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Abstract
A Study of Language Ideology in Translation: Using Examples from
Mark Twain’s Adventures of Huckleberry Finn (by Chu-ching Hsu)

In order to find out how ideology is expressed textually in
translation and how Taiwanese translators render “colloquial
language” and “dialect” in translation, this study specifically sets
out to investigate linguistic ideology and the translator’s use of
idiolects in Chinese language translations of Twain’s Adventures
of Huckleberry Finn, where there are dialogues written in a
colloquial idiom and dialects originally used in Mississippi.
Framed by and applying Lefevere’s theoretical concept of
translating as rewriting, this study extracts and examines some
examples from several Chinese renditions of the novel, to illustrate
how individual translators convey their ideology in their renditions
and what translation strategies are employed. The findings of the
study reveal that Chinese translators do employ different translation
strategies to make the final product acceptable to target readers,
thus confirming target language norms and poetics. Furthermore,
there is also indication that the translator’s personal ideology is

significantly influenced by mother-tongue education and
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linguistic ideology, as well as social and political changes in

Taiwan.

o u 7

Ry T T ffe 18 5 2 ) SR B A A TR hA B R SR U RE = LA
ST S - AWFEREE Lefevere BlGH » 75 B MR O RE R ik
il o LIS o HREIVES Y Adventures of Huckleberry Finn ('Twain
1961/1996 ) fE& IR BIEE R b 72304 - DAUTEE K 5 = W
Rl > PREERF A 2 GBS EAIPRE" REEF - Twain [

RSB SRS o BT SR s AR R ER A
G EE R SST E Mk o BERREAEBIRER - B E] T A AY R
> HELE SR EREARARHMHBAME - EREENZE - ZEAE
EENFEERESEE  TESRFERNENE L EEE - K P
HHEERENEE - SRS TRLE - R - S EIRHE
W EEM A - FREEE A RREE LS W -

ARSCLL Twain B85S E LR R 28 2 iR G Y R OCEE 2 Fy
£ e EERE AR R R O REACCEAT S o RIB
FHR A EAGKE T (Huck) MER (Jim) HIEEERAFHRY
IS Rt IeaERE - A EARE T YR

(—) BEFEHEWNFAER Twain {EfHA “KXAFE" K O
FHEE ST BURE SRS 7 (IR EE T TR WIPLE A 5 SR 2 R R
AR ERE S EAS AR (1 2

(=) EHGEALTE—Gaf (XHEEME) —NR#
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R SCERE LA 1B 5 R S R - REEREE) - S Ent B
AysESE R A R TR (CARE S ERIPE - BAHEEM "B
an AR AR - BE R A AGE S A E#RmNE -
{E L VHRERRAE - AWTFEATIRAT RSOy "3 = SR
& ARG SOl P TR B BRSO FE RGR A - T2
Ll Paul Simpson FrffGIRAVER > “fEIEASSE —REEE @B HLFES
FIEER] - FTRBLH R — @ R A RS ~ Fa BT (1993:
6) ° Iﬁté%ﬁ%ﬁﬂﬁﬁﬁﬂ@ﬂ%%!)‘(ﬁ Rl R R R
E’Jﬁ B PERYEE F S G R A FR R A AR AR R
B H%%Kﬁﬁnﬂ’ﬂé%&@ﬂ’ﬂ °

. Iﬁﬁﬁduﬁ

IR Lefevere Hlag » WM R SCRARAMSILA L & > FHEHL
RIAFIMER SR Ee R E RGP (ideology) » HAJEE K
FE GBS AL RS (poetics 5 1992: 41) - “FEHEHY
BEMPE” AREZEAGHERN AR EEYE

(patronage ) SRANFAGEEY - IRILEE PR ROBIEESRIS - SL2 E
P B HEMIPRESAYRE - 1 "SRR B SR
BEE LW “FEY > WnliE “BEEE (translational
poetics) " HIZATEHAY “SCEREG (CHICEBRIAHE -« THREMRE
)~ BIPEIRRUASC S " (&R - 2001: 65) - L4k - |
BIFREESMSbES (universe of discourse ) 7y Ak By 25 Fd
o ANFE SR EAE R R I SN Z B E 5 (objects) ~ ]
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& (concepts) I (customs) 5 BEMFREHCHE
A R AR R L R B R S, - BRI - R R E g E R
JRAERIEE AGE LI SO R 19 > R ERESAEE -
Rk - B T A FRIRREE Y » R E S g RN
GE N E HFTREEE Z OB R SRS - BRIV RE - R - ity EER
F o EEWERIRE > DERHELE - [ ENEEZF
ko hoNZEZ 92 (40 Muchnik 2003 5 255780 KR8 » 2008 ) £
M B T R LB -

REE > — AR - AINT bR K Rk B REE
SRT » B T SRR S E R T B B2 A » RO R AR EE B
TG #E ST BIRBIER - R FE A S EEBL AR5 - Rk
35 FRRBH PRI AR A GBI SUALEE © Lefevere (19925 1992a)
—FHEF  WETEERES A LryEn o RS BRI
TR RIS - [FGARERYMFE (connotations ) ~ R
[Flfg X B (illocutionary level ) ~ “RNEIFYSAE (dialects ) FIf#H
NGBS EAE (idiolect) - REEREHMZN - KEM#MEHEE
SALRHAT—EB5T (Lefevere 1992: 56-58) -« #h]gHa » AN
SGHEFESE “FEE bR MIESUR - MAZEENEE - 1
JE o BRI IREAO RS - 1 H. - BT S8 AGE
BRSNS ey SO EE A SR R TG EUE 5 IS TR
JRE - AEAEAE M B -

s BEMETN T > BREEHREZETE > BEF
(T DA I R fige il “FEAT A “§£§7l\ ST RIRE  EEE
BlEEH O BRIV LA - SES METLAS ML &L - 2
TR RIS E (Fishman 1972/1986) -« il » G55 # A EH
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RRFRIAAAE - R B8 AR AE R (ML & S LIR By - R 2RI
[FIEEREHYE AP RE (B EHE > 1993/2008: 174-175) » NEEEH
DI R B —5E 5 IR ISR B -

=~ HESRH R

FER Y [ S SCA 3 EERGI AT IR eh > 13 Twain
0 Adventures of Huckleberry Finn WIEIRE(E b7 FER A - E
SRR REPFR T E B COGEAN R - e A&/
TEAN R 7 AR PR FHBH NS AIGE = TR - 2RI - A Bl TR SRR
e b B E B EAER T > — 2R IR SR A
TR TR B A AR R — AR A -
£ 2001 4 > WRAE I E HAH L am SR ANME BT #IEE/NER
Adventures of Huckleberry Finn §ij 13 B » 82 HEE CEL S SNUATE
GEFEEMERES—RE (1985) ~ BRAM (1993) - &F
Wit (1995) Refi$s (1995) ——MHA L - JLARENT » & amaE
BRI R R B NG R I G RE S R o (IS —1R
M2 MR AMERERN "5 AKEFMER L EASE 5
(Huckleberry) &M (Jim) BYRFH ST SaE% » ELIHOSOKGH
RRTOREECE - DL g EA (lB) T REEEE )
Ry MR AAE (2001: 20) < JfhAh » AREGAT /23 HAPUATE S
W REATIR > AMEDUE SRR 0 BB R iR B LRy 73T
HyE H AR AT IR A AR SCEAR » MARIT S S/ NGR T "5
A HOCREMESCEET AYAERL{EHERN o LRGP B GRS
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N AR - B AR I R A A ) e SR AR R B R RE S A
& o Sl R S TR -

TR - S (2008) WKERFLAS Adventures of Huckleberry Finn

AURES— BRI (1987 ) ~ XXIGML (2001 ) ~ MfGELF
(2001) ~ ESOEMIE SR (2005) ~ BRAKR (2007 ) ——Fsbft

FEOA » PR H A REE sE B I S E R - ERBEC
acal— RS - B 21 (ERE#E - A e TR AR Y
PR o EHBO AT E L - B WG ST BEE
ARV EE - MERGEE FIE R ST T S R R K 2B
o fBSE CRTEEMET R R R

[EIAR M - DURF E B8 I R B S SR TR R R 1 IR

(2006 ) $EIRA7RE SR ARG Adventures of Huckleberry Finn

RS BUBTEIA EETT S EL I # > B R 8 AR ESOR
IBUATESE » MRALTESA SR By 5 2 - BRFHYERAAIR AL
THEMBIBUG R » IHEMFERR R E SRR S » IR
gt o BREREEFRH - BIREAYSCRAE AL AME R TR AN R BUE B
feEre) - SO TR SRR YRR 5 AT DA RR R — SRS o T
RIE AR A HY -

EeAh - WEFERI—AVNGR - el Rk B (2008) DIsZ 3652
FIRE - A R P G Ry HE 0 - DUREIRFPERIRZE 532 - Bl 17 H 1942
FRIEPBINMC R - B2 - WL ERENA 48 AXER
(] Py HT T 7 A IR SL > 73T B SRS e 3 78 A e L 5 1S P B
BOGIRF ML GRS 5 0 KERHEZRLE - B EIR
BRI » AR HTAN RN AR EE ST N30 B (R 26 B AR
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FEFER] - BER IS WEE" R Berthele (2000/2009 )
JEF Catford (1965/1974) Hy “%[F] (equivalence) ™ #aEHEGm -
et &aE S B AR - GiEm/ NGB A Jim BT SO S R
[RE - DIREIFPERUBTE S5 > Berthele J8E 1890-1997 4R HiRR
B 13 AAEIRECE - ABELLVINGR Adventures of Huckleberry Finn
Jim FUARZEREYTT—5 8 B/ (3t 6 B2 5 746 {EHESL
) —WERESOR T MTRER) © Berthele 5 HFTHUEREY 746
18] B e S RO FESCRIGE > 0 e R ¢ (1) BF R

(a7 R# S B - #E T IEREHFFHEHRE)
(2) HAMpF R CEREREE R AR A~ A 5 RS ks
BEE) o FEITEL R - KA ISR AN ] B R IEA Y
TESCHFF 71 W8 5 P o A [R] IR AR ik & LB - ot
Jers R E o N EIFEE TR AR BN R RO T
EEF ATt R AR G5~ iR - il ~ RS -
M EF M - Berthele 8B FIRFHHAREYEESC - HEE K
e AN [R] 5 7 T ) PR SRR A Rt & 5 > R IRp 2 B LR
FH Twain FIRAYIEREBIR A Jim BURIARE S R RGHED T
—fx e

R AFEFR R R MR LA HM T - € Rosa
(2000) HYRERFIERIFEEE] - EREREEMBEVTIERAGE & HiBts -
T~ R SR ER A R S EE R A R B H PR - [RIER
— X o AN R NI AGEE S 1L - [
—re A WEEFRRESOR - DA {EARSCR B > Muchaik (2003 )
iz [El—E%% ( Rivka Meshulach ) @R ENEE Ibsen H[E—EIAS An
Enemy of the People » F{EFESCHHIS 20 2K © 58t i fi i 3 A
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FBLEREE GG » Muchnik ZEE - PRIRH R L & BOG R0
FAAR SO FH# (language norms ) CHASASCE » FEIL R A ~
ERMAECHEARR ;GBI - FZ 0 3
FHRTEMAEAGE X BB RE LK BWEER FHIUCE
KA #2838 B R SR SO AR A b - 8 R Rt AT 3R
B - K E RO EEEE AR RO (R R it & R - B HA B - BR
iz 4 > Muchnik SEFEHY » FLE AT R — 3 2 R EIEESC 20
FeFCEEGE S Kot @ # AT 1% (ibid.: 296) © 4fH Toury
(1995: 53-69) 5k ¥ [E—FE » fu bR EIR R EIEESC
Ko BT o RE—it & hEE S HER L e — Bl
IR FREZFESOR - BT 5 S Rt & E 5 —F g R oo
DI{E RE S A — 4 T il AR -

HH EFNRIRRTE R DA - BECGE S RIGE A » nTREMK B AYRET
7~ b~ BB L > BT > s g R G
R TR ARE 0 B IEHE AR EE ST o AR HF 1R
2 ol pgse - HEESHABESLDERE—FES T AH
EI’J FUR SR AR A FE ST AR ~ ik & 38 5 FlECARI R

- RERGEBEERCRE - A > BREME AR - T REE
B'KEPEFH?? IR IERE HRES e » %P8 E - EARH
o EEMENGE ST EEOE - BB Ul HEMEGESH
N BCRRERE 5 Ak g - 20T SO A BRSO R G5
1S = R R WTZERY < 6 B > BORAYEI SN2 308 - %7
AR R ERE S BRI - S HEER “HE
fE R B AW ST - 2 BN AT e Ry E 2 -
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/NG Adventures of Huckleberry Finn H1 “HXXHE" K “LGE
HE A G R K A GE S A R ERRIPRE - AR IRIRY
TR > T A EAEE A EERE (manipulation) - DU HEEST
RESIYI & NI B O S(BRE R - Bk BRSO eI S -
£ FRMEERGRES » AMEREBLAIR SO+ - B2 1ESMNE
MRS FUEE REBAFE S MEHNRIHRES - 6l
a1 Twain B 5 H56 ~ Alice Walker FJE A/ E ~ James Joyce 1Y
h S ER R BT - REF RN SO F I PE 78 3R S R HERY
MBS RES IR SGER - HLAEEER SR fRE (72 B0k
Iy#(2007] ) - {HATREA “FIERF" -~ “MHELEF" - “#85l
FUo~ EIsERT F7AKEH - AT Jim H1 Tom HY¥
i EE FERTT K CMEIETT K vs. BGL) K

R got no coat o’arms Vs. a coat of arms -

Jim says: “Why Mars Tom, I hain’t got no coat o’arms; I hain’t got
nufn but ...”

