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Pygmalion, Humor, and the
Translation of Dialect

Sunny Tien

Abstract

The non-standard varieties of language in George Bernard Shaw's
Pygmalion reflect the manners of the dramatic characters and satirical
playfulness of his work, but at the same time pose unique challenges
to the translators. This paper engages with issues of language variety
and the creation of comic effects in the Chinese translations and visual
transformations of Shaw’s Pygmalion. Special attention is given to the
renderings of Lin Yutang and Yang Xianyi. How is Shaw’s linguistic
humor represented in the Chinese context to capture the subtlety of his
characters” ”
concerns the translation of the play from one language to another but also
the translation of the inter-relations of the dialects or languages used in it.
Apart from the linguistic norms, a range of other factors affect the process
of translation—associations and connotations attached to the languages,

ungrammatical” Cockney English? This discussion not only

cultural expressions that occur in oral and written forms, the kinds of
meaning engendered by the “literary dialect,” comic effects of the language
varieties, etc.

Ovids story of Pygmalion developed from its classical origin in Greek
mythology to its modern rendition in Shaw’s play Pygmalion: A Romance in
Five Acts (1912) and subsequently the stage and film adaptation My Fair Lady
(1956), which has in turn spawned musicals and films in other languages

including Chinese. Issues of language and power, and the survival of “non-
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standard” languages or dialects, have come much more to the fore in these
translations and adapted versions. What is more interesting is the extent to
which the linguistic expressions manifested in Shaw’s play have taken on
a more complex character in the Chinese context. In this paper, I will first
discuss the representation of dialect (in a humorous usage) and the strategies
identified in the translations of Lin Yutang (b %) and Yang Xianyi (B 45,
from neutralizing the language differences to replacing the dialectic features
with some “equivalent” of the linguistic vatiation in the target culture.!'! Several
factors play a role in the translation process, including the creation of comic
effects, cultural connotations attached to the language vatieties, differences in
the oral and written forms, and the nature of the “literary dialect.” The second
part of my discussion focuses on the recreation of the dialect in the adapted
versions. The various dialects have been transformed in the adaptations so that
different voices and accents come into play. The diverse accents thus contribute

to a new comic heteroglossia which is unique to the Chinese vetsion.?”

Literary Dialect and Humor

As Catford argues, while “languages may be described in terms of a
number of varieties, the number and nature of these varies from one language
to another—a fact of importance in connection with translation” (Catford
1965: 85). One of the most problematic challenges in drama translation is the
treatment of dialect, which in the source text shapes dramatic characterization
and positions the character within a certain social context or group and within
a specific cultural and linguistic tradition. The identities of the characters
are shaped by their use of language varieties. Dialect conveys considerable
information about the character who uses it—something that cannot be easily
ignored by the translator. It also plays an important role and is frequently

employed in humorous works. As Apte suggests, “jokes... and the exaggerated
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imitation of the phonological and grammatical characteristics of the speech
of a specific geographical community or of a certain social class of people
constitute dialect humor’ (Apte 1997: 319). People who speak the superimposed
variety of a language often find the speech patterns of people from other
regions or in a lower stratum of society “strange” or “funny” (320). These
could be unusual pronunciations or peculiar phrases that become the source of
humor. In Barrett’s discussion of linguistic variation, he proposes five domains
of “dialect humor™: (1) “the dialect joke” (focusing on wordplays deriving
from dialectal components), (2) “comic narrative” (the use of a vernacular
mode of speech as a major component of storytelling), (3) “dialect mixing”
(contrasting elements of language variation mixed to generate humor), (4)
“dialect clash” (concerning issues of communicative competence when two
dialects are contrasted), and (5) “mimicry of dialect” (mimicking a dialect as a
means of eliciting humor) (Barrett 2000: 57, 58, 60, 61). This taxonomy further
defines the scope of “dialect humor” and introduces a new perspective on the
study of the phenomenon in a literary context.

In drama, not only are non-standard features such as dialects used more
frequently than in other literary works, but they can also be an important aspect
of the main element of the plot, as well as a focus of humor. It should be
noted, however, that any dialect in literature will be somewhat different from
the speech it represents, as it involves the author’s impressions or observations
of the varieties of the language and the way people speak them. The author
then selects the most typical features for humorous effect, or those which
present a particular social type. Ives (1971) defines “literary dialect” as “an
author’s attempt to represent in writing a speech that is restricted regionally,
socially, or both” (146). He suggests that the peculiarities of the dialectal
features and the frequency of their occurrence are exaggerated in the literary
medium (154). The literary dialect is an imitation with distance. The imitation
of the accent cannot be too close to the real dialect, and yet not far from it,

in order to maintain its comic atmosphere and effects. In other words, there
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is a certain “foreignness” involved in the comic language, which prevents the
readers from completely believing that it is a real language. To one degree or
another, the readers distance themselves from the common language, achieved
by the author’s exaggerating or adjusting the language features in the text.
Further, as Blake suggests, the variety of non-standard languages in literature
are “reduced to a limited number of stereotypes” in contrast to the standard
(Blake 1981: 14). In other words, in literature there is no room for the varieties
of language that are used in one’s daily speech.

Language varieties are often exploited for both comic and non-comic
purposes in literature. Among the most typical examples are the multilingual
comic scenes in Shakespeare’s Hezry 17, which “pose insurmountable problems
in translation” (Hoenselaars 1999: xiv). In adaptations, multiple languages have
also been used as a source of humor and to explore issues of identity that are
relevant to the target culture. For example, The Chung Ying Theater Company
in Hong Kong performed the Cantonese version of Tom Stoppard’s Dogg’s
Hamlet in 2014, inventing a new “dialect” which consisted of Cantonese
characters but with different combinations and contrasting meanings. The
recent stage adaptation of La Dame Aux Camellias in 2011 in Taipei, directed
by Tadashi Suzuki, has also merged canonical literature with different dialects
and songs in Mandarin Chinese and Taiwanese. The multilingual performance
not only revealed the current cultural condition in Taiwan, but also twisted the

tragic play into an almost ironic (if not “comic”) performance.

Translating Dialect Humor in Pygmalion

In Pygmalion, the Cockney dialect originally spoken in certain district
of London is a source of the play’s humor. Many English playwrights of
the eighteenth and nineteenth century who lived in London used Cockney

humorously to represent the speech of the local lower class (Kokeritz 1949:
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192). Shaw’s play derives much humor from the phonological features of
Cockney, such as Eliza Doolittle and other characters’ inabilities to pronounce
certain consonant sounds, for example, dropping the letter “h” as in ‘ouse.
Such variations, however, would have made no sense in another language
(Conolly-Smith 2009: 133). Eliza’s speech is typical of her Cockney dialect,
particularly in the first half of the play. In Acts 1 and 2, she employs primarily
non-standard modes of language, but in later acts her speech and social
behavior have been transformed. Apart from her Cockney pronunciations,
non-standard language forms are also expressed in double negatives (“I aint

done nothing wrong. ..,

> “I dont want no balmies teaching me”), non-standard
grammatical features (“What was you laughing at?”” “I don’t want no gold and
no diamonds”); idiolects such as her whimpering interjections (“Ah-ah-ah-ow-
ow-ow-00,” “Nah-ow”) and other colloquialisms. Shaw uses these elements
of dialect not merely for a realistic representation of his characters, but as “an
instrument for comic power” (Mills 1969: 35).

Malapropisms, certain physical gestures, and idiolectic expressions
can all create the comic qualities of a dramatic character. Dialect and comic
expressiveness is used by Shaw as a necessary condition of the scheme and
central action of the play, instead of appearing simply in a tangential fashion
Mills 1969: 56). However, much of the effect of the source text will be lost
if these language varieties cannot be incorporated with the translations. While
these distinctions constitute the style of the text and the humorous effect
being conveyed by the author as a whole, the problem for the translator is how
to recreate them in another language which does not share the same linguistic
features. In the treatment of linguistic vatieties in Pygzalion, different levels of

transformation can be obsetrved in the play’s translations and adaptations:”!

(1) Standardization: Substituting standard language for dialect;
(2)  Divergent varieties: The use of features of a non-standard variety of the

target language;
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(3)  Style shifting: Dialect rendered by the colloquialisms or slang of the
target culture that represent the stylistic differences;

(4)  Bilingualism/ multilingnalisn: Dialect adapted into diverse languages;

(5)  Non-translation: Reproducing the dialect in its original form, without
actually “translating” it;

(6)  Omiission: Omitting the dialect features.

The first translation problem relates to the use of “visual dialect” to imitate
Cockney pronunciation (Ives 1971: 154). When Shaw first represents Eliza’s
pronunciation with non-standard spellings, he uses the “eye dialect’—a term
used to define written representations of dialect speech, whereby words are
spelled in a manner that indicates the non-standard pronunciation. The features
of Cockney are phonetically marked, which makes intelligibility difficult. But the
latter utterances do not make such frequent use of these features because the
speech pattern of the characters has already been established (and too extended
use of the non-standard pronunciations would be incomprehensible to the
readers). The two Chinese translators of Pygnalion, Yang and Lin, have substituted

standard language for dialect, despite Shaw’s intended nuances and humor:

(1a) The Flower Girl: Ow, Eez ye-ooa san, is e? Wal, fewd dan y’ de-ooty
bawmz a mather should, eed now bettern to spawl a pore gel'd flahrzn
than ran awy atbaht pyin. Will ye-oo py me f’them? [Here, with apologies,
this desperate attempt to represent her dialect without a phonetic
alphabet must be abandoned as unintelligible outside London.]

