OO0 R 50 4
ANHEEURAER b/ 1" HESE S~ RIRE  SULBRSSHHT - AT > BAEE R AR
A FESORN SEIEE > SRR B M R o 8w

iifé%gggﬁéﬁw S (E 195) R BL 5 W LRI - S - GBS 1) B
: MARHERONG > HHHER “RARE - R 2% - f1
o T HET 2 A1 » 256 80 5 S R - RS A BB AMKIREL | R —TE R 4
FORMTLLE ERL 2 M EREE GERALE) 2% 1 .
f-- - FERREY » RAER AT PR3 - B CEMELED b > 8 M % L EREE N - m .
fBALBE RS - FHEEILE  BAMR AT > A& XHE - HEF LT &%%—~%ﬁ WP R R E
@EE—F o (H99-100) BAEDHRRMAARE (520 - BAES (H25) - £8 (8

‘ 59) ~ BH (H83) -~ WE (H114) - EE (Eiss) .
ik (H184) ~ K (H193) - B (B 196) ~ B (H 200)
BIA (H215) &% . AT NEEEEIESE (F88) -y

AT > CIESRELIE) MOTEE LR H B4 2R B S IE RO K8
fb > BRER “HbE” STHE - Al / AR

Bt ? B ¢ IEE R R — FO(H9T X (H99) %3 (H4) - WHF L ( (H15) -
égjzgjﬁmﬁ ﬁzg%ﬂﬁﬁkﬁﬁﬁﬁﬁﬁﬂﬁ%? A H R BARFIX (EH88) - HE 5 ES R HTHY RSO FTBE 0 B AR Se
W (E 247) (H4) - 3BEFE > FEXER (formal register) + FF 1F 503545,

(informal register) 4% o
RULBIFAIR > (BB BIERE GBS 12) AT IR SO AR N A MR STE - SR A TRLTAR /N
BB HE RS AN« AR SRS RO TR 2 1 BRI A

HRH A SRR AR AT R3S AR AT BT 28 A MR SR o it

154 155

------IIIlllIllllllllllllllllllllJIIlllllllIlIII---------II--I-----'!g




BREET B T

S > ZE IR ROERELS Y VEE B Z 2| B 50T (M. Bakhtin) R
B LB LS (carnival) WEUR - IEFEH A3
ZE B ER R - RIES - BB OEEAREE - 1
& A (carnivalization) SR fRE CIEMRELE) > ANEEE R/t
s MRBURTE MM B S B - SRR R - ZEMER
HRSERE - BIRETTERAREE" o 2 CEWALS) r28ME
BAMRRERXEERERZOH > vTiEL o #E “8” M
“BE” I EEARREREERAD o

PO~ R I e SR

GERBLE) — AR5 WRE TBMEZEA - Hong Kong Collage
BT HA (AEAEFRNGER M GIRREMER) mELE
AEPER GIBEIEHEMAER) (“Red Rose and Bastard Horse™)
— BRI BB o v EUR K CEEELS) MEER &7
CRE” > HAR R AL/ B 5 AT (RLBOR
SRR ) — A AR TR A 0] T ORI R SR A T —
1 :

(1) A& gk - AR TE o
BEHR  ABHER -
fFTEAARHE > BrlHE AR ERRKA °
HWTHIEE ?
H-THEEE > (H95)
He sipped his coffee. Nice aroma.
He looked at the street scene. A familiar street scene.

He opened the wardrobe. Any old rags he could put on?
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A cap, perhaps?
Or a bowler? (p-189)

BXBERBTALERBEE . & BIRR MR B AR IT AT Hom
BIZK o BT A FAR/NERTE > BB At B B —AEhE
BB BRI B R/NBlg s — e
REH) “HER > SRACE —EEE EER—EX —MEH)
fE > BRRNEE B PR > W HB BB BT N o HEH
ARSI BRI E = E T E e <ig” (sipped) ~ “F&”
(looked) * “1TBH” (opened) fHE o IH.4h » TR BRSO E S
BV~ A A EH B PR LA B P SR A 2 5 0 o e
B TR ERSETB Ak - 2 ca HIBIEZ S > I F)
RIESCE =#% “%1‘@”'B"JLT)‘CE@%@&%%/D*%Z@E’%ﬁﬁﬁ@ﬁﬂ
o U=MFHBNEREECES -

BRUELASE 5 L B R L S SRS 2R
A S A TE I Y (A I AN ERE o B —a
RERBEA PG - BRE%  FaESm> AL IS »
RSB = BARERMIRGE RSB > £
ERNER BRI 2 o 332 “sipped” —FHIE T IR RHY
BiAE 5 “nice aroma” A T “BE” 305 5 77 “street scene” HIFIIR
EERTRE B2 WEEN > ke 998 ROR -

LR CERBLE) B ENE  reEx CEBE HE
JHE B EY R EE R RN E B - BETEFHEIMES i
B (onomatopoeia) KIIEF - 15 HEHAELE) 2EH A8y
A > CAIBUBBUERES) — L T -
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) REEE B LB - AL RE—RBMITET o (K95

(3) MBI TR &S -
WKy WA AN . (H97)
He made another call.
Ring. No one answered. (p.191)

Bl (2) B “PRER” MEEEBASHFF BB A S B AR U E AR
B (3) RIS BT EERER AR TENSRE - SRR
DI AHIEE T “clicked” F1 “Ring” 2HEXH “FEE” S m
“clicked open” [FIFFEHIE T “BISH” MIENME > “Ring” ER T “#
B MRE - WHIMALZERE “FRERT o FOIHBEHCR
BUES » FRO0IRM RS 5 LIEE -

(GALBRBMER) —% > “87 M “W° WI:ERFHEHN
FEA=MNIAZHEMEEET MRS - BEAKR T HEHPTER
B BMREIEMEZMWEEBA A EERNEEN RF
TZTHRES - EEZFNEEBA  WNE GLBELRHHELE) 2
ETA “H N (Westerner) * BUR T B SUL T HRIEE o 78 (AL
BB ) — 3 AR E RN S FH AT EI - LW
M2 FHIBERERAHM » SHERE > ARMEBFEN - S1HH
SN — B  BRBCERELS) BANG - TAERNEF—H