“or, you don’t understand, Jim; a coat of arms is very different.”

(Twain 1999: 264)

HE iR SRR o PR REE | A ERRE 0 A
ﬁ o7

o RN E A BECRE TR RIRYERG o 7 (BRI 2001
278)



(EERZ=TI) S5y

AR - BEAE I AU - BE S R R ACE B J A = RERIAY 1R
Fo B “HET KRN CENRRES 0 R ERR
FRE R o SRRSO > il B (G EEE R S

—E R HR AR SR - AEBSCE (1995) FIMELT
(2001: 20-21) Ay “FFFikEeC (temporal marker) " ——2K
BB N O ET K R  PIAIMARLT
fEHGR X > REAOFEAP X RaEmER AR “F7 FaK
BRI - VNGRS —4)

You don’t know about me, without you have read a book by the
name of “The Adventures of Tom Sawyer”, “but that ain’t no matter.
That book was made by Mark Twain, and he told the truth, mainly
... is all told about in that book—...” (Twain 1999: 13)

FEREER (GRERRL) BAE > mEVMERGEREA - T5E
HEBBREMR - AAERE « HESERN > & LR
By REST ML - - AAEE GEEN [ - b2 AAE W
(#Rf&4F > 2001: 63)

MG #IEE Huck BYRERE - NMEAEMEM “A -8 HEE
HE#R" ~ “HERE Kk G#IE] F o DRFE-FHEN
FAES G SEREL A (2001 21) - W38 KRG ST AR
PR Bl sy 7oy CwET W~ T FOEERDE > 28
WE he e B Twain JFEE AT ORGS0

PEWL > MR EGEN “GREET —AIRAR G #

10
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FHIE TR A SR (BREEH > 1989: 11-36) fREECH e

.. Then I set down in a chair by the window and tired to think of

something cheerful, but it wasn’t no use ... (Twain 1999: 16)

- RBAEE PSR T AT JIEACE — el PRy EEE - w]
FERATENERH > oo (MRARAT > 2001: 67)

iR EE A SRR (A RN ) AN SR 2R
B Twain T Huck HYFERE ? MRAELF (2001: 20) FHEx “1ERE
SO A S AN A e SO A B R B G - & R B RRAURE
527 o SR EA Huck B HRROEEED
T Lllktﬁ'ﬁ%é’ﬂ TR ARES o DR A AR S KA

Jﬁt%  MfEEF (2001 39) HEAHGREST S S E MR
“GEEIRET KRR NG THYRDL Jim ERERY SRR S X

“Say—who is you? Whar is you? Dog my cats ef I didn’ hear sumf’n.
Well, I knows what I’s gwyne to do. I’s gwyne to set down here and
listen tell I hears it agin.” (Twain 1999: 18)

MR IR A 2 ARTIGL ? WA IEEIEREE - b > FAIE
BEHCEN > PR AATEACHE - JHTERIO R Rk - 7 OMIRLT -
2001: 68 )

11
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AN H Al > B 5 R

e

AR

5 e

S A1 TS R BRSO S A SR NE D3R 2 52 -

HEEANRZE
2001: 39) -

PR

AE

—/NBH) HE

There was a woman in our
towdn,

In our towdn did dwed’l,
She loved her husband
dear-i-lee,

But another man twyste as
wed’l.

Singing too, riloo, riloo,
riloo,

Ri-too, riloo, rilay - - - e,
She loved her husband
dear-i-lee,

But another man twyste as
wed’l. (Twain 1999:97)

PR S B e s — A

SRR TS

VA

HEA—EIEREA
Rt EAERLIA
BEAWERL

B NIRRT

e
HIFRNE > T -
NI
LEAREL RRTPIUN
HEAAEZEL
A 2L N\ EER
2

B E# (2002:130)

TR -

QIR MRS B R R SR (MR AT -

EEEEEEE (2002) HFEREKLL

ST E‘E’ifaﬂ ENEE R — AN REE
WHILERNY Live in Mississippi (PGPS LG BRYAETS ) 28
B “CIFEM ST WEAREES -

16 #=p (IR
3 EN)

A A (E e
LR
I E B A AR
AlfE S —{E A AR
T °
HZEEH
v > I |
WS > DG » NN - - -
!
I ALk
AlfE S —{E A AR
=

TEETE (1981: 21)

gy » 1

a2 EE (2004 AR AE
Rk L2 FH 9 RE (A Y B RO B S RE RS S e 0" &K
fisE > HE/RER MBS TSR BB THR A
EEER - HigaEERoE L EERTEA - SEE
A W Y e A e B A DR
AR AEIEATE G ERVEEE o A G IR LI S R sE A

 BIAN RIS R

12
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H%ff%@l GoRMEE (A0 BB TS0 MRAEMHE—RE S

T OREEEE RS (IEET B THET SUF - AR 0 1990
FZRIFEEMSRETT (1996) RSCIEIL (2001) - 8 8df
BEEEME “CRERSCT" W "™~ W~ T FEEEhE
R > B RERES —GeBEw - a0 “PET -
FF" JERREARN (SRETS 0 ibid.: 23, 30) -

BB - AR LT - (S EAR S MER G
A ) B R SR R AR SR . RS A R Az 0 B
& B (A A ~ BRSNS R GE S BRI R iE iy — o B
RN - FREMAEL (2001: 40) fi#FE > “DIAEE (REEE
i) REEERAGGE - (R HER  HERER P RBIEA
LR BLERME L GERY R R - fRIEE RIS A EE

AR — ARG Huck BEES » i (E A fEue
BYJ5 S %EE - RIS (MRIRATFIESEEE ) RHTIM [A g

CIER" BT KRBT/ NGR 5 PRAR T B L SR - 20
Huck Wy EEARAE S EARZ RIFAER 14 A& T HA
FERGRES ST R K OEET B o Tl {ERIEE Huck
E’ﬁﬁ%ﬁ o “HEEEHERL - BT EREAEGENRE
e BE T F R HEOFRITHE Dk

mnfa il FERPEFERE 0 DUKEESCRER B SR (FRYEE 5 R
" (2001: 20-42) -

[FIfRH > DL B iRy i EHEE (2004 0 8AFIEK)
TEWMRERE - AGIF E MR A S M2 ArR S “5E"
i HEPAAEFRED - DL il AW GEE G
30 DIORIIGEAL B WS © A EEE 2 B R 05 i » INBEIR E 5k

13
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fRIEES uﬂﬁﬁ%ﬂf%ﬁé’@ﬁi%qjﬁfﬁﬂ’ﬂ “CIRR” eG4
MFERVGEREIG W~ W~ MR o M “GEEfEE”
an CRIEART -~ CmRMT -

EEENNE > BEE 57 OFEL S HHRE
oo BRIV RBEGRE S 21 2 B BT DA RES A - SRR A E
A3t 2 B (TR SRS P R R ORGSR HEE S H A R
GRS AT - MRIELFHE Huck MY IR E 512G 8 H
DA AR TR O PoOkEEE - A B S
ERTEEL & E O EAEAGES R - WTHRES - LUK

RER BT SFAERI T /15 KEES Frth (2001: 39-42) - FRA
MY > EHEE (2004 - BAFG#) AIFEEEAERME  DiE
W A E R GEE R 5 > JeDirhse O A7 e
FRROCT o FRICIIEE RN - SRS CIGE AL BN - A A
EH 5 R R ATE ) R RIS R HAYGE - A T
ARy (2001) JEUIAYEEST - AIHAGIIEEBLREEI T Lefevere Y
Al 0 “FEE ORI R B AR I R MR o B
FTER RO BRSNS » BEHEERRE" (1992a: 48) -

SRR RREGES BB S - AEWE (Fredric
Jameson) 5RFH  “{EEE S AV LAKBT I S Y RO RE S BlCET R
EONTERIVRER ke — ) HEENE - ERPREE R
AR 2SN R PREBEEERNEE”

(2001: 73-75) - SiEMEIS @ S5 AR AT - EE#
FTHELEELERVEWEZETH - DEERG] > B 1949 F65
REBUGREBE > F T mBEIR RIEER - ETH S HE K
o fEF ( BIEET ) RAEMENE GRS 0 BME T

14
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FIRAERL ~ ABHSGAT ~ BFCFRES - i “GE” - g M
Han 0 R —HEGEMESHN “HEAET 0 HA
ERREPIEREZRIFTFEANALES  ANEK—XFRE
DA
HE] 20 i 80 ARG A 1 SER UL - 50 F i R o] e
BEMEAENSEEUL > TEFEAAEALESETALA
Py~ REERICETE o SRR 4 5 R R S 1 S A 5 Wi
o CBRZEAT > 2009: 94-96) ° {F 1987 fifEatk - A 158 LS
WK B2 R H A - BAE 1990 DItk W GSEESER - BEE
EE) ~ Bt BUAH B BILIRGES BB RIEERA - EA1LYS
Bt op R st ( Simpson 2007: 247-255 ; Wei 2006 : A
2008: 60-85) © 7F 2000 B R > HH RME SIS BUBUHERT -
KA FEE W E RO BIRRE RN RGO NMEBUA N B
B 0 B R ARG EE T ERIFFHERALFES X
FAL" WEE - HEENZ - EEENER - BEEHE o Rl
%Eﬁ% ) o WABGE CEOINREEES )
1995 1) o RIS R R E0RE - EE—LRPEI0EE

S WEIEIF B+ EEAEET - RRT M “HEEE
" FRANEES S ke E AP (BISCE > 1995:
40) o

NIt > &S AR R 28 Twain /NSRRI S
R 5 R R SRR AR AR = U LRI — - HEH{EG it
HYRE S BEFI G RO - FMT AT DL 3 a3 s o O A S 5 75 E Bl
%uamﬂtﬁﬁﬁﬁﬁﬁﬂ&%ﬁ Blande b 7R EE R (1981) fEA
FERYERRE (P30 RETEEsc  PEVMRE S 2 ik 2R

15
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HISESCAE - M 0 BEEGEESBORER » EERT S
ZEMHEA > BEE AR > 76D B 5 15 5 Wi i st
B AR (1996) SERARGESCH » 2000 FLIE% HRITR
[FFE H MR LT (2001) FIEHEHE (2001) FREHMESE LS
AL I EEHE R A RYEE S RO KRR Twain [FE R
XITE - WLIERES I - AN Lefevere (1992 0 1992a)
fEH - TEARFER RS RN - BEE R AR R AT
SALRESR > HREET R R U - R AR S AR

FRi g rp ELE G T 1 B AR T RE R R R B S B e L/L;%ﬁ
HEEWR RS BB 2 EL -

F

%%L'

it = FGE A ER O R Y HEAE » sESEMA
HXALWE ~ BRPRE - RWFELISCRAE S Adventures of
Huckleberry Finn Fsfi] » #8H FIRAGEIT- - (FH¥ Lo &5 EEE
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Intercultural Awareness in
Professional Translators:
Examples from Technical and
Non-technical Documents

Hong Ping

Abstract

This paper examines the importance of developing
intercultural awareness for professional translators. Translation
is actually a cross-cultural activity used to enable smooth
interaction between peoples from different cultures. It should take
into account the cultural frame of the target language users. The
major difference between foreign-language training and
professional translator training is that while the former focuses
on getting used to communicating in a foreign language, the latter
tries to develop competence in reading/listening in one language
and writing/speaking in another language. Intercultural
awareness is of great help in the production of a user-friendly

version for the target language reader.

Translation is actually a cross-cultural activity for smooth interaction
between peoples from different cultures. In order to achieve such a

purpose, translating should take into account the thinking patterns of
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the target language users. The major difference between foreign-language
learning and translation training is that while the former focuses on
getting used to communicating in a foreign language, the latter tries to
develop the competence of reading or listening in one language and
writing or speaking in another language, and the focus is on the
appropriateness of a translation for the target culture.

Now, “translating across cultures” has become a buzz phrase and
cultural proficiency is a prerequisite for a qualified translator. The words
“culture” and “translation” are so closely linked that people tend to
argue how translations can account for culture, or to what extent
translation can overcome cultural barriers (Katan 1999: 7). This question
can be sensibly discussed at three different levels: technical, institutional
and general.

Conceptual terms have become easier to translate as different
technical cultures come together under the global computer and
communication umbrella since the beginning of the 21st century.
Translating or interpreting discourse related to the new technologies
across cultures will not pose much of a problem. For example, we can
use our new lap top ot cell phone that is imported from other countries
without the help of a translator, for a multi-language system is installed
in these machines. Once set up, all the menus are in our own language.
There seem to be one-to-one equivalents between languages. The reason
for such an easy formal equivalence is that the end-users of these
gadgets share the same culture, a globally standardised culture of the
computet. From this example, we can see that the ideal translation
situation is where the language can be changed but the culture retained.

Technical culture involves communication at the level of science
and technology. In some cases, it can be measured accurately, and has
no meaning outside itself. Let us take the word #me for example. Tinme

has a variety of meanings, depending on context and culture. On the
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other hand, technical #me refers only to the technical understanding of
the concept and can be broken down into its so/ates and analysed. One
of its basic isolates is a second, which we all have a feel for, but a
technical second does not give rise to feelings; a clear, unambiguous
scientific definition of its duration exists.

Translating or interpreting at this level does not have to deal with
any communication problem after the linguistic switch, as in the following

example:

Example 1

SHF—H  REIEMREKGER L EGEE (CSP) THE - BT
P2 FRTEZ (R DE AT (PV) HREERIRA - [L55E
TR R LA PSR EF A HEHERY cSolar AT
> GFELEARZR 10 FE 7R IR AT AT (1 85 T SL R B RE B B

China unveiled its plans to develop concentrated solar thermal power

(CSP), which is considered to be more cost-effective than more widely
applied photovoltaic (PV) panel installations, in January, when China
Shandong Penglai Electric Power Equipment Manufacturing teamed
up with US-based solar thermal power maker eSolar to build a 2,000

megawatt solar thermal power installation in China within 10 years.