(1b) BEIEZ : Mk - MURERIEZ UG 207 > PRSI R E A E BT
MAEHEAZHAERAFEETE TR th Aase - st »
ESOSUERTRETS © (Yang 1982:9)

(1o BEIEL : 18 2 RAREI 55 - BRI 2 08 - (4 (RInaasif A s
fIENERSERAT RN > FHE— (A& ZHITES M Aty /K
HaEs » GEM - FFE S E » ERAT N S R AL STt /7
ERHREAEAEE - BAMRTERERINETAE <] (Lin 1994:93)
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Yang replaces Shaw’s parenthetical note with his own footnotes (example 1b).
When Tsai comments on the Chinese translation of Yang Xianyi, he points
out that “Yang is not able to render the dialect in Pygmalion—that cannot be
solved by anybody” (Tsai 2004: 3). Translation therefore inevitably implies
the loss of some of the subtleties of sociolinguistic variation from the source
text, as well as the loss of the play’s humorous elements. The reason these
translators have used a bland, standard version of the target language—a
version in which no dialectal features are even noticeable—is that, among
the several options available to them, the use of standard language is above
all the easiest, always presuming that the original dialect is well understood by
the translator. Another reason relates to the distinction between speech and
written language. In the Chinese translation, the difficulty of representing a
“written version” of different dialects has favored the use of the standard
variety of the language over any other. With a few exceptions, one will not
regularly encounter the written form of a Chinese dialect (Snow 2004: 2).
The phonological aspects of the dialect are also rarely rendered in the target
language, as a Chinese written character associates more directly with its
meaning than its phonology. The text as a “written language,” the channel
which transmits the information in the literary work, has been one of the
determining factors in the treatment of dialect in translated literary works.
Further, what should be noted is that the connotations of the two
dialects involved might be very different. Since each dialect carries its
cultural connotations, the dialect selected from the target culture might
not reveal or recreate the sociolinguistic background or the desired comic
effect of the original. A linguistic variety such as Hong Kong Cantonese
may not have an association with the lower/higher class. Unlike Cockney,
Cantonese apparently does not reveal social distinctions as far as phonology
is concerned, which means that pronunciation alone might not really
distinguish the speech of an upper class person from Hong Kong from that

of a lower class person. The shift in dialect might also conflict with all the
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other culture-specific issues in the text, which means along with the changes
in dialect, the translator might need to universalize the proper names, other
topical references or even the setting, in order to connect the speech and
the action. One of the negative aspects of choosing a dialectal variant
in the target language is “the lack of a natural background atmosphere”
(Sanchez 1999: 308). For example, in the Spanish translation of Pygmalion
by Floreal Mazia (1966), one of the characters uses a dialectal variant of
Spanish, although the play has retained the original geographical location. It
still takes place in London, but the character speaks a dialect from another
language, which leads to an “artificiality”” of characterization or discordant
voices in the translation (308). While the standardization strategy distorts or
obscures the sociolinguistic and comic dimension of the literary text, dialect
translation might also misrepresent the characters or disrupt the logical flow
of the text.”! Rendering Cockney into a particular Chinese dialect also limits
the size of the readership of the translation, as the language variety might
be unintelligible to some of the general Chinese-language readers.

As shown in the following examples, Lin did not reflect the
contrasts between the different language styles in the play and the dialect
representation was leveled in his translation, while Yang used particular
features of northern regional speech such as W sha (“what”), FE5 AR zmor ge
(“yesterday”) and &l 5t da char (“speak”) (examples 4b, 5b, 6b):

(2a) The Flower Gitl: ...So cheer up, Captain; and buy a flower off a poor gitl.

(2b) T4« PR > RE EME A AL o (Yang 1982: 11)6

(o) AL Ll A BE > RS s L TH KL - (Lin
1994: 95)

(3a) The Flower Gitl: ...Here. What about the basket?
(3b) EAEL:ME JE B WEME? (Yang 1982: 31)

(3¢) Notincluded in Lin’s translation.



(42)

(4b)

(40)

(59
(5b)

(9

(62)

(6b)

(7b)

(79
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The Flower Girl: ...Well, here I am ready to pay him—not asking any
favor—and he treats me zif I was dirt.

FACL M AR AR R WG LR o b I A
& ? (Yang 1982: 47)
AL L« AL A {8
A o (Lin 1994: 108)

NI i At 3R 2 A i1 At T e

The Flower Gitl: ...Youd had a drop in, hadnt you?
BAEL - WESA R TIE 2 (Yang 1982: 49)
BAC L ARHER WS T > A0 2 (Lin 1994: 108)

Liza: Youre no gentleman, youre not, to talk of such things. I'm a good
gitl, T am; and I know what the like of you are, T do.

A ARARIEREN 5 ARSI AT » MU AL A 5 MR I Wy
B © (Yang 1982: 55)

R ARARABE 1 AR A SIS TERS  FORIEAEMN LT > o s
T HBFE RSN AR A, > FHE o (Lin 1994: 112)

Liza: .. .I always been a good gitl; and I never offered to say a word to him;
and I dont owe him nothing; and I dont care; and I wont be put upon; and
I have my feelings the same as anyone else—

BRRIYE - WA AR R AT Al B 5 WA PR A e R 5 - A R RZ AR K
MRy s I ATEMAR — & 5 AR 5 B — B AR A
L (Yang 1982: 69)

A - FAEACHIR LRI 20T 5 SURK SERM B — )56 3 SURE KAt
G305 B 3 BAZNIKE 5 oA ERATE BT A — b — (Lin
1994: 118)

The personal pronoun P zz (“me”) is used recurrently in Yang’s version

throughout the first two acts as a feature of the variation or as a way to

compensate for the loss of dialect, although the variety of non-standard words

in the translation is still significantly reduced and the linguistic richness of

the source text largely neutralized. He reverted back to the standard personal

pronoun & uo (

“I FENT3
>

me”) in Acts 4 and 5 to mark the change in Eliza’s speech.
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Eliza’s signature utterances and her caricature-like interjections are replaced by
more realistic and common interjections with visible expressions of emotions.
Another example of such compensation is the passage when Eliza is being
taught by Higgins to pronounce the alphabet. Yang substituted the letters to
be pronounced with Chinese characters that reveal distorted pronunciations
of A,B, C,D (%, ¥, % #) and characters of the same sound but in four

different tones (%, %, #&, &)

(8a) Higgins: ...Say A, B, C,D
Liza: [almost in tears| But I’'m sayin it. Ahyee, Boyee, Co-yee—
Higgins: Stop. Say a cup of tea.
Liza: A cappota-ce...
Higgins: Put your tongue forward until it squeezes against the top of
your lower teeth. Now say cup.
Liza: C-c-c—I cant. C-cup.
Pickering: Good. Splendid, Miss Doolittle.
(8b) B (mBFR) i A, B, C, D.
PHS - GEAZTRT) HARAESE - & FF > T
Bt BT o BT
PR« —AF B M) 2% Gy “wE™)
Bt AT R .
PRHTS R ——WHAREH o R
JREFEAR 8 > KAFT - AL/ME o (Yang 1982: 112-113)

(8c) Not included in Lin’s translation.

There are also cases when Yang neutralized the linguistic contrasts, one of
the examples being the negligent pronunciation of Miss Eynsford Hill in
contrast to her mother: “Mrs Hill: How do you do? ... Miss Hill: How d’you
do?” The mispronunciation in Miss Hill’s greeting is omitted in the translation
and thus the differences between the two utterances cannot be distinguished.
The difficulty in translating such dialect terms lies in the fact that they are

not only different in linguistic structure, but also carry different social and

10
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cultural associations. The translator could either neutralize the dialect into
standard forms, or attempt to convert it into another dialectal form that is
“comparable” in the target linguistic system (Horton 1998: 418). Between
the two ends of the translation continuum there are other approaches such
as the invention of a fictitious or virtual dialect. The effect, being far from
natural, does tend to achieve an exotic effect, which creates a measure of
cultural distance while avoiding the risk of selecting a real dialect from the
target culture (Ranzato 2010: 115). Translating and adapting the dialect, in
this case, is almost an invention of a language that sounds like the dialect
but isn’t. But more typically, in the Chinese context, the regional dialect is
rendered into colloquialisms or common words in the target culture. Halliday
made a clear separation between dialects and registers when he sees dialects as
being “different ways of saying the same thing,” while registers are “different
ways of saying different things” (Halliday 2002: 169). In translation, however,
register features are often used to generate similar meanings represented by

the dialect in the literary text:

(92) Liza: Gawd! Whats this? Is this whete you wash clothes?
(Ob) TR - R | a it B > ARTERE SVEAIRIS ? (Yang 1982: 71)
(9¢) Omitted in Lin’s translation (118)

(102) Liza: Garn!
(10b) FRFTE © LRI (Yang 1982: 59)
(10c) F¥» = Wwt! (Lin, 113)

(11a) Ah-ah-ah-ow-ow-ow-00 / Ah-ah-ah-ow-00-0 / Ah-ow-ooh

(11b) B—f—Nf / B—F (Yang 1982: 31, 47, 57)

(11c) Ah-ah-ah-ow-ow-ow-00 / Ah-ah-ah-ow-00-0 / Ah-ow-ooh (Lin
1994: 101, 102, 110)

For example, the cockney pronunciation of “garn” (which means “go on,”

often used to express disbelief or ridicule) is translated as “E VR (go to hell)

11
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or “M{IF” (aiya) (examples 10b, 11b) or “#H#” (nonsense)(example 10c).
“Gawd” (cockney pronunciation of “god”) is translated as “FKHIUEF” (Oh
my god)(9b). In other words, the translator makes use of the contrast between
different registers of language in distinguishing between the characters,
instead of a change in language variety. This case is analogous to Ramos
Pinto’s discussion of the “oral discourse features” which are sometimes
used to portray characteristics of the dialect, since the oral register tends
to be associated with the non-standard discourse (Ramos Pinto 2009: 295).
Eliza’s piercing cries are not translated into Chinese at all in Lin’s version,
which shows his preference for “non-translation” in dealing with Eliza’s
idiolectic expressions.