Ef > BEEAEDRALZE T/ AR LML E R RIS M0
% ARRIBMAISIE > ARRENE LT XRETE -
ALBCREMER) FE—MKh > 2BEU “/PE” (H95)
(Young Horse, p.188) & F B » 5 /N LFFRicHEHE - LFFR
TEEEHS o MBIRTRTERTER - 2R B TE LA HME - BII58 LA

TRAERYIESL - BLI8LE

TR > FEVEHEE B /N B B < e (H95) (Young Horse
P-189) ° TEALHIRMI—TR BT » fb B2 “I8fE” ( E95)(Foolis1;
Horse, p.189) —IC » (#IPIT A |- —thch ) E 4 » ‘LRz

TERA WSS - IR A PT84 T 4 BT 3500 1 ey
s, TR (H 95) (Occidental Horse, p.189) LSk “rh
%" (H 95)(Oriental Horse, D-189) o i [EI A8 2 » AT Frmn 4 Ak
ISR - $EHM R T RSB R 2 ks BABE R E -

AR “BiF (§ 96) (the Young Horse, p.190) —Jt , {H—
BUSHEET ; TR » BBt AR AT B30 » AL A5
HBPESL R 5 488 | i “BLE” (" 96)(a crazy horse,
pA91)  DHREHE & o BIEM B A BB Yot & EBF R
RERFDEDCARIR » ABHEE LA M 0 B 5 WS BB (Ho8)
(Drunken Horse, p.192) ; {Hfth Bl B 42 2 CEAREE > BIEE
B ROB X EBIRAE > 4088 E B iy “EEES” (H 98) (Alert
Horse, p.192) « &/ “BI%” (H 98) (Horse, p-193) IEAREERH » 4T
BABHE - — BB AR E AN FIE » “EB” (H99)
(Old Horse, p.193) BABMEHIRE & > 0 BF 20k JE S s
NE” (H 99) (Young Horse, p.193) TEZZEME > ERIEH
%ﬁ?@’ﬂﬂﬁxﬁ@W%Eﬁﬁﬁm’VM?EE%&@%
M “BR” (H 99)(Rotten Horse, p.193) - ERELSIEBEN “BRE>
(5 99) (Restive Horse, p.193) RARf: & B BB KB S

KB AW 1 B 5 184 8 e » EEMBMEE NE” (F 99)

(Young Horse, p.194) > LSRRI B T 3 {E RN 5 AR 4T BB
BUERR » /NE” R ST 25" (H99) (Dejected Horse,
P-194) > IRELLPEANB BB AMEE > qO s HXR¥ > %H
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ZIS:/;L%E’JE@ ‘BLEE” (HE 99)(Crazy Horse, p.194) R E &5 > &
RS B B | % SR SCR” (1100) (Chinese
Horse, p.195) > FZE3E BRI I 0 B 88K - —IIEIL:% BEARGEAETR
R EMRE - R AER Y (H 100) (Photographic
Horse, p.195) > ﬂﬂi%ﬁﬁﬁﬂﬁﬁuﬁ’ﬂ@{m%%% s ArntFHAE
B o MRS B O EAGE BN “BEIRET (H 101) (Quintessential
Chinese Horse, p.196) » RIS A ZHsAIAERER 7 > 7=l
e AFEPE AR R R AR P ATRIRM “MRES" (K 101) (Bastard
Horse, p.196) « ZBHAE R T “FERE " (H 101) (Vanquished Horse,
p.196) » F2BIEE AN SR K - BRI
ST e

L) EAG] BB TRSAR R LS AR
s FREUE NS - TIEFATSEN S > SRIEX
B U7 MR - JUEUET P REEES CRENE . AR
B C“EHERS WOBREEMRA GEEAE) . REFEN
HEES A HERS o B/hSH B mEEERIRAE » IR
AT B BEE2E - BENREE  BEREOEL &
WRE - TEB R L - EREBEREEE > ACARAEREL -
s Z B RET /MR B MR BEE -

HBEZIF B FHEEM o Hong Kong Collage ez 4:0) ]
B EE —/NERE SOy - ASCEIA R RN E A B R
“BE”(Ma) > SE30H TR “ma” 2 HFERE AL “mother” (B
) NED “Horse” B > 18 “B” MFEERZFL - VHEER
FAZE T/ ELBOSLE > —MHEES R FRIN T B
o gy ses] , FEA AT B “Horse” Bl BN SCAH -
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RAERESR - BLIWBELES

HEENAETHEAR HEENE - AREXP2ENE %
T BT M AR > B SC R B B T B
HISRAR > Mg 2 — R REF & MG A S MR > BIInJESC “/NE”
BUEET o UN “%” A > XL “Young” ~ “Old” WA
HIRGACHENE 5 “BRE” B “HERE” B W - B MR - B
SCH A “Drunken” 52 “Alert” E’J*ﬁlﬁ%ﬂ&%ﬁi@ o BRI
BV BB - SRS BB P BT > 3R Mk
BARIEE ; /R “F30E " (Chinese Horse) MBIEF] Bl E”
(Quintessential Chinese Horse) - “BIE” f4F “HhEBE (i
EAS BB » WIMEE 4 94 “Chinese Horse” Y E T » — kAR
S TFEY ML TR R o BRILLIAN o 3B —SEm R A A
M B R AR “TREErPoR B W o BB S “FE” SR <7
5" > BE3CHY “Oriental Horse” ﬁﬁi “Occidental Horse” > M1
TR <O” BIE WA “BE” 8 BB 2ICHIER “Rotten
Horse” &% i, “Restive Horse” > 3%% WA EEAWMBELL “R” BEW
TIERA o LI EMBIMFEEERG S  BREEEG 0 2
MAEFRBRREESR 8" 0EE - RIS  BHBUTRSE
SO EXREE EMH A > REFR T BB WES - W
“Occidental” ~ “Oriental” - “Restive” * “Dejected”
“Vanquished” J&§ IE 754, 5 M “Old” ~ “Young”
HIARB A E GBS - iSRS ﬁﬁ/ﬁ%*ﬂ@kﬂ@%%ﬁb\%ﬁd\%ﬁ
TR AT MEE
ZIKB'C%TU%l%gﬁﬂﬁﬁﬂ’ﬁﬁ”%ﬁ%tﬁiﬂéu% 15 S 7]
@ EROR” Al 8 - ‘Bl mEs