The translation of the above example shows three different aspects.
Firstly, there is technical culture. For general translators, the most difficult
may be the technical terms “KIGREF N EFETE” and ARSI
They should be rendered in terms of the technical culture of those
people working in the field of solar energy technology. Fortunately, the
source text provides the English abbreviations CSP and P17, with which
we could search for the meaning via the internet. Once you know their

equivalents in the target culture, it will be quite easy:
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KREGREROLE I E
HeAARFTH——photovoltaic (PV) panel

concentrated solar thermal power (CSP)

Secondly, there is institutional culture. The name of the Chinese

enterprise should be rendered appropriately into English:

HBEHE TR i BLEH R /N F)——Shandong Penglai Electric

Power Equipment Manufactutring

If their official English names appear on the web, they can be found
easily. Actually, all the company names can be translated into the target
language. For instance, the American eSo/ar could be rendered as “Fg
KIGHE” /N E, just as we rendet e-mail as “FETEF”, and e-commerce
as “E TR,

Thirdly, there is logical thinking. One of the examples of this
kind of difference between Chinese and English is the numeral system.
Thus, “Wy F & T EL” is rendered as “2,000 megawatt”. The latter could
also be expressed in Chinese as “WyTJKEL”, but “FW{ & T K~
(2,000,000 kilowatts) is more idiomatic in Chinese technical culture.
There is even a character “[if;” meaning “kilowatts” in Chinese. Another
example showing such differences is the way one refers to his or her
home country. When the Chinese say oxr country, they take it for granted
that it refers to China. When the language is changed to English for the
English readers, our country should be changed to China. Accordingly,
Shandong is known as one of the provinces in China for the Chinese,
but this may not be clear to English-speaking people. Thus, China is
added before the Shandong company’s name so it corresponds with US
eSolar.

In business transactions, the quantity clause is one of the necessary

conditions for the conclusion of an import/export contract. The United
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Nations Convention on Contracts for International Sale of Goods requires that
the quantity of goods delivered should be identical to that stipulated in
the contract, or the buyer is entitled to reject the excessive portion of
goods and make legal claims against the seller if the quantity is found to
be less than that mentioned in the contract.

The units of calculation include weight, number, length, area,
volume and capacity. The quantities of many commodities are calculated
by weight: Gross Weight, Net Weight, Conditional Weight, Theoretical
Weight, etc. Since quantity terms may be ambiguous, careful definitions
in the sales contract are needed, and careful translation of these terms
is important. The Metric System, the British System, the U.S. System
and the International System of Units are generally used in international
trade nowadays. In the context of China’s foreign trade, the conversion
of Chinese quantity terms into western and international ones poses a
problem for translators in cultural adaptation.

The implementation and popularization of the International System
of Units show the increasing internationalization and standardization of
measurement systems. But confusion and misunderstanding in this regard
are still not uncommon. An American pound, for instance, is different
from a Buropean pound. Similarly, a “ton” has different weights
depending on whether it is a short ton, a mettic ton, ot a long ton, not
to mention the conversion into Chinese measurement units such as i
(7), and Jiang (WR).

Moreover, contractors are usually required to state clearly the
quantities involved in the deal in a contract, and expressions like aboxut,
approximately should not be allowed. However, in practice, there is often
a More or Less Clanse in the contract. This is included because quite often
the shipment is over-delivered or under-delivered, especially for bulk
goods. The following example of a More or Less Clause can be used in

contracts. Now, how should we translate a More or Less Clause into
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Chinese? Can the Chinese language express this idea in an efficient way?
Those who know more about business cultures would say “yes”. For

example:

Example 2
The seller has the option of shipping 4% more or less on contracted
quantity.

B ERES R EE BA 4% W -

Example 3

Goods are packed in new gunny bags containing 100 kgs and each bag
shall weight 1.15 kgs with an allowance of 0.1 kg more or less.
EYIRHTRREEGE - 2100 Nfr - BERBEER 1.15 27 > ft
F 0.1 23T it -

Example 4
1,000 metric tons, 5% more or less at sellet’s option.

3£ 1000 220 - FLFFETT 5% WA ©

Example 5

The seller is allowed to delivery 5% more or less, the price will be
calculated as per the unit price stipulated in the sales contract.
FRFFETEA B 5% RYBERA - (EAR 5Z H E SRRE AT B
(B2 -

From these examples, we may conclude that the idiomatic Way of
rendering a More or Less Clause into Chinese could be “Us I FE{FE
sounds a little bit weird for laymen, but is quite professional in the
context of Chinese business culture.

On the other hand, in non-technical translation, the importance
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of cultural awareness tends to be more self-evident. The concept of
translating across cultures plays a vital role in practice. In cross-cultural
communication, each culture acts as a frame within which external signs
or linguistic forms are interpreted. People who atre part of different
cultures do things differently because of different behaviour, rituals,
values, and beliefs. These elements make up a cultural frame. A statement
made in translation, even if grammatically and lexically correct, may
still clash with the belief system or cultural viewpoint of target language
readers. This is because of the clash of different cultural frames.
Therefore, “cultural proficiency” is actually the translator’s ability to
understand different cultural frames and then adapt the translated text
to the cultural frames of target readers.

One of the examples of such adaptation is shown by Shi Zhikang
(2010), a translator from Shanghai International Studies University who
translated for the Expo 2010 in Shanghai, China. In translating the
Programme of Entertaining Performances at the Expo Opening Ceremony, he

puts Chinese poetry into an English cultural frame.

Example 6

EHXRE - THERN -

Literal translation:

Above there is heaven, below there is Suzhou and Hangzhou.

Shi’s version:

As there is a Celestial City, so there are such earthly paradises as Suzhou

and Hangzhou.

This is an often-quoted Chinese saying that praises the remarkable
scenery in Suzbon and Hangzhon, two East China cities that are well-
known for their heavenly beauty. The literal translation does not draw

an analogy between heaven and the two cities. Shi (2010) notes that he
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reproduces the cultural frame in English by borrowing a phrase from
the British writer John Bunyan’s (1628-1688) The Pilgrin’s Progress: ...
there were pilgrims walking to the Celestial City”. Bunyan’s alliterative
“Celestial City” parallels “earthly paradises” and makes Shi’s version
appear smooth and natural in the target language culture. Let’s look at

some other examples.

Example 7

FEERRE > SRS - B AL US4 B -

Literal translation:

Playing pzpa and soft singing could not well express the wonderful
sight of the four seasons in the South of the Yangtze River.

Shi’s version:

With the soft song accompanied by the melodious sound of the
musical instrument pzpa, we celebrate with infinite zest the charming

four seasons in the South of the Yangtze River.

Pipais a Chinese musical instrument well-known among the Chinese
for its evocation of nostalgia, but it is not familiar to English-speaking
people. It needs elaborating in translation. Shi (2010) says that the word
celebrate comes from the American poet Walt Whitman’s (1819-1892)
opening line in Song of Myself: ““1 celebrate myself, and sing myself, ...”.
Here celebrate means “to honour or praise publicly”. Through the poetic
wording of “celebrate with infinite zest”, the translator sets up a cultural
frame for the English-speaking audience so they can experience what

the Chinese readers feel when reading the original.
Example 8

HMEW T - Bl R — A = -

Literal translation:
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We’ve got a bumper harvest, and we welcome our friends all over the
wortld to share our happiness.

Shi’s version:

We are blessed with the harvest, and we invite you, people all over the

world, to share our happiness.

Here be blessed (with sth.) is a religious phrase that builds a Christian
cultural frame for the English-speaking reader. Moteover, the sentence
“we invite you, people (from) all over the world, to share our happiness”

fits the tenor of the Expo Open Ceremony.

Example 9

NENE > FR AT —RENS 5 i E A -

Literal translation:

Just sing, and we recite together an ancient story.
Shi’s version:

Now let us sing an ode about an ancient story.

While the word blessed is religious, ode is a poetic word with Latin
and Greek roots, meaning “to celebrate a special event”. To sing an ode is
the right expression to use here, reminding the audience of Romanticist
English poems like Ode o the West Wind by Percy B. Shelley (1792-
1822), and Ode to a Nightingale and Ode on a Grecian Urn by John Keats
(1795-1821). One word is good enough to set up an entire cultural

frame for the target language readers.

Example 10
MEAEEEMHA > A EETIHEE R -
Literal translation:

Smile to a world with affection and love. The wotld has a smile that is
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sour and sweet, and this is the smile of the world.
Shi’s version:
A smile, an emblem of the world full of love and affection. This is a

world of sweets and sours, and we welcome this world with our smile.

In the literal translation, “a smile that is sour and sweet” is a bit
awkward in English, though the original Chinese sounds quite natural.
Does English have such an idea of a swile? Shi borrows a line from
Edgar Allen Poe’s (1809-1849) poem Isrefel: “this is world of sweets and

sours”, which contains the same image as the original.

Example 11

ZEAECTRERE © SECETE ? GEAERUE 2

Literal translation:

Who is going through the memory? Who is singing? Who is singing?
Shi’s version:

Emerging from the depths of memory, we are wondering: Who was

singing? Who is singing?

The literal translation is correct in grammar and syntax, but
somewhat vague in meaning. The process of “going through the memory”
is implied in the context, and there should be some difference between
the second and third sentences. Shi’s rendering gives a good
representation. By using the past and present tenses in “was singing” and
“is singing”, the translator gives readers a sense of the passage of time.
While cherishing the “good old days”, we celebrate the happiness of the
present get-together.

From the above examples, we see that the importance of cultural
awareness in translating can never be over-emphasised. The question is:

To what extent do translators need to know about cross-cultural
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differences in the fields they are working? Not only are translators and
interpreters expected to have a grasp of lexis and grammar, but they
are also implicitly expected to understand the cultures for which they
are translating.

At a technical level, communication is explicit, and ideas are
consciously transmitted. Communication at this level has no extra-
linguistic context: the text is the authority, and the meaning is clearly
spelled out. However, it is also at this level that the business community
works, and the shortcomings of a translator and interpreter can be
noticed. The successful interpreter and translator, at this level, will not
only need to have a near-native command of both languages, but also

from

must know where to find technical information efficiently
concordances, dictionaries, encyclopaedias, glossaries and the internet.
An interpreter who does not know much about the technical culture in
question will certainly not be effective.

However, at a non-technical, or shall we say, at a general level, the
negotiation of meaning is amplified. Now the meaning depends very
much on the general culture in both source and target domains. Examples
6 through 11 above show that “general culture” covers a wide range of
ideological and behavioural experiences. The organization of experience
involves simplification and distortion, and it differs from culture to
culture. Each culture has a frame within which external signs or “reality”
are interpreted (Katan 1999: 3). Ideas can be comfortably accepted if
they are presented within the cultural frame. Translation at this level is
a kind of compromise between exotic alien experiences in the source
language culture and the established frame in the target language culture.
The degree of being more exotic or less so varies from translator to
translator. The point is that a competent translator should develop a
cultural awareness and maintain a good balance according to different

contexts.
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Annotation and Adaptation:
A Case Study of a Chinese
Translation of Joyce’s Ulysses

Zhang Meifang

Abstract

James Joyce’s Ulysses is considered by many scholars as one
of the best English-language novels of the 20th century, and it has
been translated into many other languages. However, it was not
until 1994 that the first complete Chinese translation was published.
Before Ulysses was translated into Chinese, very few Chinese
readers had ever attempted to read it. This article discusses the
Chinese translation by Xiao and Wen. By focusing on two of the
translators’ strategies—namely, annotation and adaptation—the
paper examines how the translators turned this “unreadable” book
into a readable one for ordinary Chinese readers, and discusses the
role of literary translation in challenging or reinforcing cultural

differences.

Introduction

James Joyce’s Ulsses is considered to be rich in literary techniques

and insights into human nature, and at the same time it is widely seen as
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a very difficult book. In fact, James Joyce himself once claimed: “I’ve
put in so many enigmas and puzzles that it will keep the professors busy
for centuries arguing over what I meant, and that’s the only way of
insuring one’s Immortality”. ! 'This shows that Joyce’s Ulysses was targeted
at the academic reader and the difficulties were intentionally created by
the author.

Before it was translated into Chinese, many Chinese readers even
called Ulysses a tianshu (book from heaven), meaning it was too difficult
to be understood by human beings. As a result, very few Chinese readers
attempted to read the English version, and even fewer were interested
in translating it into Chinese. Before the 1980s, although Ulysses had
been translated into many other languages, no Chinese version came
into being. In order to bring this great modernist work to the Chinese
reader, Li Jingduan (255 f), the chief editor of the Nanjing Yilin
Publishing House in China, invited Xiao Qian (#§#Z) and his wife Wen
Jieruo (SCHEH), two literary scholars and experienced translators, to
undertake this formidable translation task. Li told the translators that
although Joyce wrote the novel with the intention of making it difficult
even for professors, the Chinese version should be targeted at ordinary
Chinese readers.