A further example below illustrates the clash between varieties, or
“dialect mixing” in which “contrasting elements of language variation are
mixed to elicithumor” (Barrett 2000: 58). At this stage of the transformation,
Eliza has mastered the educated vernacular and is in a position to use
both the non-standard dialect and the superimposed variety, but not in a
consistent manner. Moving between the different forms of speech creates
one of the funniest moments in Pygmalion (Levenston 1992: 47). In their
conversation about the weather in Act 3, Eliza made her observations in a
precise manner, but reverted to slang when she brought up the subject of

her aunt’s death:

(12a) Mrs. Higgins: Will it rain, do you think?
Liza: The shallow depression in the west of these islands is likely to
move slowly in an easterly direction. There are no indications of any
great change in the barometrical situation [...].
Liza: [dark/y] My aunt died of influenza: so they said.
Mrs. Eynsford Hill: [c/icks her tongue sympathetically|!!!
Liza: [in the same tragic fone] But it’s my belief they done the old woman in.
Mrs. Higgins: [puzzled] Done her in?

Liza: Y-e-e-e-es, Lord love youl!

12
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(12b) BB WR A+ R K G N RiNG?
BRI« ot = 5 AT I BB OB R 40 B8R 1) RS B T o 48 U
FACGRERA KEERELIPE - [...]
PRRITD - () M8 > FRAEUS 23RS JEm -
AR - (FEWEIEAE R IF %) 1
BRI AR IR A R T 0 o
TR © ORFEARR L3F) BT
PHRD © B——2WF » R ! (Yang 1982: 134-137)

(12¢) BERKK - FAFTW > A2
AP+ a0 s 1 8 02 S T (Y R AR R MG s SR 2R = SR L
JEH A 15 A A B R TR o ]
A« FM B BIRATVEREBRIENY > BRADARE -
PSSR N N
FW - OHRBEI 2R B8 50) (BRI EAL b M A& e o
PREBIK - (4 HID) B ub5e4s °
F¥p - Sh-sh-sh—& » EAFRIEEAR | (Lin 1994: 143-144)

Both Yang and Lin attempt to recreate the small talk with a mixture of
formal/written and informal/colloquial terms. Yang translates “to done” as
45T (to get rid of)(example 12b), which apparently forms a more striking
contrast to the previous part of the speech, whereas the term is diluted to a
more “standardized” form in Lins “5£45” (to end)(example 12¢). Yang added
explanatory footnotes that help the target readers understand that dialectal
language is being used. This strategy is more suitable for scholatly editions of
drama, and for productions that universalize some of the issues or ideals in a
foreign play. However, from another perspective, these mediating translation
devices have also become part of the literary or dramatic experience, adding
another voice to the “comic heteroglossia” (Carlson 2006: 182). While the
voice of the “other,” representing dialectal variety is fading away, what can
be seen is the emergence and interpolation of the translator’s voice. The play

of language, in this case, has broadened to include not only the encounter of

13
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diverse languages, but also the devices by which this encounter is negotiated

and received.

Adapting to Diverse Languages

Questions of translatability and dialect humor have also been dealt with
in adaptations of Pygmalion, focusing on different levels of transformation
such as the visual, gestural and linguistic. The concern with translating or
representing the dialects in Shaw’s play becomes a preoccupation with dialects
and languages in different parts of China and abroad. In the 1988 film Gongz/
Duoging (25T 215), Locomotive Fat (the Chinese male counterpart to Eliza)
speaks the Chiuchow dialect. He and his buddies, who swam with him to Hong
Kong (the stereotype of the illegal mainland Chinese immigrant escaping to
the British colony), have neither the money nor the manners to assimilate into
the modern urban culture. His mixture of Cantonese and Chiuchow accents,
like Eliza’s Cockney and “proper” English, is a frequent source of humor in
the film. Locomotive Fat goes through a linguistic transformation similar to
Eliza’s in order to become a gongzs, an upper-class gentleman, with the help
of his “image consultant.” Apart from overcoming his Chiuchow accent, the
development of his second language is also important in his linguistic and
social transformation. He switches to English from time to time. To pass as
a member of upper-class society, he must learn not only Standard Cantonese,
but also Standard English and Mandarin Chinese. An important difference
from Eliza in Pygmalion is that Locomotive’s lessons involve separate languages.
Similarly, Yaotiao Shunii (35 5EML), the 1997 Hong Kong stage production of
Pygmalion, also employed multiple dialects and languages to reflect the linguistic
situation in present-day Hong Kong, The Higgins-like character, Professor

Tam, is not a tutor to the rich but a professor of phonetics at the University

14
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of Hong Kong, who is conducting phonetic research through To Lan-heung
(Eliza), a flower girl working at the Sheung Wan market in Hong Kong. Thus
the speech of “Eliza” in this production is a mixture of Chiuchow, Pun-yu, and
Toishan dialects adopted from her father, mother and stepmother, respectively.
The characters in the play not only speak in different Chinese dialects, but also
in different languages including Chinese, English and Japanese (Li 2007: 221).

These adaptations of Pygnalion have been a particularly rich area of
heteroglossic expression and reconstruction. Code-switching is not only
used between dialect levels, but also between distinct languages. At the same
time, these adaptations employ the comic language device of the character
impropetly using a higher-class “proper” language that he or she does not fully
understand (usually in the process of their linguistic transformation). The non-
standard language of the play is conveyed by the distortion of the standard
grammar, strange pronunciations, misunderstandings, slips of the tongue,
and so on, which all become fundamental to the comic effects in the Chinese
versions. Another cinematic production, Yastiao Shenshi (25 5841 L), directed by
Gui-yuen Lee in 2009, is a light comedy and an adapted version of the classic
musical My Fair Lady. The character Charles Zeng Tiangao, a nouveau riche
Chinese businessman, is wealthy enough but he does not have the manners
to behave like a “gentleman” in social settings. His acquisition of manners
is therefore treated as a kind of (re)packaging, which is required for him to
achieve certain goals or to gain access to a particular matket. The linguistic
strategies in Pygmalion are also “translated” into various kinds of marketing
strategies (i 2013: 143). The transformation process, again, involves different
clements of Western culture, such as Zeng’s need to appreciate da Vinci’s
paintings and Italian opera and how to pronounce proper English to become a
gentleman. These language and social transformations in the adaptations show
the diversity and stratification of languages, while contributing to the comic
style, also reveal the dynamics of different languages in the target culture, and

contribute a special perspective to the understanding of the interactions and
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tensions of voices in the play.

In the treatment of linguistic varieties in Pygmalion, three main levels of
transformation can be observed: (1) “Divergent varieties™: dialect rendered
by the “parallel” dialect of the target culture; (2) “Style shifting”: dialect
rendered by colloquialisms or slang of the target culture that represent similar
stylistic differences; (3) “Bilingualism/multilingualism™: dialect adapted to
diverse languages. The use of multiple languages in the play’s adaptations not
only reveals social class differences, but accentuates the central aspects of
power relationships in the target culture as well. The process of translation
illuminates how the linguistic issues explored in Shaw’s play are still a current
challenge today. Higgins uses the “new speech” as a comic device and a tool
of social change, a change that takes place through the medium of language.
Such a world of multilingual articulations represents different identities and
positionalities. The language varieties within the original work have been
transformed in the translations and adapted versions, contributing to the
emergence of new languages and voices that are capable of conveying their
own messages. The employment of specific dialects in translation has also

become an important marker of the comic imaginary.

Notes

t Pygmalion was first translated into Chinese by Lin Yutang in 1932, while Yang Xianyi’s
translation was published in 1956. For a bibliography of the different Chinese versions
of Bernard Shaw’s plays, refer to Chan (1998: 62-66).

el The concept of “heteroglossia’ and related concepts were developed especially in the works of
Mikhail Bakhtin. What he calls “dialogized heteroglossia” refers to the interplay of a plurality
of languages that reflects all manner of social variations. Language is not a unified entity, but is
constituted of many social languages (and the tensions and struggles between them).

Bl Some of these categories are reminiscent of Ferguson’s subtypes of diglossia, which

define a range of “linguistic relatedness” in diglossic relationships. See Fasold (1984: 54).
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‘” All references are to Shaw, Bernard (2003).
Bl Other factors come into play in the translation process as well. For example, the choice
of strategy also depends on the medium. In film, understanding the subtitles is always
accompanied and achieved by the interplay of extra-linguistic elements. Thus the
differences in accent can still be identified by the audience even though the dialect is
substituted with standard language in the subtitles. In other words, although the variety
of accents has been neutralized as the dialogues are presented in Standard English, the
viewers can still depend on the sound and visual images to grasp the linguistic humor.

(6]

The emphasis added to the quotations in bold type is my own.

n Shaw added the phonetics scene in his 1941 Pygmalion.
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Abstract
The Contribution of Shanghai Translation to Chinese Society
(by Shao Yi)

This paper summarizes the translations in different fields in
Shanghai in the past century—including scientific and technological
translation, translation of social and literary works, political translation,
drama translation, female translators in literary translation, translation
of the revolutionary canon, publishers of translated works, and movie
translation—so as to present the contribution of Shanghai.