“Quintessential” ~
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BEEH B T

@ M XEHERORT - (H97)
He began to unwind to vagrant thoughts. (p.192)

(5) RSB ER  HUEEE > BEOE > XEERF A
EREERE (H 98)

...he was in Red Rose's boudoir, his mind a riot, his senses rebellious,

and he was trying to pull himself together. (p.193)

MEER LB 5% (cultural specific word) » SCAL B ENR
B BEEEESCT R A BRRANEN - WEBRRKNEY > #
HRERMIELET %ﬁfé BB B - Bl @)~ 5)
“EELE BRTEME > XE DEER > ERLEREFEH
RREMFERERBL— %%)\L\ﬁ'fi’l’:‘fﬁ - BUAE o BIEEA
WA 2 B AL BB RS T ELBIE » HRERL LHAE - 0
REE” B R HERSEALE - HEEERNE - EREL
B) fEEEAR VIR EIGRAUERHFHM “Xin Yuan”
(p.188) » RAMEE L FH “BROR” F LR “FRBHFEL
BRI BRIR o iR > BB ER R BRR] R Bt P ASR gL
BMERNRSMERFEESE  BEASEMAIRES LT E
EWE “BREOEK” - @) #H “unwind to vagrant thoughts™ >
Fl (5) B3E “HEELE” M CBRORT MARREETES > £
)22 Ak “his mind a riot, his senses rebellious™ > H «riot” B
“rebellious” ¥ /N, “SERL” HOERE -
BT LR B AT R A - AL ST
A EHE— T VR R o BA KT HERER “Red
Rose” (p.189) > JRA&HI “PEWRIE” 1314 “BIE” -~ SA MR "7
P W % o “Red Rose” FLE B2 1Y SR ITE BN
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IRMERIEN - BLIMELE

] > LEBCE FR M A2 4 ﬁfﬁ@ﬁﬂ@f&ﬁ%?ﬁ@ﬂﬁl%ﬁéﬁﬁj
5 o ERALHRKFITFERME T > SChBETifBA “HmR” (5
) o RETIARAL AL (H99) > XKH “WRTF (H100) -~ “4b
BIfE” (F100) ZH% o Horh “WEWR” B s8> [F)8 ramhe , =
HULUBGE IR N AL “The Aussie” (p.194) B “gweilo”
@m@’E¢@mmw~ﬁﬁﬁﬁﬁﬁ@m’mﬁ?mua%%
By “RIBEEE" o A4 “HRT” B O SN BB
BAE IR “foreign devil (s)” (p.196) B “foreigner (s)” (p.196) >
AR R AR A B IE AR - U B - 301 - BN R
(s a > AT SRR I RE A By (A% BT 2 B A B L AR > 225
WATHEER T /AN 887 1“3 fyEE o
LR —~BERTULEMEAZI > 87
R EBEHIEMAYH L o GERBLE)Y & B /N> SR
HHEFAWEY “FEAPERER WETRMETL” - 3
HEFADER B /A - R DSUIRES s
CEMT MEEAY  HERHBABE g A+ o 0 B (AT
HORSMER) — 8 - BANHSAE DRSS S e R
ERYEE

(6) W > TAT » SEEMAH HEEI ? ISR 2 ity B ?
TOREER ? BB 2 fik- - PEZ LI (H297)

LU AR IRT B BB RIS CTRER - B
B WA )‘LJ‘L:E@%’%@%E%%‘%%EUﬁﬂllﬁ%ﬂ%éﬁ
ERHELEZEEG (WRESRG) RE > /NS5 8 g
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BEED HH/0 T

WE R FEA W R WEPRABEZER > AR
7 B K S B R B R - /BRI LB RN R I A
TE—iE o A8 ABUATR MR MR DR BV 87 M M

“?*ﬁ‘f%'ﬂ(” OB B B#RET E‘J;’é"‘%’ “BR” MR CHE
“BROBD BT mE

o AR @f‘%'ﬂ( %@@ﬁ E%@E%ﬁﬁTﬂi F R RE R AR -
ﬁﬁ?&%ﬁ%ﬁ)ﬁfh\ HMEZFHASTHEE -  BREREE BRI
g7 . “EEET S 2/ BT — 2R TR
B o “IEE” BRAMBEZERMAET > BEAEEANNE &
WA T2 R CIESS” REREES A I o ILA SR (LA BN
e ) A e ) SR 2 > AR - BRI AR — E%ﬁﬁiiﬂi
#y > Wﬁﬂzliflﬁ%ﬁm?ﬁﬁﬁﬁ%iﬁ VHEEA CAREERET RIREYE
BT CEEE B BT ST Efﬁ/J‘Eﬁ%%EX%ﬁ%”‘
HEH j?.larﬁﬁ > B B B R MY S S LE LR A o

SHA SO E R - B AR A BUR AR — R B At B R
o B B AW/ N ERE DA IR  FETE
s NI SRR SGEE 2 0 - BERBAS Uﬁiﬁﬁﬁziﬁ =2
HARBEI RRABIERS - AR o 7 TOHRER” —H
k4 “Rip-the-Fan” (p.191) » ARERBRIIELL FE “Rita
Fan” > 3EIGWHLL “Rip-the-Fan” 7% [Ri-ta-Fan] &% “Rita
Fan” 9365 - XUAETHE () E=AE H B AR - AEHER
EEEEE s > BEAASWES > ARRET “MT (ip)
MES - M4 - “Rip-the-Fan” MR AEEM L “Rip Van
Winkle” —4 > B35 B SCE# RK#ALIH - WO (Washington Irving)%
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RIS - BLINBLE