Xiao Qian, one of the two translators, first read Joyce’s books,
including Ulysses, as early as 1930 when he was studying at Yanjing
University (now Beijing University). In 1939, when he was studying
literature in Britain, he again had a chance to read Joyce’s works. In
1942 when he was studying at Cambridge University as a postgraduate
student, he became interested in Ulysses. Although he was fascinated by
the book, he was among the people who disapproved of Joyce’s enigmas
and puzzles for the reader. Xiao also recalled in the Foreword to the
Chinese translation of Ulysses that when he was visiting the grave of

James Joyce in Zurich in 1945, he thought: “Here lies the corpse of
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someone who was a big traitor of the literary world. He used his talent
and knowledge to explore a risky area, but at the same time wasted his
great time and talent going into a blind alley” (Xiao and Wen 1994: 3).
Forty-nine years later Xiao still thought that Joyce carried his virtuosity
too far, and made the book “unnecessarily difficult”. ¥ He said: “This
book is a miracle of literary creation in this century. ... However, it is
not an example for Chinese writers to follow. China needs realistic novels
that can reflect society and people’s lives” (1994: 4). Therefore, when
Li Jingduan first approached Xiao and his wife Wen Jieruo, inviting
them to undertake the translation project, Xiao was not enthusiastic
about it. But Wen was undaunted by the complexities; indeed, she was
positively eager to have a crack at Joyce. Then sixty-two, and just retired
from a career as a translator of Japanese literature and an editor of
other people’s translations, Wen felt it was time to put her skills to the
test because in the past she had spent most of her time editing others’
translations. Finally she persuaded her husband that they could manage
it together. “I only promised to help them revise the translation. But
somehow I got more and more deeply committed to the project”, Xiao
recalled in the Foreword to their translation of Ulsses. The project was
based on teamwork from the beginning, with Wen doing the first draft,
Xiao polishing it, and the two of them arguing over the final version.

As Xiao had feared, the translation proved to be filled with linguistic
obstacles. Leopold Bloom’s disordetly stream of consciousness throws
up arcane vocabulary from 30-odd languages. “This is something that I
still don’t approve of. The author was deliberately making it difficult
for the reader”, said Xiao Qian to Teresa Poole in an interview in 1994.
“For instance, the very last chapter [Molly Bloom’s soliloquy], that naughty
chapter, we’ve done it in colloquial Pekinese”. P!

During the translation process, the couple had to decipher Joyce’s

allusions by themselves in the first two years, then help came in 1992
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when a friend sent them a copy of Don Gifford’s Ulysses Annotated:
Notes for James Joyce’s Ulysses. The Irish embassy in Peking also stepped in
with David Nortis’s illustrated Joyce’s Dublin and a map of the city. ¥ It
took the two translators four years to complete the Chinese translation,
which was published in 1994 and became a bestseller. The first edition
of 85,000 copies of the three-volume translation were sold out; a second
and a third edition were rushed into print. It is regarded by the
commissioner as “a great success”. ! Some scholars noted that in
rendering this “unreadable” book into a readable one for ordinary
Chinese readers, Xiao and Wen’s cooperation was the “most perfect
and most harmonious of its kind” (Chen 1995: 14).

Translating this extraordinarily difficult book requires extraordinary
courage and skill. As it is impossible in one article to cover all aspects of
the translation, this article limits itself to discussing some of the
annotations and adaptations the translators made, and the possible reasons
for their choices. It will also discuss the role of literary translation in
challenging or reinforcing cultural difference, as well as the role of
translators in reporting on conflict caused by linguistic and cultural

differences.

Conflicts between Joyce’s Enigmas
and the Chinese Reader

Translating Joyce is no party game in any language, and translating
it into Chinese is perhaps most difficult. To begin with, Chinese is
ideographic, not alphabetic like English. The Chinese character “home”
(%, “jia”), for example, is represented by a stylized ideogram that has
traditionally been interpreted to mean a pig beneath a roof. The English

word “Ulysses” is not pictorial but aural, and comes alive when read
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aloud. As pointed out by Burelbach, Joyce often calls our attention to
the “basically artificial, arbitrary process of naming” ! and he cites as

an illustration the Sinbad the Sailor passage from Ulysses:

Example (1)

He rests. He has travelled.

With?

Sinbad the Sailor and Tinbad the Tailor and Jinbad the Jailer and
Whinbad the Whaler and Ninbad the Nailer and Finbad the Failer and
Binbad the Bailer and Pinbad the Pailer and Minbad the Mailer and
Hinbad the Hailer and Rinbad the Railer and Dinbad the Kailer and
Vinbad the Quailer and Linbad the Yailer and Xinbad the Phthailer.
(U 659)

Perhaps Joyce simply plays with names alphabetically in the above
quoted paragraph, but it would create a lot of difficulty for the Chinese
translator, because Chinese is not an alphabetical language. To make
things more difficult, Chinese is a tonal language. In Putonghua, China’s
official national language, there are four tones to each sound. For
example, the vowel “a” has a level tone, a rising tone, a falling rising
tone, and a falling tone. The tones make a difference to the meaning of
words when uttered. Consider using the word “jia” with different tones
in different contexts: “wodejia” (FZHJZZ, my home)—here “jia” has the
level tone, meaning “home”; “tadejia” (MlIFYJH, her face)— “jia” with
the rising tone can refer to one’s face; “zheshijiade” (G2 2 {RHY, this is
false)— “jia” with the falling and rising tones can mean “false”; and
“tadejia” (BHIEES, its price)— “Gia” with the falling tone means “price”.
With such huge differences between English and Chinese pronunciations,
we can imagine how much difficulty the translator has in the process of

translating proper names from English to Chinese.
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The book title Ulysses is transliterated by Xiao and Wen as “JH]
P (you li xi si), a proper name with sounds similar to the original.
But proper names are not always translated syllable for syllable in the
book. For example, “Sinbad the Sailot” is translated as shuishou xinboda
(KFE{H:E), “Tinbad the Tailot” as caifeng tingboda (FHEIEIHZE),
“Jailer and Whinbad” as yugu jinboda (% <2{HE), etc. These examples
show that when words with semantic meanings such as “sailor”, “tailor”,
and “jailer” are translated, the sound effects intentionally created by
Joyce are lost in translation.

But the play with names is not the most difficult part for the
Chinese translators; most difficult is perhaps the intertextuality in Ulysses,
which is linked to many other literary works. For example, it alludes to
the hero of Homer’s Odyssey (Latinized as Ulysses), and there are many
parallels, both implicit and explicit, between the two works; for example,
there ate the correspondences between Leopold Bloom and Odysseus,
Molly Bloom and Penelope, and Stephen Dedalus and Telemachus.
There are also intertextual allusions to many other literary works, such
as the works of Plato, Aristotle, Dante, Shakespeare and Milton, and
the Bible. Furthermore, challenges for the translator also arise from the
novel’s stream of consciousness technique and highly experimental
prose, for example, the puns, allusions, rich characterizations and broad
humour. Many puns are homonyms making use of the similar spellings
ot pronunciations between English and other related languages. English
and many languages at least share the Roman alphabet, and therefore a
common corpus of sounds, but in Chinese, things are completely

different.
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The Translators” Translation Strategies
On the writing of Ulysses, Joyce said,

It is the epic of two races (Israel-Ireland) and at the same time the cycle
of the human body as well as a little story of a day (life) ... Itis also a
kind of encyclopaedia. My intention is not only to render the myth sub
specie temporis nostri and also to allow each adventure (that is, every
hour, every organ, every art being interconnected and interrelated in
the somatic scheme of the whole) to condition and even to create its

own technique. (James Joyce, Letters, 21st September 1920)

In order to help the ordinary Chinese reader understand Joyce’s intention
that was realized in the wording and content of Ulysses, Xiao and Wen
resorted to many different methods in translation, but this article focuses
on annotation and adaptation, perhaps the most outstanding strategies

used in this translation.

Bringing Ulysses to the Reader through Annotations

Xiao and Wen’s translation of Ulysses has an overwhelming number
of footnotes—nearly 6,000. During the translation process, the two
translators used many reference books, including annotations made by
western scholars like Gifford’s Jamses Joyce’s Ulysses (1974; 1988). Although
Xiao and Wen share Gifford’s intention of providing “a specialized
encyclopedia that will inform a reading of Ulysses” (1988: xv), their
annotated items seem to be different. For Gifford, “the rule of thumb
I have followed is to annotate all the items not available in standard
desk dictionaries”, and for Xiao and Wen, proper names and puns that
carry culture specific information and connotations are key items to be

annotated.
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Xiao explained in the Foreword to the Chinese translation of Ulysses
(1995: 17) that he himself did not favour adding notes to a literary
work because he considered it an interruption to the reading. However,
when translating Joyce’s Ulysses, he had no choice but to break his own
principle because the purpose of the translation was different from
that of the original work. Joyce intentionally made the book difficult so
as to keep the professors busy, whereas Nanjing Yilin Publishing advised
Xiao and Wen to come up with a readable version of Ulysses for ordinary
Chinese readers. Therefore, “with contradictory attitudes”, they decided
to use annotation as one of the strategies to crack Joyce’s puzzles and
enigmas. According to Xiao’s Foreword, they followed two main principles
in the practice of annotation: (1) the annotations should help ordinary
educated readers understand the novel and serve as a useful reference
tool for researchers, and (2) the annotations should help readers better
understand proper names related specifically to cultural items. Examples
in the following section illustrate this point.

All English examples for this study come from the 1960 edition
published by Bodley Head Penguin Books, Paris, and the Chinese
translation examples are from Xiao and Wen’s translation published by
Yilin Publishing in 1994. The source text is indicated with U+page
number (e.g., U154), and the Chinese translation, with T+page number
(e.g., T283). Back translations of the annotations (mainly literal
translations) ate given, and in some cases, transliterations are also given

by the present author.

Example (2)

ST: Our great day, she said. Feast of Our Lady of Mount Carmel.
Sweet name too: caramel. (U154)

TT: 453 © &MY T W [45] BIEERRE - -t
T EFEE [46] - (T283)

39



Translation Quarterly No. 64

Footnotes: [45] L2 AEFIPEILE —E L8 - 71 () o
eI B 22 \ﬁE’JﬁTﬁiE’]m?‘ci‘Diﬁaﬁ LR R - 38 FEHLE R
ARG () 1156 48) - [46] 5@ LTI - SR
{E Carmel > fiiFEEERYFESCE caramel » 38 M ERAZEE LT © (1994
324)

Back translation of the footnotes: [45] Mount Carmel is a mountain
located in northwestern Israel. In the Bible, it was where Elijah and
the prophets of Baal conducted a test of the powers of Baal and the
God of Israel. It was also the place where the Carmelite Order was
founded (around the year 1150). [46] This is wordplay. The mountain

name “Carmel” and the word “caramel” are similar in pronunciation.

Example (2) is taken from the part in which the protagonist
Leopold Bloom indulges in his daydreams. Bloom is a Jewish advertising
salesman full of fantasies and desires. He likes to eat mutton kidneys
with the smell of urine; he fantasizes when he sees naked statues of
goddesses in the museum. In this example, Bloom imagines a beautiful
nun is talking to him, and she mentions Mount Carmel, which sounds
like “caramel” to him. Mount Carmel is a proper name, and it can be
translated into Chinese according to its sound WM [l (jlamishan).
Caramel is a kind of honey, which can be translated as f% (tangmi) in
Chinese. The reason for the association of the two words in Ulysses is
that the two words have similar sounds; however, when translated into
Chinese, their pronunciations are completely different. As a result, the
original effect of the wordplay is lost in translation. Without any
explanation, readers may feel puzzled as to why the two irrelevant
concepts wete conjoined by Joyce. In order to help the Chinese reader
better understand Joyce’s intention, the translators offer explanations in
the annotation. They first introduce the geographical location of “Mount

Carmel”, then provide information about its historical significance in
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relation to the Bible, and at the same time they decode the wordplay

involving “Carmel” and “caramel”.

Example (3)

ST: God made food, the devil the cooks. Devilled crab. (U171)

TT: REARSE T BRRE TR [216] - ST [217] -
(T305)

Annotations: [216] EHIHEEI(ER K « 264 (1580-1653) a5 -
Jih » “REZXKRTEY) > BEAXKTET (U8« Bz
) ) o [217) @ RTHHEE - [FOCE - BERSE devil > MIBT 858
HI[JZ devilled crab ; devil €2 devilled FEEAHIT © (T333)

Back translation of the annotations: [216] Quotation from the
British poet John Taylor (1580-1653). The original sentence is “God
sent food, the devil the cooks” (from Complete Works of John Taylor).
[217] This is wordplay. “Devil” puns with “devilled”; they share similar

sounds.

The source text of Example (3) contains three simple clauses:
“God made food, the devil the cooks. Devilled crab”. When it is read
aloud in English, the auditory connection between “devil” and “devilled”
will be understood, but when translated into Chinese, “devil” becomes
[ ML (mogui), and “devilled” becomes #i+ (lazi). The two words sound
completely different. In order not to leave the reader confused, the
translators added two footnotes, the first of which provides information
about the source of the quotation “God made food, the devil the cooks”,
and the second explains why “Devil” and “devilled” are put together.
Example (3) also shows that, in Xiao and Wen’s translation, an annotation
can be longer than the original text.

Apart from footnotes on proper names or culture specific terms

in the Chinese translation of Ulyssess, “echoing notes” (M-fE]E) are also
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used throughout the book. Echoing notes are footnotes that remind the
reader of other footnotes appearing in earlier or later chapters. The

following are several cases in point.

Example (4)
ST: —Is the brother with you, Malachi?

—Down in Westmeath. With the Bannons.