In the field of scientific and technological translation, the brilliant
achievements of Xu Guangqi, Li Shanlan, Fu Lanya, Xu Shou, and Hua
Hengfang are presented. Most of them translated to propagate scientific
knowledge, with the purpose of making China strong. The translation
of Russian literary works, once dominant in China, was mostly done in
Shanghai. The works of famous Russian or Soviet Union writers have
been fully translated and published in the city. The first complete Chinese
translations of The Communist Manifesto and Das Kapital were
published in Shanghai, and they proved again the truth that translation is
power and subversion. Shanghai is the birthplace of Chinese dramas: they
not only brought maturity to the artistic forms of Chinese dramas but also
became the artistic weapon for Chinese to deal with problems of real life.
What also merits attention are female images and female literary translators
in Shanghai. At the end of the Qing Dynasty, some of the earliest Chinese
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female translators appeared in Shanghai, a ground-breaking historical fact.
Although their translated works were popular at that time, they were not
much discussed by subsequent researchers for a long time. With regard to the
translation of the revolutionary canon, the work I will discuss is the Chinese
translation of How the Steel Was Tempered, the most printed translation
in China. Most of the major publishers of translated works in modern China
worked in Shanghai, funded mainly by churches, the government or private
citizens. Their publications of Western books imported knowledge much
needed in China, thus advancing Chinese society. Although in the past few
years subtitled movies have become more popular than dubbed ones, the
two, as argued, will probably coexist in the future.
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Abstract

Research on Translations of The Art of War: Past and Prospects
(by Luo Tian and Zhang Meifang)

The Art of War, a Chinese classical military text written by Sun
Tzu, has been translated into various languages. These translations
have become a rich resource for translation studies since 1965. The
aim of this paper is to trace the development of previous research on
translations of The Art of War and identify gaps for further work.
It investigates the existent relevant literature, highlighting relevant
published journal papers discussing English translations. Three periods
of previous research are outlined: infancy, expansion and prosperity.
It is found out that there exists a large body of literature, discussing
a variety of themes with different approaches and methodologies from
new interdisciplinary perspectives. However, this paper also identifies
some limitations to previous research. It is suggested that well
established theoretical models and research methods are badly needed
to achieve more integrated and credible results.
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Histrionic Translation:
A Methodology for Promoting the
Translator’s Inter-Subjectivity as
Co-Producer

Dawn Tsang

Abstract

This paper will focus on Ezra Pound’s poem, “Histrion”, its
associations with Stanislavskian Method Acting and their interface
with translation studies. The title of “Histrion” is derived from the
Latin word for an actor and Pound clearly wishes to suggest strong
parallels between the voice of the poet and the voice of the actor. The
work evokes a clairvoyant state of heightened consciousness achieved
by the poet, in which he melds the subjectivities of the modern writer
and the “souls of all men great” (earlier poets such as Dante and
Villon) in a translucent flame of fused form. The paper will explore
the phenomenological implications of merging two identities and then
apply the seemingly far-fetched concept of metempsychosis suggested in
Pound’s poem to translation studies with reference to contemporaneous
(to Pound) Stanislavskian acting approaches. For Pound as creative
re-writer, as for the creative method actor, all demarcation between
the two subjects dissolves. Likewise, in literary translation, as much
of Pound’s work exemplifies, the melding and mingling of the author’s
and the translator’s subjectivities can be a viable methodology.
Such histrionic translation attempts to enact and even resurrect the
persona of the source text in the target version. Thus I propose to meld
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Stanislavskian acting theories with Pound’s sense of metempsychosis
and metamorphosis with an eye to the study of literary translation.

“All the world’s a stage and all the men and
women merely players.” — William Shakespeare,

As You Like It. (Act I1, Scene 7, 39-40)

The purpose of this paper is to argue for a methodology by which the
literary translator fuses her own subjectivity with that of the source text in a
balanced and reciprocal relationship in order to produce the most effective
result in the process of literary translation. Furthermore, this process of
fusing or melding the double subjectivities of the personae of the translator
and source text creator is highly relevant to the construction of character in
method acting, The argument presented here demonstrates how a translator
can merge with the personae in the source text in a remarkably similar way to

that of an actor fusing her subjectivity with the target character. [

1. Research Questions and
Research Methodology

In order to re-conceptualize the translator as co-producer, I have
merged the concept of method acting developed by Konstantin Stanislavsky
with the practice of literary translation. The purpose is to exploit acting
methodology to probe into the potential for the translator’s psychological
and emotional identification with the personae in the source text.

By adopting this methodology the translator as co-producer becomes
more conscious of the ways in which words and locutions in one language
and culture can be transposed into another, while retaining as much as

possible the life force and core meaning of the original. In this research 1
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will demonstrate how Stanislavsky’s system of method acting can illuminate
this process and serve as a fruitful model. The research outcome that I am
pursuing will be to systematize the translation theory and practice involved
in this process, and to assess how and to what extent the personae and life
force in the original can be carried over in a translation that is predicated
on the translator’s capacity for “method acting” in terms of voice and style.

My hypothesis is that we may envisage the translation as a translator’s
“stage” and thus a virtual space for her to “perform”. On this “stage”,
the first role a translator plays is that of the “director” of the translation.
She studies the source text thoroughly, clarifies “the most probable”
intentionality of the source personae embedded in the text, and finally
determines how the source personae and dramatic motivation of the
text may be re-enacted in translation. The second role a translator plays
on this virtual stage is that of “actor”. She identifies psychologically and
emotionally with the source personae and communicates appropriate
thought and emotion to the target readers. This acting is made believable
for the readers so that the translation can be accepted and authenticated by
the readers, thereby re-creating an approximately parallel set of intentional
effects and range of emotional intensity as those of the soutce text for its
target readers. The third role the translator plays is that of the “audience/
reader”. She is the critic of her own translation, who needs to be able at
this stage to “estrange” herself from the emotional attachment and review
the work critically. Such “alienation” or detachment offers a chance for
a translator to see if her “acting” can re-create the truthful portrayal of
the source personae. This triple function facilitates the translator’s intet-
subjectivity in moving in and out of these roles. I refer to this notion of a
translator’s “role-play” as “histrionic translation”.

My focus is primarily on investigating the inter-subjectivity of a
translator with source personae and text while playing the triple roles of

director, actor and audience in the target version. I want to investigate
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the intricacies of such role-playing and as a corollary its significance for
contemporary translators. The attendant challenge includes re-creating the
parallel personae and voice in the task of translation and thus assuring the
authenticity of the texts in translation. Our task here is to investigate how
and why “histrionic translation” can reproduce the life force of the original,
and we do this by interrogating the concepts of intentionality and translator-
author inter-subjectivity more closely. The second focus of this research is
to assess translated works using a “histrionic yardstick”. This constitutes
an attempt to test the theoretical framework, which is a conjunction of
method acting and translation, and apply it to actual examples of literary
translation. This enables us to assess whether a translation is histrionic or
not, whether a translation can be authenticated, and whether a particular
translator has engaged in the triple roles of director, actor and audience,
whilst maintaining a balance between the three and acting as co-producer
of the target text.

My working hypothesis is that “histrionic translation” functions at
two levels: mediation and meta-commentary. In practical terms this means
that a translator plays the triple roles of assimilating and determining the
intentionality of the source persona ot personae (ditector/producet), re-
creating the source persona or personae (the role of an actor, or Pound’s
“Histrion”) and evaluating and critiquing her own translation (audience).
Theoretically, histrionic translation provides a valuable inter-disciplinary
arena for conjoining translation and acting practices in that they are
conventionally separate but communicatively similar. For the research
outcomes, I aim to establish through this research a strategy and rationale
for inter-relating these two avenues of research: translation and method
acting. This paper attempts to create a new methodology and to this
end different research methodologies are adopted, namely practitioners’
experiential insights, theoretical exploration and textual analysis.

The central argument of my paper is that the translation discipline

69



Translation Quarterly No. 75

needs newer approaches to examining the concept of a translator’s inter-
subjectivity in the light of contemporary cultural theorizing, What I propose
to do in the present study is to combine Stanislavsky’s concept of method
acting and Ezra Pound’s idea of “Histrion” to construct a new theoretical
space for the study of a translator’s inter-subjectivity with the original
producer of the text. To the best of my knowledge, a project to clear the
conceptual space for this type of inter-disciplinary study of translation has

not been undertaken before.

2. Critical Analysis of “Histrion”

In this research, the usage, connotation and implications of “histrionic

translation” are inspired by Ezra Pound’s poem, “Histrion™:

No man hath dared to write this thing as yet,

And yet I know, how that the souls of all men great
At times pass through us,

And we are melted into them, and are not

Save reflexions of their souls.

Thus am I Dante for a space and am

One Francois Villon, ballad-lord and thief
Or am such holy ones I may not write,
Lest blasphemy be writ against my name;

This for an instant and the flame is gone.

“Tis as in midmost us there glows a sphere
Translucent, molten gold, that is the “I”
And into this some form projects itself:

Christus, or John, or eke the Florentine;
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And as the clear space is not if a form’s
Imposed thereon,

So cease we from all being for the time,
And these, the Masters of the Souls, live on.
(Pound 1973: 38)

In this poem Ezra Pound describes the intuitive experience of identifying

ER13

with other poets’ “souls”. It symbolizes a mental and psychic process, which
can raise a series of metaphysical and philosophical questions relating to
a translator’s inter-subjectivity. This section will analyze the poem and its
significance to this research.