% Rip Van Winkle P EHIZTF o » B “BER" —4) » 23040
Baw “ERT HiLAEF “BERE > BEALNERER
“Patriot Liu” (p.191) » £ % i B SCBEMR 5 | H A RS B 5 SC R AR AR
FrEE & (implicit) - 2 B MIELME . BERRT amE”
ke - L "R BRAZERNWEEST “Chris Patten”
(p191) > HRHET “REET BIBERERMT o WFF 5 SBE LA A
“Chris Fatten” #7% “AEZ” > B “Patten” B “Fatten” HIzE & » 1}
B UAE” (fattened) HIRZR » SRR “MES” — & MO RSERE IR -
AER LB hHAM/ AN ST > 2ERRA
TSR IER TR B o (I 97 P A4
KRN B RE A M SRR IS T B R R
FEARET o R SCR R RBEAV/NE R R > [REE LU s i
R Sty o AR EH “/NEF” RN AT R R T R
BHEAFAET » BEEEER S XA SN B0 > 25k
“the little fat guy from the Mainland who was taking refuge in her place”
(p-192) > TEHIA] R SCHER » 47 Y “her” RIEARZIK - HANE 100
) “BLE" =Y EIZIS/XE <<%L% 1/2) E’JIﬁ% %EPHE,_IEE. (AL

%i%h%%@%ﬁf?\ﬁ Hj( ‘Ranma Saotome™ (p.195) > FFAVEMR
fEH “Ranma Saotome” TEAHE ML B2 “BLE” (Crazy Horse) °
ERTERR » BEHER R 0 > RN/ NE
EEAE > GINELS - BAUKES  FEBDEWEEMNEARE -
CHESRELRS) B “87 A 3" 0 L RERR T A/ NH A
NRBERBT CFMEBMAERET BB B 8L fEE -
PR EEMNHAELEES - AR BEERWmGII
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BEZET B+ B
BUEAARAERS) ol iERS - BRI T

(OKE! ﬁﬂiﬂjﬁ%ﬂﬂlm (H 99)

9) Hﬁﬁﬁ{éﬁ%:ﬁvﬂ?ﬂ& ZI S EIE @ﬁﬁﬁ_%?ﬁﬂ&%%éﬁkﬁ
f - (H 101)

The couple before him were breathing more and more heavily, gazing

(10) AHBH AT Z T NAREAN » HEHEE I EEERENEHHR
BRI ? HEBERERRHELE  RERER > ZEANME
PR BB RERE LB - AR BT LR B
ANEHEE? (H99)
‘Here, it is said, 98 per cent of the population is Chinese. Why should
the official organizations for the School Arts Festival insist on using
English? Why should I have to talk to you in English? What’s so
great about you that the media have to propagate the gweilo
perspective on history to prove that you have more right to live in

Hong Kong than us Hongkongers?” (p.194)

PLEDafEy “ERt a0 REE A EBAEMULFE - Fl (7)
N (8) WL Frd “WBIE X L L “AABB” MIEAEE » “I” - “X7
MF XA BREABERECR - BEEG) (7) FE (8) FA LT3N
25 > 43 Al R4 DA R 4 B w2 A “rambled on”
“cursing” ~ “swearing” ° #ECHERRAEIE T S MBS EYE > H
A EMGI LB “EEMEA” 2REXH “EEEX ;4

“grouse about” 5
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MRS - BLHELE

(8) SR A WAL HEATIFX” (continuous tense) HIBIF > H<ing”
AYEL B ARG B IR I B B R A B SR  TEEERER
o Bl (9) F “URAR” AN AR EARIPHE > 32H 1S “breathing
more and more heavily” ' “more and more” BJ/F) R EH “fRIBERK
B” o “IR” FHEE > 201 HRI4 “more and more” KA

o B EERNBE IR CEE L BROER R - R

LS > 1 (10) BABER] RIEXRE I F R AR A E BT -
HREAMAESNEREERS S MAORRBATESOS
B mTALE R - W EEERFAR > EENERBEAK
TR o J2RLL “What's so great” ~ “gweilo” * “Hongkonger” Z#

AT O R 5 2B R IEBREE » BHRSEE IR BRI
=
WAL > SR A BEE - SEERRRTHIT s P aig T gy

TR AN RE R R MR 2L -

(11) ALH MR B - 0 EAPFIEIE yeah, I know, Iknow #9 «  (H
gy m e
Her eyes were all aglow, her lips murmuring, “Yeah, I know, [ know.”
(p-194)

(12) EREE - B OHERE : “You, you, you......” (& 100)

(p.195)
PA_E w51 B 2 3B 2 RS B4 (code-switching) RIER & » guk

B B AT o o jE M B AR R DA F B P U SR B R ey
BN/ ERE - WY > BEESEGRRE P RATEN - 2
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HEET S0 Al

SBEPRBURAE RS AR SR » IEERBERBESEES -
HIRNEFE > # (11) B9 “yeah, I know, I know” BR= 5| SEMIE
B 5 =F ARG 5 B (12) B9 « “You, you, you.....” ” H B JEAIEEEE » &
F— NHERCE - ] (11) /& B A E #5155 (free direct quotation) > i
(12) B E #5158 (direct quotation) » SR M A ERE A5 A sE 28
EAREDY o FRRR I AERRE D BT RE IO R R TE - 3 Hon 558
RIREGS > 2 HASE— ATBMY A R -

BTSSR - FEH - BB S SNHEEUI (AL
BEMRER) — XA ERER TGS NBERRRE ‘£
7B CVRAE” MEE > fl

(13) fEAARHE L AOBLIS » LM% > PUBRR & > = RIEH B
AR (L 96)
He went berserk with anxiety like a crazy horse in a hot frying pan,
his guts on fire, his hooves in the air, his days anxious and long like
centuries... (p.191)

(14) EEEEREE i 2 A8 - Bl - B2 - OF)E - BRI B 2

He opened his mouth and out rushed the words, ‘You, you, you...!""