—Still there? I got a card from Bannon. Says he found a sweet

young thing down there. Photo girl he calls her. (U28)
TT: “HARER{RAE— NS » B 27

“MERATRRE - BRPEES [123] —RAfE—#E -7
SELEA S ? P A AR — iR IIE Frat e A B R T —

{lE RT A MHEL © AE MBI ARG [124] - 7 (T51)
Annotations: [123] BEHTRERE LA T LIPS -HHe Bgg - 2
FHE TR D o mE « PEERREEAE - 2FHEIYEAORAH
AASHIEFPUFLE [146] B ARAIEST » [124] $5AE S —EALF[HR
Bt o AT ZSERF] - MAEFETROR SRS IR R A
TAE - REER AR IO AL -
Back translation of the annotations: [123] Westmeath, located 40
miles west of Dublin, is a county in Leinster Province, Ireland. Alec
Bannon is a student. Please refer to the correspondence from Milly in
Chapter 4 and annotation [146] in Chapter 14, as well as related texts.
[124] (Photo gitl) refers to another protagonist, Leopold Bloom’s
daughter Milly. She works in a photo studio in Mullingar, Westmeath.

Mullingar is 50 miles away from Dublin.

Example (5)
ST: Dearest Papli,
Thanks ever so much for the lovely birthday present. ... I am getting

on swimming in the photo business now ... There is a young student
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comes here some evenings named Bannon his cousins or something
are big swells ... Your fond daughter, Milly (UGS8)

TT: IAEHZEE

I B EE e E Hig ) o e e — T B A Bl L
JEE o -eeee B EAEL R FREE » HRFEIREDE SR - MRy
RSB EAR AN - KF] (T131)

Example (6)

ST: Our worthy acquaintance, Mr Malachi Mulligan, now appeared in
the doorway as the students were finishing their apologue accompanied
by a friend whom he had just reencountered, a young gentleman, his
name Alec Bannon, who had late come to town ... (U399) ... The
young gentleman, his friend, overjoyed as he was at a passage that had
befallen him, could not forbear to tell it his nearest neighbor. (U400)
TT: BAEMZES TR > EFRAIRIEE « ARS8
EZ BRI R —FEM L HEifEw « LA [146] 1 -

(T701) +=eer HOR > — 4Rt - BT B8 [159) ERER -
L FIARIEE - (T702)

Annotations: [146] PEE2 - FAEVUZ R FTEAETE - [159] $8IE
PRELA AR 2 SORRFACHE R > R —FE [124] -

Back translation of the annotations: [146] For more about Bannon,
please refer to Milly’s correspondence with Leopold Bloom in Chapter
4. [159] (Overjoyed at ...) This refers to the relationship between

Bannon and Milly. See annotation [124] in Chapter 1.

Example (4) is taken from page 28 in Chapter 1; Example (5), from

page 68 in Chapter 4; and Example (6), from page 399 in Chapter 14.

They are located far apart from each other in Ulysses but connected

implicitly or explicitly by two characters: Bannon and Milly. In the last

part of Chapter 1, Mulligan mentions “Bannon” and the lovely

1143

photo
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girl” for the first time; in Chapter 4, from the letter Milly writes to her
father the reader understands that she is the “photo girl” and Bannon
goes to see her from time to time in late afternoons. In Chapter 14
Bannon shows up again, the clause “overjoyed as he was at a passage
that had befallen him through” implicitly reveals the secret affair between
Bannon and the “photo gir]” Milly. Since the name “Bannon” is
mentioned in all the above quoted passages, there should not be any big
problem for the reader. However, for the words or phrases related to
Milly, readers must have a very good memory and knowledge in order
to connect the various pieces of information—such as “a sweet young

PEINT3

thing”, “photo girl”, “your fond daughter” and “Milly” —to the same

person. So the echoing footnotes are indeed helpful for the reader.

Bringing Ulysses to the Reader through Adaptation
According to Xiao, the two translators tried very hard to

“transform the difficult book into a fluent and readable one for the

Chinese reader” (1994: Foreword). In order to achieve this aim, they

often used adaptive methods in their translation.

Example (7)
(U177)
TT: #ift « (RS MMESGRFTIE SO RETH - "I ——Wf | 7 (T313)

Back translation of the TT: Davy Byrne was smiling yawning and

nodding. Aaaaaaaaach!

In the ST of Example (7), the compound word “smiledyawnednodded”
was created by Joyce with three verbs put together, i.e. “smiled”,
“yawned” and “nodded”. It may well reflect the author’s intention to

show the simultaneity of the three actions, or to create some difficulties
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for the reader. Nevertheless, if this compound word is literally translated
into Chinese, as “Eiff o (HEHLEFTIS /K ELEE”, the sentence would
not meet Chinese grammatical rules. Therefore, the translators use three
adverbs “3%” (bian) in front of the verbs to express the simultaneous
progression of the three actions: 32{#{%¢ (bianweixiao = smiling), i&$T
15/K (bian da ha gian = yawning) #2EiTH (biandiantou = nodding). By
using the adaptive methods of addition and separation—i.e. by adding
the Chinese adverb “5%” (bian) before each verb—the compound word
“smiledyawnednodded” can be easily understood as showing three
separate but simultaneous actions.

Example (8) is a translation of a poem, where Xiao and Wen

adapted the acrostic form in order to keep the meaning of the original.

Example (8)
ST: Poets oft have sung in rhyme
Of music sweet their praise divine.
Let them hymn it nine times nine.
Dearer far than song or wine,
You are mine. The world is mine. (U599)
TT: (T1047)
FF NBEAHEESCES 0 (shi ren pin yong yun wen xie)
T B EE 4% > (shen miao zan ge sheng yin yue)
S/ \A—EE > (jiu jiu ba shi yi chong die)
WS LIEFIIEYIY) - (sheng si shi jiu ging gie qie)
BB FRIMELH FL o (xian shu wo ging yu shi jie)
Back Translation of the TT:
Poets often use rhyme to write,
Wonderful paean and sacred music,
Hymning nine times nine,

Dearer than song or wine,
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You and the world belong to me.

The original poem in Example (8) reflects Bloom’s most ambitious
literary effort, made while courting Molly. It is an actostic poem beating
his pet name: POLDY (LEOPOLD). The acrostic poem is also a form
found in Chinese poetry; however, owing to the great differences in
pronunciation and spelling between the two languages, an acrostic English
poem may not be translatable into Chinese. Xiao and Wen produce a
translation that is semantically equivalent to the original, as indicated in
the Back Translation. However, the poet’s pet name POLDY, which is
intentionally incorporated by Joyce into the headwords of the five lines,
is lost in the translation.

Apart from the two above-mentioned examples, adaptation is found
in many other places in Xiao and Wen’s Chinese translation of Ulysses.
For example, in the original text James Joyce inserts dashes at the beginning

of lines to mark the turns of conversation, as indicated in Example (4):

—Is the brother with you, Malachi?

—Down in Westmeath. With the Bannons.

In the Chinese version, Xiao and Wen do not follow this practice; instead,
they use conventional quotation marks to indicate the turns of

conversation so as to comply with the Chinese readet’s expectations:

SR ERTAE NS o BRI 77
“MAEENTRRR - BRPEES [123] —RAE—H -7

The most obvious adaptation is perhaps that in the last chapter,

where the original is the most typical example of Joyce’s stream of

consciousness experiment. The chapter enters the mind of Bloom’s
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wife, Molly, presenting her thoughts in 24,195 words with only one
punctuation mark, a period at the end of the chapter. After Bloom
goes to bed, Molly remains awake and reflects on her younger days.
Her thoughts go from love, food, wine and sex to other married couples,
including a husband going to bed with his boots on. She also recalls the
days when she met Leopold. The passage that ends the novel with her

acceptance of her husband is as follows:

Example (9)

ST: yes when I put the rose in my hair like the Andalusian gitls used or
shall I wear a red yes and how he kissed me under the Moorish wall
and I thought well as well him as another and then I asked him with
my eyes to ask again yes and then he asked me would I yes to say yes
my mountain flower and first I put my arms around him yes and
drew him down to me so he could feel my breasts all perfume yes and
his heart was going like mad and yes I said yes I will Yes.

TT: $  ERFRAETHEE L T (QZGE PG s IR T
HUOEE  SERRLE R RO EEUE A JERERE N
WERRHUBIEYT FORPUR W Mt RHsER A EY FURHGEE
IREF M FHOR ] PR REEENS A ST 3
HILHE  FORIRIeMHIS S A 30 HAR i M it
MR ERMEREREEIRT A A R AR B A
RO ORI FORIER AR R AR -

Back translation of the TT: yes when I put the rose in my hair like
the Andalusian girls used or shall I wear ared yes and how he kissed
me under the Moorish wall and I thought well as well him as
another and then I asked him with my eyes to ask again yes and then
he asked me would I yes to say yes my mountain flower and first
I put my arms around him yes and drew him down to me so he

could feel my breasts all perfume yes and his heart was going like
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mad and yes I said yes Iwil Yes.

We can see from Example (9) that there is no punctuation in the
soutce text, but in the translated text, a space is left between sentences.
Normally in English writing, there is a space between words and a
punctuation mark between sentences, but in Chinese writing there is no
space between characters if they belong to one sentence, although the
punctuation rules are very much the same as those in English. However,
many Chinese characters have different meanings when grouped with
different characters. If the last chapter is literally translated into a non-
punctuated text without intervening spacing, it would cause even greater
difficulties for the Chinese reader. Therefore Xiao and Wen separated

the “sentences” by leaving a space between them.

Discussion: To Report or to Adapt?

When discussing literary translation research models, Lambert
(1998: 131) maintains that “translation is a culture-bound phenomenon”
and “it is essential that we study the way in which it varies through time
and across cultures, as well as reasons for this variation”. This article
indeed aims to study the cross-cultural variations between Joyce’s Ulysses
and Xiao and Wen’s Chinese translation, and to suggest reasons for the
variations. In the previous section, we have analyzed eight examples
taken from Xiao and Wen’s Chinese translation, focusing on their two
translation strategies: annotation and adaptation. In this section we will
borrow Nord’s functionalist theory to discuss the role of literary
translation, and to explore possible factors behind the translators’ adopted
practice.

Based on the theory of translational action, Nord considers literary
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translation as intercultural communication, the actional aspects of which
include “the sender or author, intention, receivers, medium, place, time
and motive, the message, effect or function” (1997: 80-82). Although
some scholars maintain that literary works may not have a
communicative purpose, we are told by James Joyce himself that Ulysses
was written with certain intentions. The overriding ones are to keep the
professors busy for centuries arguing over what he meant, and that is
“the only way of insuring one’s Immortality”, while the specific intentions
are to create “the epic of two races (Israel-Ireland) and at the same
time the cycle of the human body as well as a little story of a day”, and
“to render the myth sub specie temporis nostri and also to allow each
adventure ... to condition and even to create its own technique” (as
quoted above). The overriding intentions indicate that his targeted
receivers are professors or academics, and his wish to insure his
immortality, to create an epic of two races and a new literary technique,
can also be understood as the message he wanted to send to the reader.

Compared with those of the source text, the actional aspects of
the Chinese translation are very different. The sender of Ulysses in Chinese
is Yilin Publishing, whose #ntention is “to bring this great modern work to
the ordinary Chinese reader” (receiver), and the medinm of the Chinese
version is of course the Chinese language rather than English. The
Chinese translation was published in China in the 1990s, over seventy
years after Ulysses first came into being, so it was obvious that the wessages
sent by Joyce via this novel had become even more unfamiliar to the
Chinese reader of this #me. As Xiao Qian points out in the Foreword,
“James Joyce purposefully put in so many enigmas and puzzles in the
novel, so we cannot but take measures to crack them so as to meet the
expectations of our readers”. Annotation and adaptation are two of
their methods of dealing with the enigmas and puzzles. The use of

former implies that the source text elements are more or less faithfully
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translated but need further explanations in order to be understood by
the target readers, as indicated by Examples (1)-(5) above, while the use
of the latter means that some of the source text elements have been
changed or replaced by target language elements, as indicated in Examples
(7)-(9). But why do the translators sometimes use annotation, and
sometimes adaptation? Perhaps what Chen Shu says in his Guide to Reading
Ulysses can provide an answer to these questions. Chen, a professor at
Beijing Foreign Studies University and an expert in English literature,
was invited by the Yilin Publishing House to write some guidelines to
reading Ulysses. He points out in his book that “in the translation process
Xiao and Wen tried to produce a translation faithful to the original, but
at the same time when they could not find any equivalents in the target
language, they used adaptive methods to make the book readable (1995:
14-15). Indeed, constrained by the translators’ ideal principle of
faithfulness and by the great linguistic differences between the two
languages, the Chinese version of Ulysses blends literal (faithful) with
free (unfaithful) translation.

Like other translation methods, annotation and adaptation have
their limitations. While annotations interfere with the reading, adaptations
surely lead to the loss of some original features in the translation. Example
(8) is a case in point. When Xiao and Wen adapt the poem into Chinese,
the acrostic form intentionally deployed by Joyce is lost in the translation.
It is not our intention in this paper to do any comparison of Xiao and
Wen’s translation with the other Chinese translation of Ulysses by Jin Di,
but it might be helpful at this point to bring in Jin’s opinion about
preserving the characteristics of the acrostic poem. For Jin, the most
important features of Joyce’s original poem under discussion are: (a)
the acrostic form, with the first letters of the lines forming the word
“Poldy”, (b) the rhyming of every line, (¢) the singer professing

incomparable passion for the receptor, and (d) the singer’s great pride
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in having won over the receptor (Jin 2003: 110-111). For him, the two
formal features are as important as the content features. Example (10)

is Jin’s translation:

Example (10)

(Translated by Jin Di)

FIFFSEIEEM > (Li yong ge lu jia yun jiao,)
B EFRIETE T > (a0 miao shi ge wu jin liao,)
MIEEIEE RS > (bo tao fan gun zhu lang gao,)
FRMERFRGFT > (er hou wei you wo shi hao,)
EREL M5  (de ni jiu shi du zhan 20.)
Back translation: (by Jin Di)

In rhythmical verse with rhyme,

Wonderful songs are sung without end,

Like tidal waves rolling higher and higher,

But mine will be the only song worth singing,

For you are mine. I am the top of the world.