Pound writes in a manuscript note to his poem: “I do not teach — 1
awake”. Louis L. Martz suggests that “Histrion” shows Pound’s “own sense
of remarkable mimetic genius, his ability to absorb the style, manner, and
meaning of another poet, and then to interpret and recreate that role in
translation, in creative adaptation, or in original poems in a particular kind
of writing. His masks, his personae, his ‘pastiche’ are modes of poetry:
masks through which the modern poet transmits his apprehension of the
past and makes it available to the present, as a civilizing force” (Martz
1969: 65). It is interesting to note that Pound’s craft of translation is being
termed as “pastiche”, meaning: “1. A medley of vatious things; specially
(a.) a picture or a musical composition made up of pieces derived from or
imitating various sources; (b) a literary or other work of art composed in the
style of a well-known author, artist, etc.; [and] copy or imitate the style of
(an artist, author, etc.)” (The New Shorter Oxford English Dictionary). The key
words in Martz’s comments and in the dictionary meanings worth noting

<«

are: “mimetic genius”, “creative adaptation”, “his masks, his personae, and

39

his ‘pastiche”” — all these terms refer to the Poundian way of translation. As
a pasticheur of translation, his imitating is done so credibly that he melds
with the persona or personae of the source text and is thus able to perform

the “pastiche” in his translation for the target readers. This phenomenon
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best describes the notion of histrionic translation as Pound is employing
an essentially theatrical device — method acting — by bringing together two
personae. In his translation, Pound brings in the persona of himself, i.e.,
his subjectivity; simultaneously, his subjectivity would be able to interact
and interface with the persona of his character, i.c., the “souls” of the
great poets. The inter-subjectivity generated by this symbiotic relationship

E13

enables the original poets’ “souls” to shine in and through Pound’s works.
The definitions, usage and connotation of “histrio”, “histrionic”,
“histrionicism” etc. have tended to be slighting and dismissive. It raises the
interesting question of why and how a translation can be “histrionic” in the
sense of basic mimetic acting by “parroting”, “mimicking” and “parodying”,
or why and how a translation can become truly “histrionic” in the sense
of sophisticated, artful and inter-subjective performing. Concerning the
“parroting” and “parodying” style of translation, a translator translates with
imitation — by imitating the source persona or personae. Here the translator
may lose her subjectivity, as her foremost task is to repeat what the source
text narrates. Alternatively the translator highlights the fact that a translation
is a translation, just like an over-wrought, melodramatic or “histrionic” (in
the later adapted usage of the term) actor, who tries to show — perhaps for
valid artistic reasons — that she is acting, At worst, at a very rudimentary level
of the “histrionic” act the actor seems to be performing a poor imitation
which is lifeless, possessing merely the form. This more rudimentary kind
of acting intends to appeal to the audience by projecting the source persona
or character without too much emphasis on the actor’s own subjectivity.
Likewise the absence of a translator’s subjectivity would most likely turn the
translation into a similarly lifeless form in production because of the lack of
the re-creator’s presence and sensibility. This mediocre level of “histrion” is
to perform through parodying and formulaic acting following the commonly
accepted traits and routines. However, the theatre audience may well feel tired

of such parodying traits because too much imitation can quickly become
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tedious. On the other hand, a more sophisticated level of a translator’s
performance — histrionic translation — can be achieved according to Pound’s
insights, where the translator seeks to give life force to the source personae
by adding in and melding her subjectivity with that of the text originator.
The translator produces the work with reference to her own style, with her
own judgment, sensibility, experience, and renews cach performance with
the injection of her subjectivity. Such inter-subjective methodology relies
on a translator’s sensitivity to linguistic nuance and to the life of the source
personae, and re-presents the life force of the text to its target readers.

The concept of histrionic translation arises therefore from Ezra
Pound’s poem, “Histrion”, which depicts a poet’s “assimilation” into the
personae of other past-masters. Stanislavskian Method Acting — especially
his preaching of “reincarnation” of the character onstage through intensive
preparation and penetration by the actor — also inspites this research because
this theme of method acting shares much in common with Ezra Pound’s
“Histrion”. In this way my argument for histrionic translation invokes a
translator’s “metamorphosis” and “metempsychosis” in facing the challenge
of how a translator can merge with the “soul” and personae of the source
text in order to produce the most proximate “intended effect” on the target
readers. My notion of histrionic translation argues for a translator’s role to
be elevated to that of a co-producer by virtue of revivifying the life force of
the original in translation. Yet at the same time this original life force should
be penetrable and readable in translation for the target readers. “Life force”
refers to Walter Benjamin’s notion of “life” in that it relates to the “purposeful
manifestations”, “their very purposiveness”, “the expression of its nature”
and “the representation of its significance”, which are “all determined by
nature and by such tenuous factors as sensation and soul” (Benjamin 1970:
71-72). Revivifying the life force of the source text in translation parallels the
problematic of acting, recalling the way an actor identifies with the role and

“constructs” the role (to employ Stanislavsky’s term) in such a way that it is
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credible and aesthetically satisfying for the audience.

3. Critiques on Pound’s
Translation Method

I should now turn to the question of how Pound transposed the source
masks in his translation, and how critics viewed such transpositions of personae.
The gist of the Method is intuited by the great 20th century Swedish actor Max
von Sydow. It involves “Understanding what your character wants to do and
acting accordingly. If the intention is correct, the emotion will come. You live
your life and use the experience to build up the personality — that’s the base and
try to get to know the character and try to fill it in” (Bloomberg Interview).
Applying Stanislavsky’s methodology, the stance and implications of “Histrion”
can serve as a “translator’s preparation”. Pound’s description of “And yet I
know, how that the souls of all men great/ At times pass through us,/ And
we are melted into them, and are not,/ Save reflexions of their souls” is the
feeling and experience of a translator’s becoming and being another persona
that comes from melding herself with the source text. By mimicking and
penetrating into the source, that is, the intention, the emotion, the insight and
the ambience portrayed in the source, as closely and as intimately as possible,
a translator tries to immerse and visualize the personae of the source text and
“project” all of these elements in her translation. Pound’s translation of poetry
exemplifies this absorption and portrayal of the feeling and intention from the
source to the target language and culture.

Hugh Kenner (1972) observes that Pound translates a poem as if he were
writing the original poem. Pound sees through the stylistics and goes above
it, grasping in the process the central idea and emotion. Pound, on the one
hand, totally assimilates his materials by overpowering his own language to fully

portray his vision and to “bring the emotion into focus”; on the other hand,
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he disallows arbitrary modification or deviation. This is because Pound regards
translation as an exact and exhausting “emotional discipline” with “expedient
transformations”. For Kenner, a distinctive example of this phenomenon is
the well-known example of Pound taking up to half a year to “fix a complex
instantaneous emotion in fourteen words” (ibid.: 1-10). He goes beyond
translating words and meanings and instead strictly conveys the emotional force
of the source. Through this emotional discipline, Pound re-creates a whole new
wortld in the source poem for himself to translate into the target creation.
Pound’s emotional discipline also utilizes his subjectivity to construct a
mental wotld of his own to imitate and re-create a similar “ambience” for the target
text. Yet this world is based on the thorough understanding of the blue-print set
by the author, i.e., an intense penetration of the author’s sense. In Ezra Pound’s
Cathay, Wai-lim Yip makes a similar observation that he considers “probling]
into the internal thought process of either the original or the translations” more
important than just “detecting linguistic errors” (1969: 5-6). Yip has in fact
probed into Pound’s thought processes in analyzing his translation. He tries to
understand Pound as fully as he can, for the purpose of “widen|ing] the possibility
of communication, by virtue of looking into Pound’s mind as a poet, knowing
the obsessive concepts and techniques he cherished at the time he translated
these Chinese poems and seeing how these conditioned his translations” (ibid.: 7).
Yip’ analysis of Pound’s approaches to translation, including his citation of other
critics’ viewpoints, helps with the critical exegesis of “Histrion”. First, Pound’s
“histrionic” approach to literary taste and translation is based on a “demand for
precise visualization” rather than arbitrary understanding or vague suggestiveness.
A translator opts for “precise visualization”, i.e., an exact definition, which, to use
Herbert Newton Schneidau’s words as quoted by Yip, depends on “visualization,
primary epithets, precision and accuracy in reproduction” (ibid.: 35-36). Pound
performs the role of an artist, “secks out the luminous detail and presents it.
He does not comment. His work remains the permanent basis of psychology

and metaphysics” (ibid.: 51). Accordingly, in the Poundian sense of translation, a
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translator needs to seek out the luminous details of his source text, language and
culture, and present it in translation. Pound concedes the impossibility of “total
translation” in terms of poetry translation. Nevertheless, a translator transposes
and reconstructs the source, and “aims at the transmission of the ‘indestructible’
part of the poem and lets the rest go. ... He aims at finding ‘equations for the
human emotion™ (ibid.: 72). The “indestructible part” is “the state of mind” and
the emotional intensity of the persona of the source which has to be determined
and cartied over by the translator.

This “undefined” part of the translator’s “state of mind” resembles
the method Stanislavsky is pursuing: resurrecting the persona of the source by
virtue of the actor vivifying the life force in every word, every line, look, facial
expression, gesture, body movement. One crucial step is first to determine the
persona of the source. In connection with this determination of the source
personae, Yip (1969) writes that the first act of translating should start with the
translator’s entering into the consciousness and becoming aware of the “state
of mind of the author”, which is “constituted by the power of tradition, of
centuries of rare consciousness, of agreement, of association” (79).

Pound uses his authority as a co-producer to make decisions and
execute these decisions in translation. He does this by adapting the essence of
“Histrion” — to “get into the central consciousness of the original author by
what we may perhaps call a kind of clairvoyance” (Steiner 1998: 359). Pound is
clearly capable of exploiting this clairvoyance to great effect “even when he is
given only the barest details” (Yip 1969: 88). This quality of “clairvoyance” is

what made Pound such a “superlative translator” as it enables him to:

[cross] the border of textual translation into cultural translation ... Even more
stimulating than this visual recreation of cultural detail, which restores flesh
to the skeleton of dictionary meanings, is Pound’s ability to go beyond the
‘word-sense’ and ‘phrase-sense’ and capture the voice and tone of the speaker,

something which no dictionary can every provide and which it takes a student
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years of familiarity with the language to grasp. (Yip 1969: 90).