(p.195)

MRS > B8

Bl (13) S A B R e 4 Ll H” O mr.
TET O Y MR Y B . CHR” B AT
AR TR 0 B B . RITE “AR” BEREEE
"L “five guts” ~ “five organs” > WRREEE LA B DR A “wue
zang” B “wu-nei” » 75 RIRESCHE R T - [ 81 AR~ T =)
BEBIRE N RETERESC PR o HR S — 1B B M F B R B2 oh
EH %%”ﬁﬁ%ﬁ%@&l%l?ﬁﬁﬂiﬂ@ﬁtb@ﬁ » DA =R g
“his” FHRESCH R BE LR - 1] (14) —EHEB AR T
B SRR T A LR I R A R P MR 1
T ERE  UREO R T E S IlER  B=maEs
B > AR - HEE - ST =FEH - R = EE R
RETH - B (15) B “BER> A% W SCF K (word play) »
R LATRE B FIRE “take it as it comes” #EL > JROCH AR B gz
DNRIEE =W » BE WIS B B “take” 52 “come” WK > %
REFEXHFH X FRBEUREET - 4 (16) 7+ FlF “HET#
B CEVERREEY IS . CEROHMAE” 14k
ah GE > PRI S HABE 1 - 7 - N7 BREIR
i HIRBME - 2 “grievous losses” H IUIHEE > “defeat
upon defeat” A 75HF 6 “insult upon injury” L {ESE > BE §59
DYE I B B B AR SR FICH R EHRE “You, you, you...” Y
B2 > Bk OamE” PRERE F HR A IR 2 4] o

1~ Mgk

SEULERO TLUBR - BT ESBMRCRLS N E
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BEET B/ Tl

BEA AT OB R ORE o A — ARSI BE P > R
B AR S S - TR - BRTFE - ERER - BeBR
BEAifE - BEXCHRM B EESSR RIS RNIERE > 07
BENEFHEFE SR RE SCGEE T+ > ERE RSO BEES - &
gapeE - BHEREERZIE RIKT -

CERBLEY MALERERTHAR - (CAIBBREMRER) B30l
I EE B i — 4 IR  Hong Kong Collage MR ETES|E
S4B YRR - WRATYE (Virginia Woolf) FIRUEE » 48 th 3EB A B W
SRR TG B S B H  KO - —BBOIRSE - — RS R
TR SGHEERE - EER AR SHENEE RIS TR HiRR &S
/B

HEANBARES PR BEN SR > RO ZRER - BRME
WEZ R - AANE - AAR > RERABHEARHC ; w7
B ——B o SR > WEEAVH KRB > LIRS NIRRT
HR > BEARE 8% M—UECHRRAREGER - 2

GIHBMAMER) —SHNRESERENEERFRETEIR
ERETY > FRRRS T AU "7 M FSUEBRR -
VIS BB KO RE SR R SE > IRSEAHISUIL BRI B > SR
EHEHEEWHLREAESRE - ESTH -

AL R

R CEBELEY (B BXER - 1996 4F) o

RIS, - BLIMELE

? Cheung, Martha. Ed. Hong Kong Collage: Contemporary Stories and Writing,
(Hong Kong: Oxford University Press, 1998) T 3L f#i#% Hong Kong Collage >
HEEFABTHAUEREREROLES 2EHEHS - S
(Prologue) ~ JES (History) ~ B (Landmarks) * AR (People) ~ B :
N-EE AL LU (Epilogue: 1997 and Beyond) o H o (AL #g BRARFE S )
(Red Rose and Bastard Horse) it A 45 P & o

2 Cheung, Martha. Ed. Hong Kong Collage: Contemporary Stories and
Writing, p.ix °

w

-

£ Cheung, Martha. Ed. Hong Kong Collage: Contemporary Stories and

Writing, p.247 » (DIREGEEIES, 25457038 (Yeung Siu Lin) o SRTTH7 ]

AEEBMEE DR AT RN RALET 5 ACCEBEEET » SO RS - &

B A FE2RI0H  (—EREZRSCBALE) > (BHI) > 1997

FUA12E ; REM : GGIRSIBE—BR T WStH o ¢

]y > 19971220 H > SRR 5 8% 0 (HETRRELRE 2

KR - 1997412 A 25 B > SULAR 5 5008 © (GERELE) HEs

fHE?) > EH) > 1997412 29 H » LM ; BEE : GRGE

Tr o (B > 199841 A 13 H « HAAB GERELE) asyg

HEEZ2%EE -

EDET o

CEBES) 2HHAND =% A — MarkBFHBEG; — 8

RBY = MSRAE ; . ALEEE B REHR ;A RES

b BRASRNGEE A\ BREBIA L. ERARE + 1

L5 SACBE G +— ABRBURRESS 5 = Sofk - Bog - BEe

T= PEEHRE 0. AEARENSE  +H ERE;

REFEHE s Hb MM A BRATE ? ; T B

B T BREER - BUARIRER ; —+— B - BPRE

S LhMEE = REE AR -

P 2 (RBER WM E) BT (B BEEERBL 0 2000
F) RARRE - BAK - HHHE - AOERE - A - AR (R
HERR MRZRHER) (Zb: BEEE > 19984F)

P CREEIR R ) BT H 11 .