In Jin’s translation, the name LEOPOLD (FI[E7FF1S Li ao bo
er de) is embedded in the initial characters in the five lines, which is
intended to preserve the original flavour. However, as pointed out by
Jin himself, although the characteristic of the acrostic has been retained,
“some of the facts” have been “completely transformed” (2003: 110-
111). The transformed lines, especially the third one, “Like tidal waves
rolling higher and higher”, may sound very strange to the Chinese reader
because they are irrelevant. The translator put the lexical item “J7 35"
(waves) at the beginning of the line in order to place the third character
of the Chinese name there. Because of the meaning of “Hz” (tides) or
“Wils” (waves), the whole line goes astray. The same can be said of the

fourth and the fifth lines.
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Conclusion

Having analysed and discussed some examples of Xiao and Wen’s
translation of James Joyce’s Ulysses, we now come to our conclusion.
Over centuries of literary translation, the translator has been expected
to transfer not only the content of the source text but also the form
and style, so as to achieve equivalence between source and target texts.
Yet in reality this ideal is hard to achieve. As our discussion shows, there
are at least three factors that may prevent the realization of equivalence
in translation: first, the purpose of the translation; second, the
understanding of readers’ expectations; and third, the cultural differences
between the source and target languages. With all these constraints, the
translator has to use all kinds of strategies to represent what the original
author intends to convey in the source text and, at the same time, case
the linguistic conflicts which reflect the differences between the two

cultures.

Notes

I Quoted from the “Introduction” of Jeti Johnson (see Joyce 1922/1998:
6).

B Quoted from Li Jingduan, “The Translation of Ulysses and Me”, in
Guangming Daily, 06/11/2008.

Bl Quoted from Teresa Poole, “Happy Ending to Long Struggle for Words:
China’s Translator of James Joyce Counts Casualties of a Literary Life”,
a report for The Independent, November 20, 1994.

W Tbid.

Bl According to Li Jingduan (from the same source as footnote [2]), up to
2008 the total number of copies of Ulysses published by Yilin Publishing

was over 180,000. The Publishing Company won two national prizes for
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its publication of Ulysses.
€ Quoted in Culleton (1994: 101).
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Taken Out of Context:
The Importance of Context in
Japanese-into-English Translation

James L. Davis

Abstract

Since Japanese is a high-context language, the translator
must identify and make use of all potential sources of information
within a text that can clarify which among several possible
interpretations of a word or phrase is the one intended by the
author. This paper includes numerous examples to illustrate how
context provides essential information that can assist the Japanese-
into-English translator in producing a translation that is

complete, accurate, and natural-sounding.

Introduction

Japanese is a high-context language. Among other consequences
of this fact we find that in a Japanese document the context in which a
statement is made exerts particularly strong influence over the way
information is presented. Viewed from the opposite point of view, the
type of information that is included in—or is omitted from—a particular

Japanese sentence is heavily dependent upon the context in which that
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sentence appears. Thus, the translator must identify and make use of
all potential sources of information within a text that can clarify which
among several possible interpretations of a word or phrase is the one
intended by the author. Context plays a role not only when multiple
meanings exist for an individual word or a phrase, but also when topics
or subjects are omitted, when antecedents are not cleatly specified, and
when idiomatic references are made. The latter point is particularly
relevant when linguistic borrowing takes place and idiomatic expressions
from English or other languages are rendered in Japanese.

In this paper I will present several specific examples to illustrate
how context provides essential information that can assist the Japanese-
into-English translator in producing a translation that is complete, accurate,
and natural sounding. All of the Japanese example sentences appeared
in books or technical papers that were used in Japanese courses that are
offered at the University of Wisconsin-Madison. A sentence translation
within quotation marks was prepared by a student in one of those
courses; a sentence translation that is surrounded by asterisks (**¥) is

my own.

Example 1: Use of a Noun for a
Figurative, rather than Literal, Meaning

The following sentence appeared in a Wikipedia article on the

Internet:

BIROERELTIE. "HDOTFT #ETLEEBDEENER
ES3] BA—FZL, (D

The character fifl means “sleeve”, so the literal meaning of the phrase
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#1D T would be “under the sleeve” or “beneath the sleeve”. Howevert,
the use of quotation marks in the sentence suggests that a literal meaning
is not intended. It is clear that the writer is using a figure of speech. The
verb 9 means “to deliver”, “to hand over”, or “to provide (someone
with money)”. In this particular sentence the phrase ffi> T functions
as the direct object of this verb. From the context we may conclude
that fD T actually refers to a bribe or money that is handed from one
person to another “under the table”. The Japanese phrase HOT
conveys the image of someone hiding something in the sleeve of a
kimono or perhaps letting the kimono sleeve fall onto an envelope of
cash that was conveniently left on a table. This Japanese phrase and the
English expression “under the table” both suggest a desire to hide some
action from the view of others.

The character #f also appeared in the following passage from a
newspaper article that was published by the HAXEIE#7H] several years

ago:

REEOBILUBRXHEEE 12 B, EEHHTHEEHRL.
FEIC & DILFBEOT OXEEREERRICOVT 1 FIS
2 ELEHEADENS. AXABRERDOELSCES>TT
LRED DS HCEA B, (2)

In this instance fifi becomes part of the expression #fj(Z & 41 5, which
is simply the passive equivalent of #1129 A. A literal interpretation of
2 3 411 % would be “is given the sleeve”, but this clearly does not
make sense. From the context we can determine that Japan is “suffering”
from this action by the United States. In fact, HZ I A is an idiomatic

EE N3

expression that means “is ignored”, “is taken lightly”, “is not appreciated”,
“is given the brush-off”, or “is given the cold shoulder”. Any one of

these meanings would be valid in this particular context. The close
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physical proximity between “sleeve” and “shoulder” suggests that the
Japanese and English expressions may have a common link through the
gesture of turning one’s back on someone who is not liked or is not

respected, but this is pure conjecture.

Example 2: Familiar Words
in an Unfamiliar Context

In a book that describes some of the problems confronting the

Japanese economy the author writes the following sentence:

tO-/NOFRIFIZENDHRBL I vI ERTREREHICA
U, BREIX=ZBEFEFITET LIz, 62, LOFERWEE
DNTIVERRRII S SITEBT. —BEF#THB LIz, 3

Two students offered the following translations:

During the 1970s and 80s, Japan experienced two oil crises and entered
a period of stable growth, with growth rates slowing to a bigh three
percentage points. The growth rate fell further in the early 1990s, following

the collapse of the Bubble, hovering at rates below a half a percent.

In the period from 1970 to 1980, after passing through two oil crises
a period of stable growth was entered. The growth rate then declined
to a level of 3% in the latter half of this period. In addition, in the
beginning of the 1990s there was an additional decline after the collapse
of the Bubble, changing to a level of 1% within the first half of that
decade.
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The words Hi[¥ and %% are widely used to convey the meanings
“first half” and “second half”, respectively, for an interval of time, a
game, or a battle. However, in this instance each term follows the
character 15, which in turn follows a percentage value. The character
£ literally refers to a pedestal, a platform, a stand, or some object for
supporting other items. When the same character follows a numerical
value, it usually refers to a “level” or a “mark” on a numerical scale.
Based on this information we may conclude that the expression =%5
%2 refers to the “second half” of an interval that lies above the
“three percent level”. The most logical choice for this interval would be
the interval between 3.0% and 4.0%.

Using similar reasoning we may assume that the expression —%
EHI represents the “first half” of an interval that lies above the
“one percent level”. The most logical choice for this interval would be
the interval between 1.0% and 2.0%. The first student recognized the
percentage values but did not understand the relationship between %
2F or Hif2F and the stated percentage. The second student also recognized
the percentage values but assumed that & and Hij~f referred to an
interval of time, even though there is no explicit reference to a time
interval in either phrase. In this example the key point for the translator
is to recognize that the “interval” in question is a percentage increment.
With this thought in mind we understand that the phrase =%
refers to “the 3.5-3.9% range”, and the phrase —%%Hij>f represents
“the 1.0-1.4% range”.

Example 3: Making it Real

The word 2] is fundamentally associated with the process of

converting an abstract entity (such as an idea or a concept) into a concrete
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entity (such as an object or a numerical result). Authoritative dictionaries
offer meanings such as “realization”, “attainment”, “actualization”,
“materialization”; and “fruition”, but the inherently broad range of
application for this word forces the translator to select a translation that
fits the specific context in which the word appears. In a technical paper
that describes different types of glass we encounter the following

sentence:

B 1 ICKEEIRILF—ERAHE., LRAFFEEEHT
BHHEDBEHELTO, HA A EEHETEEDLEASREE
BLEIRLEF—DFERLIZ, 4

In this instance the direct object of the verb K9 2 is W2 R4,
which means “optical characteristics”. A student submitted the following

translation:

Figure 1 displays the sunlight energy wavelength distribution. Also
displayed is the transmitted energy distribution of a glass laminate
containing coppet ions, as a candidate material that can actnalize the

optical characteristics mentioned above.

This student translated I3 5 as “actualize”. The verb “actualize” is
a valid word, but the combination of “actualize” and “optical
characteristics” sounds more like marketing jargon than the objective
of an R&D project. A newly developed material would be expected to
“display”, “exhibit”, or “provide” a desired property. Thus, the sentence
could be translated like this:

*** Fig. 1 shows the energy vs. wavelength distribution for sunlight

and the comparable distribution for the light that is transmitted by
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laminated glass containing copper ions. Such a glass is one candidate/
option/possibility as a material that displays/exhibits /provides the

above-mentioned optical characteristics. ***

In a technical paper that describes a new type of LED we find

this sentence:

FEERDOPTRLEVERTERLT S EAERIICFR S
NTWEEILETILIZOL (AIN) ZRAVERERXTAA—F
(LED) O#EZ £H L. KK 210 nm DRENNLEFEHBT D
ZEICEMLE, (5)

Here the direct object of ¥ L is Ef’F, which could mean something

along the lines of “action”, “movement”, “demeanor”, or “operation”.

A student proposed this translation:

Luminescence of the shortest wavelength among semiconductors has
been implemented through the action of a light emitting diode (LED)
which uses aluminum nitride and which followed theoretical

predictions. There have been successful observations of far UV light

with a wavelength of 210 nm.

The student translated FFH L as “implemented”. Although we implement
such things as “rules”, “policies”, and “guidelines”, we do not generally
implement a property, such as luminescence. Returning to the direct
object of I L, we see that the EjfF in question is the EJfF of a
particular type of light-emitting diode. In such a situation we might say
that we “achieved operational status (for the LED)” or that we
“successfully operated (the LED)”. If we incorporate the second option,

which sounds more natural, the entite sentence could read like this:
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*** We successfully operated a light-emitting diode (LED) using
aluminum nitride (AIN), the material that is predicted theoretically to
luminesce at the shortest wavelength among all semiconductors, and

we were able to observe far-ultraviolet light with a wavelength of 210

nm. *k%

It is worth noting that if we use the word “successfully” as part of the
translation for ¥ L, we need to consider how to translate the final
phrase B9 % Z & IZEKIN L /2. A literal translation could read “we
succeeded in observing ...”, but in order to avoid unnecessary repetition
it would be better to use the phrase “we were able to observe ...”, as

indicated above.

The following sentence appeared in a paper dealing with robotic

technology:

AEDRENEZBRA -NANE2—< VR ZE EHTS=HIC

%, (6)

In this instance the direct object of KIFL T 5 is /N 7\ 2 —7 2§
fiif, which we may safely translate as “hyper-human technology”. A

student provided the following translation:

In order to materialize hyper-human technology that exceeds human

abilities, it is necessary to accurately grasp human abilities themselves.

This student rendered E ¥4 % as “materialize”. The verb “materialize”
is a valid word, but this is not the proper context for its use. Among

other tasks we may “develop” technology, we may “advance” technology,
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we may “refine” technology, and we may “employ” technology, but we
do not “materialize” technology. The writer’s use of 7z (Z suggests
that /N /\E 2 —< VA2 % is a goal or an objective to be
reached in the future. The use of the connective form 8§ [ T and
the auxiliary verb 3 < indicates that this action ({1489 3) is being
carried out in order to attain some future objective. The introductory
word ¥ places emphasis on the necessity (W/A%) of carrying out this
action “first” in order to ultimately reach the stated objective. The verb
¥ 9 B often means “to grip (something)” or “to grasp (something)”.
The verb “grasp” itself can refer either to the physical act of holding
an object in one’s hand or to the mental act of gaining a deep
understanding of a concept or a situation. In this instance the writer is
referring to a mental act, and that point should be made clear in the
translation. A translation that incorporates all of these thoughts could

read like this:

*** Before we can bring to reality/commercialize /successfully
develop/implement hyper-human technology—technology that

exceeds the capabilities of humans—we must first gain a detailed

Based on the content of the sentence alone any one of the four
alternatives provided here for 3 ¥ 9" % would be reasonable. Careful
reading of the entire paragraph in which this sentence appears would
be needed in order to determine which of the alternatives is best.

In this example we have seen the same verb (K9 %) combined
with three different direct objects, and we have chosen a different
translation for ¥ 9™ 2 in each case. The range of possible translations
for £ IR makes this word a useful tool for teaching students the

importance of context in determining the intended meaning of a word
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or phrase.