Thus Pound is a “superlative translator” because he can incorporate the sense
of the “personac” of the original work and equally make sense of them in the
translation.

We sce that for Pound “personae” in translation arises from the
translator’s inter-subjective perception of the source text which in turn
stimulates the reader’s interpretation of the personae re-projected in translation.
Pound, as a translator, is commended by Hugh Kenner and Yip Wai-lim for
his perceptive power to penetrate into the personae of the source text. Louis
L. Martz also affirms Pound’s remarkable mimetic genius as Pound does not
merely imitate but empowers his characters with life force and emotional
intension. His imitative genius has enabled and empowered him to absorb the
spirit of the author in his reading of the original, but in addition he moves
the poem forward into a fresh sphere of literary appreciation. Thus mimesis
and re-creation go hand in hand in Pound’s translation. He close-reads the
source text, thoroughly engaging and identifying with it. Most significantly,
his method is successful in facilitating the regeneration of the personae in a
convincing aesthetic sphere of being, which represents what Kenner has called
Pound’s “emotional discipline”. This is also suggested by Yip Wai-lim as the
quality of “emotional intensity” and re-presents the “indestructible part” of
Pound’ translation of the collection published as Cazhay (Pound 1915: 79-80).

In some of the Carhay poems Pound’s own male ego is subsumed under
and substituted by the tender, timid female figures of the source text poems.
Thus for a temporary personality metempsychosis, while resurrecting the
source personae in translation, Pound adopts the different “masks” of the
poems’ personae. For example, in the “The Jewel Stairs’ Grievance” and “The
River Merchant’s Wife”, which we will explore further in the following section,
Pound’s translation visualized two distinctly different feminine figures both, we

may infer, yearning for love and company — the former being a solitary palace-
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lady and the latter a teenage wife, both devoted to their respective absent
husbands. This melding of masks includes Pound’s in-depth understanding
of the source text, but it may or may not include Pound’s own subjectivity. An
inter-subjectivity exists in the act of translation and involves the subjectivity
of the translator and the subjectivity of the source personae. Yet in Poundian
translation, there seems to be an alter-ego re-created by Pound — an inter-
subjectivity of the source personae interacting with Pound’s interpretation
of the role through his creative transmogrification. When Pound attempts
to “imitate” and “transmogtify”, it means that, as in the Stanislavsky system
of acting, Pound re-enacts the persona of the source text in translation.
Two subjectivities co-exist and are then interwoven in translation: Pound’s
subjectivity melds with that of the original. Pound’s persona becomes
inseparable from and is melded with the source personae because through his
translation, the readers understand the original without the trace of Pound’s
subjectivity. In other words, Pound’s subjectivity disappears and the source
personae come through in translation.

What is problematic is this: if Pound “is” the source persona, has he
totally surrendered himself to the source text by annihilating his own sense
of existence? Or has he totally immersed his own subjectivity in the source
personae, so that his translation expresses a “translucent” inter-subjectivity?
Therefore, one could say that his translation employs “translucent masks”
enabling him to meld himself with the source personae in such a way that
the readers cannot differentiate between Pound’s subjectivity and the source
personae. For these “translucent masks”, the demarcation between the source
personae and the translator’s subjectivity has disappeared: as a reader, we
cannot discern who has invaded whom. In Pound’s translation, the double
subjectivities are converged into a new, “translucent inter-subjectivity”.

What is striking here is that Ezra Pound’s philosophy of translation
is akin to the Stanislavskian Method Acting, as illustrated in the opening

chapter in his poem, “Histrion”. Humphrey Carpenter, Yip Wai-lim and
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George Steiner all agree in their comments on Pound’s genius in translation:
“[Pound] is able to get into the central consciousness of the original author
by what we may perhaps call a kind of ‘clairvoyance’ — [and this] insinuation
of self into otherness is the final secret of the translator’s craft” (Steiner
1998: 359). Pound’s translation philosophy, in particular the imitation

concept, is highly regarded by Steiner:

to add new Beauties to the piece, thereby to recompense the loss which it
sustains by change of Language ... Pound consciously restricted his own
poetic license in ‘adding new Beauties to the piece’ to those which are a
‘derivative’ or an ‘equivalent’ of something in the original poem. Thus, he

was describing creative translation, not imitation. (Steiner 1998: 359)

“Beauties” here refers to the “emotional intensity” of his original. This is
Nietzsche’s idea of having one’s new understanding of the original. Pound’s
and all these past masters’” “insinuation of self into otherness” is the gist
of what I have called histrionic translation. For the translation of any genre
will depend on the translator’s interpretation of the source text and finally
the reception by readers. In connection with this pursuit of interpretation
ot close reading of the original/translation, the principle of melding with
the source persona, and the cultivation of a dynamic a/fer ego, have been
compellingly elaborated in Stanislavskian acting methodology.

A more significant finding is the “transvaluation of value”: in order
to metempsychosize and metamorphose into the author and the original
work, translators need to elevate their subjectivity and authenticity to give
birth to the life force and to impart some impact to every word in the target
translation. This elevation of the translator’s subjectivity and authenticity in
histrionic translation, in Nietzsche’s original idea, refers to the mentality of
breaking out of the prison of languages and being empowered to “dance
[one’s] vision” (Schrift 1990: 5).
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The aim of such practices is to convey to the reader subtle thoughts
through expressive means metaphysically, that is, to reproduce the life of a

poem through the beauty of new diction and words.

4. An Actor’s Inter-Subjectivity

Inter-subjectivity, in Stanislavsky’s sense, refers to a simultaneous
sublimation of the actor’s self and his salvation of the character’s persona.
The rationale for this concept is to keep an actor’s persona intact in order to
get close to the audience’s empathic feeling and perception about reality and
avoiding stagy, superficial theatricality. The concept of inter-subjectivity
plays a central role in Method Acting; it also sheds light on the interpretation
of the intentionality of the dramatic text: the actor gets the advantage of
both exoteric and esoteric perspectives as he is aiming at straddling the
boundaries encompassing his own persona and that of the role, which
necessitates stimulating the imagination and creativity of both the actor and
audience. It leads to thinking and reacting to ideas behind and beyond the
roots of the play’s problems and situations — in Stanislavsky’s case, the roots
of creating emotion and character. The rationale and outcome of inter-
subjectivity is an actor playing the double roles of “insider” and “observer”
onstage. By being an observer or bystander, the performer preserves a clear
analytical head; at the same time, there is no one else who can be clearer
about the depth of the play and the intense interaction with other actors
and audience than the performer himself.

George Steiner explains this sublimation and salvation process succinctly
with the metaphor of the actor as “vampire’: “actors readily bear witness to their
own absorption into the vampire-visitation of the dramatis persona” (Steiner
2001: 134). This sublimation and salvation testify to the feeling of absorption,

incarnation and metamorphosis from human to vampire — sucking almost all
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the blood out of the original/human body and at the same time infusing and
re-embodying both the original (human) and target (vampire) bodies with new
essence —and portray the main target and synergy of an actor’ inter-subjectivity.
First, “personac” means “personify[ing]” certain phenomenological aspects of
human stories and emotions. An actor can only create convincing personae
by creating an alternative reality, but its success in becoming “actual” relies
on “a pressure of presence, an intrusive impact, a memorability” (ibid.: 136).
As Steiner sees it, this presence, impact and memorability are rooted in the
life force of the personae. As in Stanislavsky’s case, an actor infuses and re-
embodies life force to every character each time he performs onstage. For this
life force, life means a role coming to life and “living” onstage to reflect his
whole life, representing his life before and after. To empower the creation of a
new life, every performance onstage reintegrates and revivifies the intact soul of
a role, while the life force enforces the impact of the role on fellow performers
and audience, eventually leading to their concentration, belief and appreciation.
As Steiner suggests, the character comes to life first to the author and then
to the readers: “Emma Bovary, cest m07” (ibid.: 136). As such, translation, as if
performance, is a re-creation of life force. Semantic values can generate the life
of the character, and in turn readers believe in it. The similarities of re-creating
this life force in translation and performance lie in the fact that both are based
on text as the semantic powers controlling the whole show. The difference is
that translation is an extension of semantic powers in a static mode while acting
extends the semantic powers through embodiment on stage. Yet both bring
alive the life force in a purposeful way.

In Stanislavsky’s writings, he reiterates the connection of inter-subjectivity
with the focus of infusing life force. He encourages actors to act out his true self
for any character, for this will reinvigorate a soul by combining it with factual
material to make the role unique and unprecedented. More importantly, he urges
them to transcend and surpass what other actors have already accomplished. As

to the extraneous means, the notion of inter-subjectivity can help the actor to

81



Translation Quarterly No. 75

control his relaxation. An actor needs to control his body and muscles onstage
so as to stimulate his muse and creativity in a stress-free situation. And this
controlling and letting out of relaxation liberates and submits the actor’s body
to true emotion (Stanislavsky 1962: 1.135). This self-control also directs the
“crescendo” of emotion — an epistasis from feeling weak to strong, from
submissive to exhilarating, and from being tranquil to passionate. The longer
the self-control, the longer this process of crescendo can last (1962: 1.138). It
implies that the stronger the actor’s subjectivity is in place and in control, the
more powerful the “crescendo”.

The new life force, sublimation and salvation of inter-subjectivity serve
to elicit an actor’s most truthful feeling created for realistic acting. These
prerequisites for performative creation are also an enticement to an actor’s true
persona, as well as innocence and insight, which parallels that of the character.
This truthful feeling is realized, concretized, and recreated by natural acting. By
concretizing the image created by actors, metempsychosis and metamorphosis
from actor to character emerges.