o

@




HRET B L

o ZERRTTEUR B EWE © CEWNERE T O FETHEE BB
(F¥  BRRTBUREEMW > 19974) > H24 -
0 EEEET - BB 12) (FH - EREREEARAFR - 19924F) >
-
" 2EBRBETHREEEE  (BNEFER RS FRTRE RS
By > H23 o mHZ-ZFERAE (FHR) 1997 4 11 A 29 BXULRA
7 XA > WA
2 EISAE - ILE - BIREE - (RBARRE - BB B3
£) (24t - wRooft - 19934F) - H 263 -
18 #%05 11) (Thab Hassan) > iS85 T EFE AREE Y (indeterminacy) ~ 7%
% (fragmentation) JEM Bl (decanonization) ~ ¥ H KA EEE M
(self-less-ness, depth-less-ness) > AA 2B - R RKME (the
unpresentable, unrepresentable) * S (irony) - #E3Z (hybridization) (£
FEWFEHLIL” (parody) ~ “RHBH™ (travesty) ~ “TREVEM” (pastiche)
&)~ JEBME (carnivalization) ~ REM - 2HM (performance,
participation) * #% £ 3§ (constructionism) * W7EY (immanence) EX
—IE > 2B - WILE - PIEEE  (BEANER - KZE R
ALIEE) o H 254-266 ©
¢ A% S Jane C. C. Lai ©
5OREE  CEREES) B WOULARAT - 19924F) > H66 °
s 2EBEEATHEIUFERPL > (EARRXE % AUEH
B ¢ “FWERTEEAREATHE ERREMEOR  REERAFHNEAR
FHEAMFEMEBFR » A TERE -7 (EFRE) @H<http://
www.info.gov.hk/basic_law/f0201.htm>
17 2 Cheung, Martha. Ed. Hong Kong Collage: Contemporary Stories and
Writing, p.188 -

8 2AEER - (EFRAGEURRS) (WL - WITLEE AR > 1996
) > H1049 °

0 BEMERE - (RER - UL THEEHERE) > REEH - (RERE
wBESERED (ZL - FHEBRARAF - 19954) > H147 ©

0 BRI . (HBABBROCRERE > (D) - 19974 11 H 12
H o
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ERERIEY, - BLI8BLE

PANEEFBERE 0 TER” & RATS S

2EE  (BEREH) BEEK . (HLE) 244> 19904 9
A18 B > H27-29 BITINFE : (“BEW” BRI RO >
12585 1997465 1H » H 54

LR T SCBRHRYE “ERME IR -

% 2 Trving, Washington. Rip Van Winkle and other American Essays from the
Sketch Book, (Boston: Houghton Mifflin and Company, 1891) & H PR #
¥ (Boucicault Dion) % > EXHE: (ETAAE) (B SHHAE
o 1973 4F)

% # H Cheung, Martha, Ed. Hong Kong Collage: Contemporary Stories and
Writing, p.xiii °

2%&H
— A GERELE) fo3%

HHE (1998) o (BMEZT) - (B 19984F1 A 13 H -

B (1997)  (CEMBLE) EESHE ) » 5 > 1997
F£12A298 > LR -

RIE® (1997) o (HETRFELE ?) » CEHY - 1997412 A
25 H > LI -

FEAE (1997) o BLEBIBRHTHERI CEHD > 1997411 A
29 B > LR -

B IF T BUR I 25 B 4R (1997) e LG L
FARE) o B ERETTEUR B -

R (1997) - (RSB ——m W st U5
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EET S Al

Y > 19974 12 H 20 H » UK -

BYE (1997) o (—BEARBEWLENSE) - (HIR) > 1997
F11H12H -

ZEEFE (1998) - CGRILFEIE ?
(BlR%E) - BB FXEE-

BEAEN (1998) - (EIHARFWHLEF—AFELARR /DS
AR CEMELE)) - CEWBER) 85 1138 199843
A 1012 °

HHEr (1996) - (R CGEMWBLE) —FBFUWLECE) > GF
£ZA) » 19964 10 4 > 84-87 °

HHF (1998) o (KRFFBIEH T LATE ? SCAb BFam ey B S 2
SRR EARM TS o (B - 19981 H19FE24H -

HOBWALE)) > BERMR -

=~ HAth

RER - RBA % - HHETE - A BEDW - RAMEFE (1998) -
(MEER—ESZAMEY) - 2t BEEE -

HORT - A i RAE - BER - BB - SR - #56F - BIE
232 (1998) - (IRWH : FERXENERETEER) - 2
b - BEEE S L o

IR ; BREE (1998) - HARHEBHRICE) - FE - FEK
B Rt -

TR (Boucicault Dion) % » £ 3CHIFE (1973) - (FHHA
) - His: SHHRE -

BRISTEMR (1997) o (B MFRFREAIL : UL FRRIE) - F
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EAERTES > BLIRELE

B I .

FBEET (1992)  (BLE1/2) - Tk - ERREIRR B AR A F
F—MELEmm -

REEET (1993) - (BLE1/2) - Hik - TERBIR AR AR
BEMELEANM -

FEEET (1996) - (BLE 12) - Fjft - ALEEHRAR > 5
=HEmESE=+AM -

HE (1990) - (BE&skcs) prg) (Edee) > 24489
199049 H 18 H » 27-29 »

TR (1996) - (GRamiB SR p——p) (BREAEY BH)
CGEEAN) > 19964E11 A 5 5357 o

Y (1998) o (R 5N GBS HF %) o U - dbk AL

i)ti% P REEER (1993) o (FHL R ILHEY - T =
=5 e

ERE - FPR - BIBEBE (1997) - (BHEEE - BE - 3L -
RAEY o Bl M pRAE o

HNFF (1997) o (“BEE” BEIRRE) CBABD - #8858 125
W 199746510 > 54 o

BB EEEL P00 (2000) - (RBMBR—— st ) 1
Tl B BEEBESL

FHAEAIATBUS BN 43 0.0 (2000) (BAERICE 2, ma)
IR o (EAKE) @HE 200046 A1 B « <http://
www.info.gov.hk/basic_law/f0201 htm>

DIR (1996) © CIEREBLE) - Bt HFXEE o

EHERE (1995) - (PR F3% - AL TREEUEBRE) - IR0 « (i
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BEET B TR

5 R B SO ERRD) o 2L - FFE A RAT - 123-152 ©

st - 1 - BIRERE (1993) - (RBAREE : RBGE
Wb c Y o 2L - Rkt -

HHEE (1992) « CGEREFES) - Bl - WOULARAH -

BRBUIEMR (1995) o (MR ESVLRF) o 2L LR
At o

W AIEAR (1999) o (HRFHRILAMESULALET) o dbat @ JUatRE
JRAL o

Cheung, Martha. Ed. (1998). Hong Kong Collage: Contemporary Stories
and Writing. Hong Kong: Oxford University Press.