Example 4: Level of Emotion

A book about the Japanese economy contains the following

sentence:

chiozBRA#22. BAT. BiR. RRMEXORIOMELSE

IFBRBEZHEHEFE TS, (7)
Two students offered the following translations:

people from civilian companies in charge of analyzing the economy

worry themselves everyday.

government, the Bank of Japan, or private businesses are fronbled on
a daily basis.
The verb i £ ¥ % typically indicates “distress”, “anxiety”, or perhaps
even “torment”. The range of emotions covered by this verb is quite

N4

% 4 5 suggests a level of

broad, but the specific expression §H% |
emotional stress on the high end of this range—much higher than these
two translations indicate. The verb i3 could mean “to glare at
(someone)” or “to watch in a disapproving manner”, but it could also
mean “to look intently at (something)”, “to concentrate on (something)”,
or simply “to bear (something) in mind”. The pronoun Z 41 5 refers to

trends in economic indicators that the author had described in earlier
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sections. From the context we understand that it is through the process
of analyzing these economic indicators that the SX( /3 HTH % are
HEMEETH5.

The first student assumed that the S4{ 5371024 work only
for EEfEI{> 2%, but the second student assumed that all three nouns (E{
Jif, HiR, and RfEE3) modify the topic. In fact, the government,
the Bank of Japan and corporations employ economic analysts, so the
second interpretation is probably correct. The second student
misunderstood the direct object of the verb [ {3, but the first student
recognized that the analysts work with data. The first student translated
R[E{E3 as “civilian companies”, while the second student chose
“private businesses”. Usually, the word “civilian” is used in contrast to
“military”, but that distinction is not relevant in this instance. It is not
clear whether the English phrase “private businesses” is intended to
refer specifically to “privately held companies”—i.e., those companies
whose stock is not traded on public exchanges—or whether the student
intended to encompass any non-governmental company or corporation.
The term K {B3% usually carries the second meaning; a phrase such
as “the private sector” would eliminate any confusion in this regard. A
translation that takes all of these features into account could read like
this:

*** Every day economic analysts in the government, the Bank of

Example 5: Sense and Sensation

The character &% is associated with the five senses, as well as
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many words related to emotions, feelings, and sensations of various
types. In a paper describing the development and testing of a new

engine for a sporty car the authors write the following:

BIEMREEHEGEL. MO TBUE, TLAKRUR], Ty
hJ@:owuﬁlﬁzbwéﬁ EZBERLEIVOVUEE

HEET, (8

The character /& appears twice in this sentence: once in the word {H{f
J& and once in the word /&J%:. The authors state clearly that R,
L AR A, and 4 77> N are three specific Jg& B that the engineers
had in mind as they designed the engine. A student suggested this

translation:

Performance that maintained environmental performance and

“response”, and “sound” was sought, and this engine was achieved.

The student translated /1% as “senses”, but humans have only five
senses: sight, heating, touch, smell, and taste. A better translation for /&
M would be “sensations”, which encompasses a wider range of specific
examples. If | Z 7R X is “response” and 47 > [N is “sound”, then
we are left to puzzle out )& The verb ffi{N % carries many

<

meanings. Among these we find “grow”, “lengthen”, “stretch”, “straighten
t”, “spread”, “increase”, “be extended”, “be postponed”, “lose
elasticity”, and even “become groggy”. However, “stretching emotion”
does not seem appropriate as a desirable sensation for the driver of an
automobile. We may need to glean additional information from the
sentence in order to gain a clear understanding of the word {Hi{ R .

The word PERE is often associated with “performance”, particulatly
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in the context of the performance of a product under certain conditions.
The verb 583K 3 % usually means “to seek” or “to pursue”, but in the
context of the performance of an automobile engine it could mean “to
provide (to the driver)”. Such performance could “appeal” GfZ 22 F
%) to the driver’s emotions or it could appeal to the driver through
“sensations”. The “sound” could be the roar of the engine—something
that most people associate with a high-performance automobile. The
“response” could be the light touch on the gas pedal that is required in
otder to accelerate the car. In this context the {H{}NE% is likely to be
either the “exhilaration” or the “sense of speed” that the engine provides
as the driver accelerates or winds his/her way along a twisting road. If
we try to combine all of the information we have gained from the

individual pieces of the sentence, we may produce something like this:

*** We developed an engine that could appeal to the driver through

»

the three sensations of “exhilaration”, “response”, and “sound”

but could still maintain the vehicle’s low environmental impact. ***

It is worth noting that although the word T£§E appears twice in
the original Japanese sentence, it is probably better not to use the word
“performance” in both instances. The Japanese term ZREZPERE literally
means “environmental performance”, but the English phrase
“environmental impact” would be a better choice. The verb K 95,
which we discussed previously, also appears in this sentence. From the
context we understand that the authors designed the engine in question
in order to promote customer interest in a particular vehicle. In this
instance “developed” seems to be the most appropriate choice for %
Wt

The character & appears as part of a different term in the following

sentence, which was taken from a book about the Japanese economy:
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BIETIE, BNOXBEETHS1—OAHROSHEREIS
B3R EEREBH TS, )

In this instance /& is part of the word {F4£/E%, which is usually glossed
in dictionaries as “presence (felt by others)” or “sense of existence”. A

student provided the following translation:

Recently the Euro, which is the common currency of Europe, raises a

sense of existence as for financial transactions of the world.

The student correctly recognized that the noun =L — I is the subject of
the verb =& T3, but (s)he apparently plugged in a dictionary
definition without understanding the meaning of the sentence. The
phrase {77EE%% 518 T 1 3 literally indicates that someone somewhere
is more aware of the presence of the euro as an international currency
than was true in the past. That “someone” may be currency traders or
people who are engaged in international business. The combination of
BT T ld and fE7EE# 518D Ty 5 suggests that this change began in
the recent past and continues to the present. If we translate %3iT as
“recently”, then the present perfect tense, not the present tense, should
be used. The resulting translation would look like this:

*** Recently the euro—the common currency of Europe—has been

attracting more attention in the world’s financial transactions. ***

In a situation such as this, when the word £%3iT is paired with a verb
that indicates an action in progress or an ongoing change, another option
would be to translate F3/T as “these days” and to employ the present

progressive tense, rather than the present perfect tense.
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*** These days the euro—the common curtency of Europe—is playing

a larger role in the world’s financial transactions. ***

If we compare these two translations, we realize that the first
option places more emphasis on the fact that this change began in the
recent past and the second option places more emphasis on the fact
that this change continues into the present. Depending upon the overall
context of the document one translation or the other may be preferable.
It is worth noting that as we thought about each of these sentences we
refined our translation in several stages. At each step along the way we
used the context as a guide for making choices among options for the
meanings of individual words and for putting words and phrases together

to form the overall sentence.

Example 6: Loanwords
and False Friends

Linguistic borrowing enriches languages all over the world. Many
loanwords carry into their adopted languages the same meanings that
the original words held in their original languages. However, almost
every language allows for the possibility that a loanword could take on
a new meaning in its adopted language—a meaning that might not be
obvious to someone who is familiar with the original word in the original
language. Translators often use the term “false friends” (or “faux amis”)
to describe the loanword in the adopted language and the original word
in the original language. A book about the Japanese economy contains

this sentence:
BADEFEHREICEDDI AT Y 7+—4 (BRE) OFEE
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W=BEB>THEY . A EYRDAZ%, FAYDEO%E
HARBEMEYELNT EAbM S, (10)

At first glance the loanword !) 77 + — A\ appears to correspond
to the English word “reform”. If so, the term (5 1) 7 + — A would
logically correspond to the widely used phrase “housing reform”.
(“Housing reform” is normally associated with a government policy or
program that is designed to make home ownership accessible on an
equal basis to a wide segment of a given population.) Based on this

understanding a student submitted the following translation:

Housing reform (the extension/reconstruction of existing buildings)
makes up approximately 30% of Japan’s housing investment; when
compared to England’s 62% and Germany’s 50%, it is considerably

lower.

The first hint that {£5 1) 7 + — A has nothing to do with “housing
reform” comes from the character-based explanation 3§ tfZE that
appears in parentheses immediately after the term in question. The
student focused on the meanings of the three individual characters and
rendered this explanation as “the extension/reconstruction of existing
buildings”. If we assume that this term is intended to encompass projects
such as adding another room to an existing home ot redoing the kitchen,
then a more natural alternative might be “additions or alterations to
existing buildings”. With this understanding of the character-based
explanation in hand we realize that the term {F5£ 1) 7 + — A actually
corresponds to “home remodeling”, “home renovation”, or “home
improvement”. If so, the entire sentence could be rendered like this:

*** Approximately 30% of Japan’s housing investment is devoted to
pp y p g
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home remodeling/renovation/improvement (additions or
alterations to existing buildings). This figure is quite low in comparison

with that of England (62%) ot Germany (50%). ***

The loanword !) 7 #+ — A certainly qualifies as a “false friend” in
this instance. The context, in the form of the character-based
explanation, provided enough information to overcome the
“misdirection” that we may have expetienced when we read the sentence

initially.

Example 7: Specific vs. General

The character f is most frequently associated with the specific
concept of “world”, but it can also carry a more general meaning:
“society”, “era”, “generation”, or “lifetime”. The following sentence,
taken from a book about the Japanese economy, contains the common

phrase fD

ARIEESDFELHREDOAD=XLEZBELTEFZEID
A—)LL. EOFOFERREREL TS, (11)

In this sentence TH D H modifies the noun 5 &(. A student translated

the sentence in this way:
The Bank of Japan controls interest rates by using the mechanisms of

capital supply and demand, and through this regulates the economic

conditions of the entire world.

The term H$R is a common abbreviation for HAKFH{T (the Bank of
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Japan), the Japanese central bank. This translation asserts that the Bank
of Japan can, by virtue of its interest rate policy, regulate “the economic
conditions of he entire world’. Not even the head of the Bank of Japan
would claim that his institution has that much power. This assertion
alone makes us return to the original sentence for a more careful
examination. It appears that the student read the phrase {1 and
thought that it was equivalent to fHF1. The term {57 does indeed
mean “all over the world” or “throughout the entire world” in the sense
of our entire planet. However, the phrase o could mean “the
world” in the very vague sense of the comings of goings of the people
around us, it could refer to “society”, or it could mean “the times” in
the sense of the events that occur around some individual observer
during a particular period in history. If we begin with the assumption
that the Bank of Japan can only exercise direct control over economic
events within Japan, and we recognize that a Japanese economist has
written this book for a Japanese audience, we may safely conclude that
o th a5 X refers to the Japanese economy or economic conditions

within Japan. This leads us to the following translation:

*** The Bank of Japan uses the mechanism of supply and demand
of capital to control interest rates. In this way it regulates economic

conditions/the economy (around us). ***

This translation suggests that depending upon the way in which
we integrate this particular sentence into the larger context of the
paragraph in which it appears, it may not even be necessary to translate
o explicitly. If we do decide to translate D H7 at all, a vague
sense of “the economy around us” would be sufficient in this particular
instance. This same Japanese phrase appears in two other sentences

that appear in the same book:
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WL |E. HOPLEOBEBRD L1, (13)

The subject of sentence 12 is @IHIF ], and the setting for the main
clause 1is simply . A student translated this sentence as follows:

Sentence 12 appeated in the same paragraph as sentence 11, although
the sentences were not consecutive. The sentences between sentence
11 and sentence 12 dealt with purchases of Japanese government bonds
by the Bank of Japan as a means to stimulate the Japanese economy.
This student made the same error regarding D that a different
student made in sentence 11. In addition, this student assumed that the
Bank of Japan was the unstated topic of this sentence. In fact, there is
no unstated topic; this sentence focuses on transactions, not the
organizations that make such transactions. Because the subject (4
H5() is “financial transactions”, the setting (fif @ 1) is probably “the
business world” or “the world of finance”. Thus, the intended meaning

of sentence 12 would be more like this:

*** However, in the business world there exist financial transactions

Sentence 13 functions as a definition of the term #Jlj, which is
glossed in some dictionaries as “prices” and in some dictionaries as
“commodity prices”. However, in the business world and in the media
the term “commodity prices” normally refers to the prices of agricultural

products and materials that are mined or otherwise extracted from the
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ground. Such products are frequently purchased in bulk by companies
or traded on commodity exchanges. Examples of commodities include
corn, wheat, crude oil, coal, iron ore, and bauxite. As sentence 13 indicates,
the term Y1 carries a much broader meaning. A student translated

this sentence as follows:

Commodity prices is the trend in the cost of everything in the world as a

whole.

There are two significant issues in this sentence: ¥Jffi and . In
order to ensure the integrity of the entire sentence our translations for
these two portions must be compatible. If #ffii is “prices”, then Al %
B[] could refer to “the trend in the cost” in D H1 2%, (In principle
the word i % could be “cost” or “price”. If we are defining “prices”,
we cannot very well use “price” in the definition. In this instance “cost”
is the preferred alternative.) We typically monitor prices for an individual
country or for a particular geographical region. Rather than the clearly
defined meaning for o that we encountered in sentence 12, this
sentence seems to favor the more vague sense (“around us”) that we
observed in sentence 11. (This is consistent with the broad meaning of
“prices” for Pfii.) If so, then D H1 2% would mean “everything
around us” or “all of the items around us”, and we could translate

sentence 13 in this way:
*** Prices reflect the trend in the cost of all the things we buy. ***
If we think about the content of this sentence, we realize that
another concept that is related to the trend in the cost of various items

is the “cost of living”. If we rearrange the wording to incorporate this

concept, we could translate sentence 13 as follows:
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*** The cost of living reflects the movement of prices for purchases

(in general). ***

In this instance the optional phrase “in general” provides the sense of
scale or sense of scope that we obtain from T 12/ in the original
sentence. Depending upon the overall flow of information in the
paragraph from which the original sentence was taken, either the first

ot the second translation may be more suitable.