An actor creates and encounters his own persona and those parts of it
that are pertinent to the character. The strongest motivation for this creation
is truthful feeling where there is no place for imitation. And this truthful
feeling serves as the strongest motivation alternating between emotion, artistic
experience, imagination and creation (Stanislavsky 1962: 1.141-143). Stanislavsky
analyzes himself as a character actor both inward and outward. His philosophy
urges an actor to discover his own charisma and persona in every role, aiming at
every role to be distinctive from and to surpass any other performed role. His
ideal acting practice also requires an actor to love the role in himself instead of
loving himself in the role. One ramification of this philosophy is that loving
the role in an actor’s self contributes to the art wotld and thus the successes of
being a true artist. By comparison, loving an actor’s self in the role merely pays
tribute to an actor’s own success and ego. If the latter was the case, art would

be missing from theatre. Subsequently, the stage would be dismissed as nothing
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more than a window for the actor’s exhibitionism. An actor’s inner invention
of the role is the key to reenact both the actor’s and character’s emotion in
order to “become” the role. It means an actor sharing the same perspectives,
mind-set, hope and desire with the character by going through the script in
depth, extracting the essence of the role and then transforming this essence
into an artistic image (1962: 1.147-164). Thus, inter-subjectivity relates to the
essential element of an actor’s mission -- creating truthful emotion by a belief
of “T am” — I am the role: I am existing, living, breathing, The notion of “I
and the role feel, think and act the same way” generates the sincere feeling and
truthful experience for an actor performing onstage (1962: 1.157, 263, 279-
80). Moreover, an actor’s own emotional memory, worked out and obtained
in reality, is reserved as power-assistance of “I am”, while “I am” serves as the
power-base of instigating an actor’s nature and subconsciousness to create a
new life force for the purpose of executing the acting logically and truthfully
onstage (1962: 2. 453).

5. “Histrionic Translation” of Cathay

Pound received Fenollosa’s notes of Cathay explaining the “English
equivalents for Chinese characters but no ancient forms of meter or rime to
be followed” (Martz 1976: 39). This lacuna somehow allowed Pound to fill in
these spaces from his own resources of imaginative sympathy: “The void was
suddenly filled with the riches of an entire civilization, ready to be transmitted
by his highly prepared and adaptable muse”. He presents his “mature voice
through a new mask” (ibid.). Interestingly, Pound fills in the blanks with his
imaginative sympathy based on his emotional memory and his impressive cultural
store, aesthetically valid from the misunderstanding and non-understanding of
Chinese culture. In this case, demanding the translation to be accurate and/or

faithful would be wrongfully translating the intentionality of the source text.
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Among the entire collection of Cathay poems, the emotional density and
emotional force are far more significant for the translation than the rhetorical
devices and beautiful wordings. Different “masks”, or source personae, can
come through Pound’s histrionic use of expressive language and vivid images
in his English re-creation. In the following section I will analyse four personae
from the Cathay poems and discuss how Pound exemplifies the spirit of

histrionic translation in his cultural appropriations.

5.1 Persona One: Pound as a Re-narrator in “The Beautiful Toilet”
The original poem portrays a lonely and abandoned former courtesan,
now the wife of a debauched man. In the poem’s implicit monologue the
reference to “The Mistress” in Line 3 suggests that the point of view and
implied narrative voice is that of a maidservant. The woman is perceived as
lonely, waiting in vain for her non-returning husband. Pound’s translation
is a re-narration of the scenario. The title itself is an outstanding example
of re-creation as the literal translation would be “Green, Green, River-side
Grass” for H & MIHEE. Pound has rendered this as “Beautiful Toilet” in
order to convey the image of the woman and her youth and beauty more
forcefully. In a brilliantly imaginative stroke he boldly substitutes the colour
blue for the “green” of the original title. The grass is blue in Pound’s vision
because it reflects the blue moonlight and shadows, emphasizing the lateness
of the hour. The whole poem is a dramatic re-creation of the image of the
female character. However, through the medium of Pound’s translation,
the woman is reincarnated as an admired mistress of a sympathetic
maid. Pound’s re-narration of her body gestures provides an interesting
perspective, almost a voyeuristic observation of both her beauty and her
sorrow, glimpsed through a door-frame. It is highly imagistic in line with
Pound’s own poetry from this period and creates a dramatic snapshot that
necessitates the reader viewing the scene through the eyes of the unseen

and unspecified persona:
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And within, the mistress, in the midmost of her youth,
White, white of face, hesitates, passing the door.
Slender. She puts forth a slender hand;

Who now goes drunkenly out

And leaves her too much alone. (Pound 2010: 55)
BB WRHENE -
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Pound’s dramatic re-creation employs plain English to naturalize his translation,
yet the last line “leaves her too much alone” re-enacts the emotion and the
hollowness of the original. Readers can feel the pain felt by the courtesan-wife,
even though Pound has disregarded the word-play of “double wordings” in
the original.

Another interesting phenomenon is Pound’s injection of his subjectivity.
The original Chinese refers to the husband as “% -, which can mean
wanderer, someone not returning home, etc. Pound translates the word into
“sot”, (from the French word meaning “A foolish or stupid person, a dolt,
a habitual drunkard” (The New Shorter Oxford English Dictionary). Instead of
translating it as “non-returning husband” or simply “man”, Pound creates
a satcastic effect through the double meaning of “sot” (foolish and/or
drunkard). The last two lines change the subject of emphasis from the female
in the original to the male in the English translation. In Chinese, the subject
is the wife’s loneliness. In Pound’s translation, the sot is to be blamed. The
original Chinese line, which reads “it is hard to stay by an empty bed alone”
(Z2 K48 5F), becomes “And leaves her too much alone” in the translation.
In the original, “bed” is both the subject and object. In English, the object/
furniture is replaced by “her” and her feeling of “too much alone”. There is
also the contradiction between “too much” and “alone”. No normal wife will

accept or expect to be “alone enough”, not to mention “too much alone”.

85



Translation Quarterly No. 75

In Pound, the idea is conveyed that the sot remains “drunkenly away” and
“leaves her too much alone”. It seems that the theatrical effect is well attained
throughout the whole poem as Pound is reincarnating the lady in his vivid and
more elaborated description. He shows the lady’s feeling with dramatic effect

yet by natural wordings, logical flow and realistic emotion.

5.2 Persona Two: Pound as the Unhappy Court Lady in “The Jewel
Stairs’ Grievance”

The Chinese source text comprises five-characters per line, in the
standard format of classical Chinese poetry. The original imagery of the poem
does not denote any subject, only objects are included, e.g “EFEH” (Jewel
Staircase), “H#&” (white dew) and “FkH” (autumn moon). In the English
version, Pound’s masculine subjectivity is completely subsumed in the persona
of the court lady. Only the unnamed and enigmatic female persona is shown

through the insertion of the subject forms “my” and “T":

It s so late the dew soaks my gauze stockings,
And I let down the crystal curtain

And watch the moon through the clear autumn (Pound 2010: 59)

The English version here portrays a solitary court lady. She only has the moon
for company. In traditional Chinese culture and literature, the moon signifies
family union and/or a melancholy feeling of departure. In the accompanying
note to his translation, Pound explains his observation about the poem’s
implicature and claims that his subjective view as a translator becomes a
key to textual meaning in the extra-textual material which comments on the
subtextual connotations implicit in the voice of the waiting persona. Pound’s
translation echoes with Stanislavsky’s preoccupations concerning the premiere
performance of Chekhov’s The Seagull: to show or not to show the intentionality

to readers, or in Stanislavsky’s case, the spectators. Pound chooses “showing”
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by adding the first-person subject so that readers can identify with this persona.

5.3 Persona Three: Pound as the Yearning Housewife in the “River
Merchant’s Wife: A Letter”

This Chinese poem is famous for the depiction of a young wife who
is longing for her husband to return home from a long journey. The original
Chinese title is “Leaving for Chang-kuo” (R T47). It is composed using five
Chinese characters per line, narrated from the first-person viewpoint of the
young wife. It is interesting to note that the first-person subject “I”” is absent
from the entire poem, except in the first Chinese character in the opening line
“%: literally meaning “little wife”.

In the first part of the original poem, the little wife is telling her story
— how they met while she was a little girl. In Pound’s translation, the female
persona and the absent husband address each other more equally, using simply
“I”, “you” and “we”. The first-person diminutive identifying the Chinese

narrator — “little wife”” — is omitted in the first stanza.

WHILE my hair was still cut straight across my forehead
I PLAYED about the front gate, pulling flowers.

You came by on bamboo stilts, playing horse,

You walked about my seat, playing with blue plums.

And we went on living in the village of Chokan:

Two small people, without dislike or suspicion. (Pound 2010: 57)
LRI
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In the second part of Pound translation, the persona addresses her husband
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using honorific reference as the age of the characters grows:

At fourteen I married My Lord you, I never laughed, being bashful.

Lowering my head, I looked at the wall. Called to, a thousand times, I never
looked back.

At fifteen I stopped scowling, I desired my dust to be mingled with yours
Forever and forever and forever. Why should I climb the look out? (Pound
2010: 57)
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The line “At fourteen I married my Lord you” is particularly worth noting,
From Pound’ interpretation, English readers can visualize a young wife deeply
in love with her departed husband, yet shy with love, respect and humility. In his
imaginative sympathy with the source persona, Pound conceives the character
not as a contemporary American male writer, but by imagining himself as
a lonely, girlish, housewife waiting painfully for her young husband’s return.
“She” does not know what he is doing or when he will be back. We can also
sense a strong mental struggle between hopefulness and hopelessness. Pound’s
version re-enacts the scenario rather than simply rendering her physical and
emotional state.