Hatim, B. (Basil) (1990). Discourse and the Translator. New York:
Longman.

Irving, Washington (1891). Rip Van Winkle and other American Essays
from the Sketch Book. Boston: Houghton Mifflin and Company.

BER
FHBEREEIZAUELE L ARATAREAREFXAHL
BR FEXNFR > EEATXKRECEERAFAYHE -

KB/ PR SR (1980-1999)

Eogilie

Chinese Translations of American Fiction (1980-1999) -
a Bibliography

Abstract

The last two decades of the 20" century witnessed cultural changes in
mainland China, and literary translation during the period reached yet
another climax. Both the speed and the scope of the translation on modern
Western literary works are impressive. The translation of American fiction
had as a result taken a center stage, taking over the dominating position
of Russian fiction. The list provided here covers the translations of
American fiction in China in the 1980s and 1990s. The Study is designed
lo present a picture of the range of Chinese translations of American

fiction, and to provide references for further investigations in the area.
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Guidelines for Contributors
Guidelines for Contributors

1. The Translation Quarterly is a journal published by the Hong Kong
Transtation Society. Contributions should be original, hitherto
unpublished, and not being considered for publication elsewhere. Once
a submission is accepted, its copyright is transferred to the publisher.
Translated articles should be submitted with a copy of the source-text
and a brief introduction to the source-text author. It is the translator’s
responsibility to obtain written permission to translate.

2. Manscripts should be typed on one side of the page, double-spaced and

submitted in triplicate.

3. Besides original articles and book reviews, review articles related to

the evaluation or interpretation of a major substantive or methodological
issue may also be submitted.

4. Footnotes should be kept to a minimum, typed single-spaced, and placed

at the bottom of each page. Page references should be given in
parentheses, with the page number(s) following the author’s name and
the year of publication. Manuscript styles should be consistent; authors
are advised to consult the MLLA Handbook for proper formats.

5. Chinese names and book titles in the text should be romanized according

to the “modified” Wade-Giles or the pinyin system, and then, where
they first appear, followed immediately by the Chinese characters and
translations. Translations of Chinese terms obvious to the readers (like
wenxue), however, are not necessary.

6.  There should be a separate Reference section containing all the works

referred to in the body of the article, Pertinent information should be
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given on the variety of editions avaliable, as well as the date and place
of publication, to facilitate use by the readers.

7. All contributions will be first reviewed by the Editorial Board members
and then anonymously by referees for its suitability for publication in
the Translation Quarterly. Care should be taken by authors to avoid

identifying themselves on the first page, in the top or bottom margins, =) i e s WY N N W Ny 2

mwm

or in footnotes. A separate cover page with the title of the article, the B
i . FIT Third A @
name of the author and his/her institutional affiliation should be ¢ 7" s Zdn D
provided. @@ %
) ‘ Z ' l > F 6
] ]
8. Bookreviews are to follow the same format as that for submitted articles; @E rd ”s dto rs 0 r um { )
they should be typed and double-spaced, giving at the outset the full %

é-‘a

citation for the work reviewed, plus information about special features Se c 0 ﬂd Cdll fb 7" P d P e r s

(like appendices and illustrations) and prices. Unsolicited book reviews N N NN u«s«‘ﬁw"“\gﬁ"‘w*@@'
are as a rule not accepted. [

9. Final versions of articles are to be submitted in a hard copy and a
computer diskette to the Editor, The Translation Quarterly, c/o Centre
for Literature and Translation , Lingnan University, Tuen Mun, N. T,
Hong Kong.

10. Contributors of articles will receive three complimentary copies of the
journal, but these must be shared in the case of joint authorship. Book
reviewers will receive two complimentary copies.

228 229




Translation Quarterly Nos. 18 and 19

Second Call for Papers
FIT Third Asian Translators’ Forum

Translation in the New Millennium:
Inter-Continental Perspectives on Translation
Thursday-Saturday 6-8 December 2001

Venues: 6~7 December 2001 at The University of Hong Kong, Pokfulam Road, Hong Kong
8 December 2001 at Lingnan University, Tuen Mun, New Territories, Hong Kong

Working Languages: English or/and Chinese

Organizers: The Hong Kong Translation Society
c/o Centre for Literature and Translation, Lingnan University

Email: clt@in.edu.hk Fax:(852) 2838 1705
Centre of Asian Studies, The University of Hong Kong
Email: casgen@hku.hk Fax:(852) 2559 3185

Centre of Literature and Translation, Lingnan University
Email: clt@in.edu.hk Fax:(852) 2838 1705

The Asian Translators’ Forum is a regional conference held once every three
years under the auspices of the Fédération Internationale des Traducteurs [FIT].
The Third Forum will comprise plenary sessions, panels for individual papers,
roundtable discussions, workshops, colloquia, book exhibitions, and publishers’
sessions.

Objectives

1. to provide an opportunity for translators and translation scholars in the Asian-
Pacific region to meet their European and North American counterparts;

2.to strengthen the network for practicing translators to exchange experience;

3.to build a basis for inter-regional cooperation and foster more joint translation
efforts and transnational translation research; and

4. to enable researchers in various translation-related fields to present their most
recent findings (a selection of scholarly articles from among those presented
will be published after the Forum).

Sub-themes

Profession of the Translator/Interpreter; The Computer and the Translator;
Translation and the Law; Teaching Translation; Translation Theory/Translation
Studies; Translation and Publishing.

Second Call for Papers

FIT Third Asian Translators’ Forum (6-8 D
-8 Decemb,
REGISTRATION FORM (One form for each panicip:.:)t2 g?elz:se)

Personal Data

L T

Title U Professor ODr. OMs. 0O Mrs. 0O Mr

Institution T oo
Correspondence

address

Phone number j Fax number[\
Email

Eaper/abstract U already submitted [ will be submitted [ no papers/abstracts
Dlease note that the deadline Jor submission of abstracts is 15 March 200].

Registration Fees
F-ull registration fees include a program book, tea breaks, lunches, a conference
d}nn&ir and a set of phototcopied abstracts, but exclude accommodation and
sightseeing tours. Session registration fees include only a program book, a tea
break, a lunch, and a set of the photocopies abstracts for the session.
On or before 31 August 2001 OJ USD200/HKD1,600 for full registration
(20% discount for early registration)
On or after 1 September 2001 O USD60/HKD480 for full registration
[ USD60/HKD480 for morning session on 6 December 2001
CJUSD60/HKD480 for afternoon session on 6 December 2001
I USD60/HKDA480 for morning session on 7 December 2001
' USD60/HKD480 for afternoon session on 7 December 2001
[JUSD60/HKDA480 for morning session on 8 December 2001

Additional Information

Sightseeing tour of Hong Kong (subject to demand)

Please indicate your preference without obligation (There is no guarantee that
your preference will be matched, but we shall do whatever we can to make the
arrangement.) Cost will be announced later,

U Po Lin Monastery, Lantau Island

[J Ocean Park

00 The Peak

T ——
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Conference dinner at USD100 per person will be charged for participants who choose
not to pay full registration fees. It will be hosted by The Hong Kong Translation Society
at a hotel on 6 or 7 December 2001. You may bring your guests by buying dinner tickets
available at the registration desk of the Forum. Advance booking is desirable.

Please reserve seat(s) @USD100/HKDS800
0O payment enclosed
O will be paid at registration desk at Forum
Dinner tickets will be available for collection at the registration desk of the Forum.

Accommodation
[ I'shall be arrange my own accommodation and transport to the conference venues.
O I would like assistance and information on accommodation®.

*There will be special arrangements with certain hotels at a special discount rate subject to
demand. (Current room rate is approximately USD65-85 per double room). Your early
indication in this regard is preferable. Details will be announced in due course.

Payment Method
Total amount=USD/HKD
0 By crossed cheque made payable to The Hong Kong Translation Society
Limited and sent by post with the registration form to
The Hong Kong Translation Society
P. O. Box 20186 Hennessy Road Post Office, Hong Kong SAR
Attn: Hon. Treasurer
01 By wire transfer to The Hong Kong Translation Society Ltd
Bank: Hang Seng Bank
Hankow Road Branch
Bank address: 4 Hankow Road
Tsimshatsui, Kowloon
Hong Kong SAR
Bank account: 024-295-003941-001

Please fax your registration form together with a copy of the remittance advice

to +852 2666 4889 or by post to

The Hong Kong Translation Society

P. O. Box 20186 Hennessy Road Post Office,
Hong Kong SAR

Attn: Hon. Treasurer

Signature:
| Official Use: ~~ " TTTTTTTmmmTooTO |
: Date of receipt of registration Control Number :
j | Official Receipt # issued on I
: Handled by .4 :
| |Remarks !
i I
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Second Ca for Papers

Kegnote Speaker (Opening Ceremony)
igel Reeves (Pro-Vice-Chancellor and
University, Birmingham, UK) "4t Professor of German, Aston
Plenary and Roundtable Speakers

Adolfo Gentile (President of FIT)

Linda Sivesind (Vice-President of FIT)

Hannelore Lee-Jahnke (Chairman of FIT Committee on Translati

and Professor at the University of Geneva, Switzerland) T

Keypote _Speaker (Closing Ceremony)
Liu Ching-chih (President of the Hong Kong Translation Society,

PIH‘CSS()] a][(l I)l]ect()] ()1 the Cent]e 101 theIatUIe a
) Ild IIallSlatlon

Honorary
, Lingnan

Submission of Abstracts

Dr. SUN Yifeng

¢/o Centre for Literature and Translation, Li i i
Tuen Man, Hons Kong » Lingnan University
Fax: (852) 2838 1705

Email: cit@In.edu.hk

(Email abstracts in MS word format preferred).

For regular updates on the Forum, please check the website: http://hkts.org hk

Important Dates
t3 March 2001 Deadline for submission of topics and abstracts
30 April 2001 Participants will be notified of the acceptance of their abstracts
31 August 2001 Registration at a special discount ends
I September 2001 Registration at full price begins
Janu izi
ary 2001 Organizing Committee

Hong Kong

FIT Third Asian Translators’ Forum
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Subscription Order Form =1 B 4%

FRIE R T AR > WER BIR Y EHE [ FEHSReERAF ] F (REE
+ 852 26664889) :

EEFE LT

BHENEEERBAE

PEEBERIKE 14 742

KIHTTRERG 36 9%

R FE

Please complete the following order form and return it together with a crossed cheque
payable to “ The Hong Kong Translation Society Limited ” by mail to (or by fax
at + 852 26664889):

Ms. Candy Wong, Hon. Treasurer

The Hong Kong Translation Society Ltd

14/F C & C Building

36 Ting Lai Road

Tai Po, NT

Hong Kong
AIRERRER 7 i (local) HRE 18 5Moverseas)
O —4(1 year) HK$240 HK$280 US$45
O 52 years) HK$450 HK$500 US$80
O =4(3 years) HK$650 HK$730 US$110
Starting from issue # HAERTH

Payment method:

O by cheque/bank draft: number (Bank )

O by T/T to Hang Seng Bank Ltd., 4 Hankow Road, Tsimshatsui, Kowloon
Account holder - Hong Kong Translation Society Ltd.
Account number - 024-295-003941-001

[Office usel j

Signature Date

4 (Name)
B (Affiliation)
Hb ik (Address)

B 4% A(Contact person)

B ik (Tel.) —
{# B (Fax.) j