In the original text, the Chinese folk-tale of a man holding a pillar to
death while waiting for his lover, which the poet Li Po alludes to, is deleted.
Instead, the whole line is transformed by substituting the emotional intensity of
the source persona: “Forever and forever and forever”. The young wife is here
expressing her yearning for her husband’s safe return. By replaying the scenes
of her childhood meeting with and youthful martiage to her husband in her

mind, she becomes aware that her bashful reserve has now metamorphosed
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into an intense and intimate feeling, Her change of psychology and the
intensification of longing for her husband’s safe return is better re-presented
in Pound’s English version than in the original because in his translation he
literally plays the role of the river merchant’s wife.

Moreover, the emotional intensity is more palpable in English. At the
beginning, “Played I about the front gate, pulling flowers. You came by on
bamboo stilts, playing horse ... Two small people, without dislike or suspicion”.
Instead of “two children”, Pound uses the contrast of “small people” to imply
their secret maturity. In the wife’s narration, “Called to, a thousand times, I
never looked back”, the original five-character line has turned into three short
phrases to create a strong dramatic effect. “You dragged your feet when you
went out” is not explicit in Chinese. Pound’s translation shows the husband’s
unwillingness to depart from his wife, according to the wife. For the line “They
hurt me” (Pound 2010: 57), the original reads “I feel sad”. Pound’s translation
depicts the source persona as one who is extremely sensitive and vulnerable,

presenting the image of palpable yearning and fragile hope.

5.4 Persona Four: Pound as the Pseudo-Joyful Traveller in “The River
Song”

The original poem by Li Po describes a joyful boat voyage. The
description of the scenery, the boat and the musical instruments is expressed
through “spectacular” Chinese wordings. There is however a subtext conveying
the feeling of loss and under-appreciation in the daily context of court life by
the poet-persona. This is especially evident in the middle section of the poem,
which subtly shifts the emotion of the traveller during the river journey from
euphoria to poignancy. The Chinese original is composed of seven-character
lines. The word choice, thyme, pattern and parallelism are very refined.

In Pound’s translation, the semantic value of the original word-play, i.c.,
the use of a couplet in each stanza, has been simplified in English. The intense

feeling of a joyful travelling is mixed with melancholy feelings of inactivity and
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frustration. For example:

Kutsu’s prose song Hangs with the sun and moon.

King So’s terraced palace is now but barren hill,

But I draw pen on this barge Causing the five peaks to tremble,

And I have joy in these words like the joy of blue islands.

If glory could last forever Then the waters of Han would flow northward.
(Pound 2010: 56)
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The story of the Chinese tragic hero — Jii*f- — is indicated by the solid image
“Hangs with the sun and moon”. It is a metaphor of the traveller’s own self-
appraisal — his lofty mission and his capability to write “Causing the five peaks
to tremble”. The English translation foregrounds the truthful feeling of the
traveller who is perhaps the poet Li Po himself. Pound has added words to
elaborate contrast (“But ... causing”) as well as more positive emotions (1
draw...” and “I have joy...”). The subjectivity of the source persona is thus
more clearly defined and projected in the translation. Instead of employing the
ellipses of the original to similar effect as in “The Beautiful Toilet”; here Pound
elaborates and expands the source persona by inserting himself into the role
of the poet and his bittersweet emotion.

For the theatrical use of language to show the subtext that the
persona feels under-appreciated, Pound uses “drift with drifting water”
to indicate the sense of moving “passively, aimlessly”, or being “brought
involuntarily or imperceptibly into a condition, a way of life” (definition of
“drift” taken here from The New Shorter Oxford English Dictionary). Moreover,

a sharp contrast of images is evident in the English version: “Kutsu’s prose
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song, Hangs with the sun and moon/ King So’s terraced palace is now but
a barren hill”. In Chinese, the former line indicates timeless treasure, and
Pound employs a transparent strategy to create a dramatic effect: “Hangs
with sun and moon”. The short phrase “is now but a barren hill” is very
simple and direct and contrasts with the sun and moon reference. Another
contrast is “And I have joy in these words, like the joy of blue islands”.
The Chinese original includes a geographical name, and Pound renders
this as “blue islands”. Figuratively, blue signifies the mood of sadness and
depression, which is contradictory to the evocation of “joy” elsewhere in
the poem. The subtext of “blue” occurs in other lines, including “South of
the pond the willow-tips are half-blue and bluer” and “The wind bundles
itself into a bluish cloud and wanders off” (Pound 2010: 58). The original
Chinese could simply imply “green” as opposed to “blue”.

Pound’s translation of this poem is very transparent, and the emotion
shown is very direct and forceful. The line: “And I have moped in the
Emperor’s garden, awaiting an order-to-write!” (Pound 2010: 59) is not
mentioned explicitly in Chinese; Pound adds this emphasis to abruptly
change the poetic mood from euphoria to poignancy. Moreover, the
subject is “we” at the beginning of the poem: “We carry singing girls, drift
with the drifting water”. In the middle section, this is changed into the
single “I” persona: “But I draw pen on this barge causing the five peaks
to tremble, and I have joy in these words” and “And I have moped in the
Emperor’s garden, awaiting an order-to-write! I looked at the dragon-pond,
with its willow-colored water”. By transforming the collective pronoun to
the singular, Pound identifies with the source intentionality to express the
pseudo-joy of travelling in group — pseudo-joy because the source character
is aware of the festive mood on the boat but is not truly enjoying it. Then,
the “I” emerges later in the poem to convey the subtext of frustration
about being under-appreciated. Again this may be called an emotional

crescendo: “We” to “I”, and then to the scenery and music at the end.
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Pound’s translation suggests that the source persona is trying to suppress
his feelings by concentrating on the external environment. Thus the English
poem hinges on the tension between the external and the internal, between

surface and subtext.

6. Applicability of Method Acting to
Histrionic Translation

This section will conclude the ways in which Stanislavsky’s method can be
seen to resonate with and even share certain synergies with Pound’s inspirational
method of histrionic writing and creative translation. Although the two were
contemporaneous there is no evidence of collaboration or definite influence.

The conceptualization of histrionic translation, which originated in
Poundian translation, is historic and creative. Two types of fidelity can be
observed at work here, despite the fact that Poundian translation is not normally
associated with fidelity but rather with creativity, and these co-exist in his schema:
first, fidelity to history and the original text; second, fidelity to the ambience of
the historical context and spirit of the original text — thus the second element
belongs to the creative principle. The negotiation between the source authot’s
text and the translator’s inter-subjectivity operates in the interstices — just as the
playwright’s drama text does with the subjectivity of the actor.

Pound’s histrionic translation is a creative force instead of a static
and scholastic stipulation. Pound re-creates a parallel persona in the target
language for the target readers. In the case of “non-reconstructable”
personae, such as the young wife in “The River-Merchant’s Wife — A
Letter”, he re-creates a new persona. Here “persona” refers to the addressee
of the source text. For example, in “At fourteen I married my lord you”,
Pound’s English translation exaggerates the “you” to empathize intimacy.

The female persona is pejorative, for Pound has exploited and exaggerated
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the differences between the source and target receptions. Pound is using
what is comparable to a Stanislavsky method by imitating the character’s
persona. More specifically, Stanislavsky’s “magic if ” is adopted: How would
this girl address herself if she were to speak in English?” Pound infuses
the yearning young wife’s soul with his own in metempsychotic but beyond
their histrionic fusion. A “method acting” strategy is employed here: “If
Pound were the persona in the poem, what forms of address and what
locutions would ‘she” use in English?” The concepts of metempsychosis
and identification so central to Stanislavskian acting are also relevant here.
Pound’s histrionic translation imaginatively projects into the persona’s mind
and body by applying the translator’s subjectivity and visualizations to the
persona’s subjectivity.

Nonetheless, this does not mean Stanislavskian Method Acting can be
uncritically applied to translation. One problematic area of Stanislavskian theory
and practice lies in his idea that “If T get my psychological self to come to the
surface, my psychological self would speak directly and enlighten the audience”.
This is not always the case and not all audience will be involved. It also may not
work every time for every member of the audience. The second major caveat
relates to the ideas of losing oneself in the role of and “sympathizing with the
role”. Being too intimate with the role may well cause the actor to lose judgment
and perform the role distortedly. Another loophole is that Stanislavsky did not
analyze the same performances by a single actor. Each acting process cannot be
identical to the previous one; each is an ongoing process. There is rediscovery in
every performance as there is in every new iteration of translation.

In conclusion, the four personac selected are a fair representation
of personae in both the shorter and the longer poems translated by Pound,
illustrating the effectiveness of his method. The personae tend to be more
developed in the more narrative poems. Examples are used here for analysis as
they are particularly helpful and suggestive of Pound’s virtuosity in the practice

of translation. For instance, we can find nothing masculine in Pound’s translation
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of “The River Merchant’s Wife” and “The Jewel Stairs’ Grievance”. Instead, an
aura of delicate femininity impresses us with Pound’s intuitive understanding
of the temperament of the poem’s persona. Histrionic translation is explicit
but not unnatural. In relation to acting principles, Pound’s translation is similar
to Brechtian acting as the translation is self-conscious and explicitly stylized; it
also contains a Stanislavskian method of being implicit and naturalistic. Thus
we see two kinds of acting in Pound’s histrionic performance, although the

Stanislavskian mode predominates.

Notes

t For the generic use of pronouns referring to the categories of translator and actor, “he”

will be used to represent actor while “she” for translator in this paper.
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