Example 8: Maintaining vs. Improving

The word #Z{f§ has two meanings. It could mean “maintenance”,
“servicing”, or “upkeep” in the sense of keeping machinery or facilities
in good working order. It could also mean “development”,
“improvement”, or “expansion” in the sense of enhancing the capabilities
of machinery or facilities. A book about the Japanese economy contained

the following passage:

EHETEERGE ZHL TODLETNIEE S, T
gaL T, TROBATEBNET L, FAFEALEE

The term #ff appeats twice in this passage, which was patt of a
discussion of Japanese companies shifting production facilities from
Japan to other countries in order to reduce operating costs. A student

translated these two sentences as follows:

In the place of advancement the company has to be maintaining

production systems. If it is welcomed by the region and maintenance is
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progressing with the cooperation of the administration, eventually

Keeping in mind that the passage pertains to the movement of
production facilities, we realize that Jf£H{; must refer to the location
to which the facilities have been moved or “the new location”. Because
this is a new location, the primary challenge for the company is to put
into place a production system that operates efficiently and with the
necessary level of quality. This suggests that the intended meaning of
#Zff falls into the “development” category, rather than the
“maintenance” categoty. The final clause contains the phrase H/i#(Z 3
2T < %, which the student translated as “become financially stable”.
However, the direct object of the verb in the first sentence is 4= £ {4
#, and the subject of the second sentence is 4 . This information
suggests that the primary focus at this stage is on production, rather
than profit. In this context the exptession HJE(Z 3 % corresponds to a
phrase such as “to get on track” or “to move ahead”. If we put these

ideas together, the translation for passage 14 could read like this:

*#% We must improve /enhance /upgrade the production system in
the new location. If the new facility is welcomed in that locality and the
improvement/enhancement/upgrade proceeds with the

Both general meanings for #2{ff are widely used, and in this instance it
is purely from the context that we are able to select the meaning intended

by the original writer.

76



Taken Out of Context

Conclusion

In each of the above examples we relied upon context to make
key decisions about the intended meaning of a word, a phrase, or an
expression. Both the short-range context—i.e., the text that preceded or
followed the sentence in question—and the long-range context—i.e.,
the overall flow of information in the paragraph or document—were
used to select certain options or to discard other options when multiple
meanings existed for specific terms. Many factors play a role in the
creation of a translation that is complete, accurate, and natural sounding,

but the importance of context cannot be overemphasized.
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PP S

TSR E 25 SO R W G 2R
—— A Critical History of
New Music in China

2 H S
¥ ¥ T

R oe RRFHEE S ~ FRE - RIRERIRE AL R I E BRI R
SR > NMERRA > WEHEREALETE - FESFR—
FERFRMA A BRI ~ TR ALK —E 8 H AL ERE -
IR E Y AT SRS B - HEREER © FE S R SU BRI
HEFFSR o NRIME - A FESEERB AT E AR S R AR AE
5o A FIRE S S5 18 A r e 2 o0 o 7 A AR A AL i 72

FREE < NEUREY T - FENMEREEREEENGERE - 2
T TR RE S RSO RN - MR E R LR AR
SCAGHIVEE NI & RS ARG E AR IR - B (ERE R e =
AI“E - A - FT EREMEHEZREIAE > B
IR (RS 0 " B REEmMC” Ry SET > BERE
B HE AR REERYERIEL S o SRR AR o EME (5
M PRIV IR RGE - RERELLREIRER 2O o TR B
FRESALE 5~ FOUEERERASSEETRA T - B AR
RHECSORBYIIE AN - 53 SR SR AR - BI5E S AU
FOFEIRARIR E T 33 SCHY HE MR FEE AT o 1 -
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AR Em (HREFTE %SGR ) (BB E) RRA A
Critical History of New Music in China ($39# > Caroline Mason 7% »
T SORE R 2010 FEHIAR ) FREYEAEERR B  JEUAg o
FE L e 2 S B 4 BRI S A R 5 | B Y RTRE(E HE S — Ry

A -

o~ FRSEBRE ~ E SRR B A B R L

(rhECHTE4eseam)  (BERTHR - SR UL - 2009) 2
—ABZEMRME A o (EXRERAE - HERE E B ROGE
B EIE TR~ BRI BRSO S
LEALRY ST # » BIE ZAEE Tt 1 o BT A GEAT TP BT
P& e R H A A B IR AR 2

E EENES () BRBGL - AP51E 0 (Z) B
FFERHFLEAEE G - () HESURRMBEER - FERE
3 PR I B S (5 S MR IS (R H F A SR M A 7 0

FIFAE S BGIAFPam A #aE - SR EDRA T ERER T 0 H#
M2 TEEE

Bl (1)
JF3
—JVUNIEES IR EIESSEs - 9858 ~ iR - s —

Al — B A - &I - Wi X IBE & T kg fsa (E.E.
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Encarnacao ) AACEFIEEHGR - FORAVEEBER A RGBT - Bk
PR BRI Gk SR - (27 B

TS
In about 1885 Hart purchased instruments, music and Chinese-style
uniforms, recruited a group of Chinese in Tianjin to form a brass
band and taught them to play Western music. Within a year, eight
members of this group moved to Beijing and began training another
group of learners, under the supervision of a Portuguese teacher, E.
E. Encarnacao, whom Hart had also hired to come to Beijing. The
office of the Governor-General of Zhili then assumed responsibility
for the Tianjin band, thus launching the development of China’s

Western-style military bands. (p. 24)

BRI DRCRE S Bk TR ESAS AL MR TR -
SR EL - I -

T B B P [ TR A R AR (OB - TR
BRI T R A (HEE RSO (S B RS S e
oo 3 FL O MR R B38BT R I A R

B (2)
JF3
R - AR B A S R TR 2 I R e - BT
(R © SR TR BN ARS 1L E - e CRiHE] - BlEH O

SCHARISERE © S8 NRAER RS S > SR E SR - fRE
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mHEY > CREARBSFIRURE - BEEHE > R A - R T
TS NRARES - (416 H)

=y
Lu Ji described the tasks that needed to be done after 1949:

Uniting and training large numbers of music workers to take part in
the construction of the motherland. In particular, encouraging the
workers, peasants and labouring people to work hard on production,
to construct their own motherland and to create their own culture and
enjoyment. Encouraging the ranks of the people to improve their
cultural level, master modern military techniques, protect the
motherland, and the fruits of the people’s victory. To sum it all up,
we had to mirror production and construction, and serve the workers,

peasants, soldiers and labouring people. (p. 305)

SR R ER SRR S AR am - ELAERY T AU Rk fH R AR
F BB A

Bl (3)

JF3 -

BB R T O T SRR - MRS R rh S AR D
K BETRTHARATECR B S 4 RTS8 o Py SCEE e
RESCHEA P A ) - BT IUIRCARBER MG THY P53 qE
BAER" ERGFHGER - (491 H)

82



R Ry SCALRRIIRG R

TS
When we look at the development of New Music in the 17 years after
the founding of the PRC, it is not hard to understand Communist
thinking on literature and art, and the effect the policies formulated on
the basis of such thinking had on this development. The views of the
Communists were still closely linked to the debates about the
connection between China and Western culture that had begun in the

carly twentieth century, or even the late nineteenth century. (p. 366)

Bz bt R SR (LB v 2 A0 TR R s T K i SR R ST
Horp— 2 ikth - #KEA R I Bk B AR T AE LT S - A
A BRSO BEEE D N AR RE T EARE A RGN A
JEVEE Ry R R SR TS R G A e
i L S o SRR B B R A P R A YE T o AEJRESE —E
CHTE AR —E o (ERTAE T CERAEET WY RR
& o A EE A T AR B S RN AR DUR AT S A1 &R
TR [RIRERL Ay st AR AL RIE - S SCHE RS BE IR 1 IR ) JEL A e
B AU IR

Bl (4)

JF3

[EIRTAIRT > BT !
[EIRTFIRT > (i H T !
P > eolEE 3 -
I AVARINYITEFE &t
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AR Ry B AR
AfE o MHwi AR

TS
Onward, onward, let’s muster our courage and see who can be first!
Onward, onward, extend to us the right to self-determination!

Let’s brace ourselves, let’s summon up the nation’s soul,

Dreaming of independence, hearts hard as tempered metal,

Let’s lay down our trivial lives for our country,

Life without honour is shameful, and we dread the partition of this

sacred land. (p. 67)

Bl (5)

JF3

A (ZF8FED
Az iy -

A HRERE -

W S
EERGRHGE
HIZE SR
BRREE  -
HE P S

B AL

B -
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ETE

The moon

Look up into the bright, bright sky,

Where the moon hangs shining in the void.
Look down on the chaos of the world below,
Where dust all but obscutes the middle way.

If only that magical light could reach everywhere,
Cleaning away the dirt and spreading fragrance.
Infinitely distant,

Holy and mysterious,

That magical light we shall look up to for ever. (p. 53)

B RGO IRE N ETEE RS - BRI T BN
AR o 5% SCEAE PR RIS A b B SCRG Y)W R REED
KANFEREZEMEEE - gi—5 (f] 4) Bi#ET]  RELE
CNELERY ATl © FrRlER R T H Life without honour

is shameful GRSy “afmd” FRE G - B8 (B 5)
EFRFEIEE - SFAEE RO EaryilUE - fEa i EER
RIRIRRF Ay o FREIRERE TR R OB 0 (R A B B ST
JFRF > REACHHIR TR o 33 S KA R 55 AU B B R U AR PR A ST
LI » 5B SE B PIRR B A -
Ry Hh 5 B2 FESHRA T EENA > BE
RESCAZEH T IRFAME ~ SCERIPERIEEAT I - ASGEN Bl R
A B FH DL R 2 e -

{58 EHREHRHIE > FEHHEFE N FRmIFHRGH - 7]
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REH AR 2 RE 2 N1 SEHNTEERM T et -
e WERPETG > HAEERE Rl AR gt SO R -
HEE MR aEm e A T » JFRA =« HRED S EE
B REWBFE RO BTN > WEERRm et - HE o b
AR U TR a s AR SR - ATLUZ B EREY -

A YR DU RS B A SCE TSR R 1
e RAEPERAEY BT EREASCNZEFESY > Al “Zhiqu
Weihushan”  (EHUZEIL) F1 “Qixi Beihutuan” (&2
B o SERRATEIE A0 B AT A LRV - i BRI
BNXEREMAEFET - ETEERF - ERRCEEEE
MPFE AR LB » B ERFEIAE R - 20 ¢ “Lin Biao tongzhi
weituo Jiang Qing tongzhi zhaokai de Budui Wenyi Gongzuo Zuotanhui
jiyao”  (p. 378) -

HINA BRI ALK - AT REETFEER S
EEYRR TR AN B R AR L 2ER 0 P I RERE
FHRTE - B RIENIESE BB FEE LM -

RO HERRAI A0 2 S MEAR AR A - S b A
iR ZERRRYH A AR - S5l R B m DU R © JERE
BWEHFE R EE S 38288 HoA & (R TP = s i T B e o
PR B (S R MERY A RE o BRSO ARBE R A AR -~ A8 bt
o AEHRIRIR 2 USRS - BESUIERR - B R R AR IRUAE
k- BT ERE R - FEAEBIFESCE A H a3 - HRRcE
FE3E 7 11 W 8K B2 St B B DA R - SRl TR T 0
S B L SR HE AN B Al (B A
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» LA A R R B
firt a1 o

2 ERIIMEE LOFH - f Ry ok =71 & S ¥ o B (e o s e — £k
WERNEE o HorRg 28 H A R RE 2R 5 o B 2 Bl v — S E
i o PR B SR - SRR~ BRERCE] B o R B
BYiEE B “traditional Chinese drama” » 35 fli 2% 1/ 2401 H RN HE
fife - FEISALFEY BT BEPE ALY drama TN -
Drama ;245 H oy 75 B 25 B 328 8 1 sk R BRI R P =0 775 /53X b
W FERF B AT - FEIZ AT ER LK BRI - REIER
Bt XA RS - BE%E - B8 - S50 sUHr AR RR & 2l
o o HERIIEE s drama BEFREHERE SR SR E - R - 1B/
T S Al BRI 58 S RE S S R Rl R N EE Ry » 3538 T5 2L AN R
REFE UL BRI DhER - MEACERE A S - SEERERAH S T o B (e S
LRI - EFR T - WrhEERENE — SR - D

“traditional Chinese theater” BE 53 °
FH G AE (A 2 8 BT —FARIEIEE o BB E MR S
“Peking Opera” © FCFE R AE—RFERH T “Opera” TR
TR - P — A HEBEFIAIET > “Peking Opera” WIREETE
B Pl B2 A I BE S ARAE AR E 8 BT R A Bl FUAEH - &
IRZ 2Bt 55— > Opera BFEREZE drama o Q1R E D ELHE
iy drama » EARFEMAEE Ry “Opera” - = » HAREIH
%Ry “Peking Opera” - [ H it /5 BRih HIVR A 20455 iR
2 HH S S Y A — o DLEZE R O 0 BB 3 SR
“Opera” - [ HAMELHHAVEESCHIAPE - AHEREER “huju”
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BERER “yuju”  (IffJE Shanghai Opera ~ Henan Opera) % < 5
Ah o BRHRE R RS A PR R o e R L At R e 2 R P
WHZERYIMENE B 1 - #Ehpres (R EEME) A B
" fEREES A ERYIIEE L AR — T o N RE WA A S
o

HC FE1 k2
R kAT traditional Chinese traditional Chinese
drama theater
E Peking Opera Jingju
JE & Huju Huju

T EEIHEYE - B S S Dl IR BT s
THIARERE o HEFERER - $FE DIERAA KOG (B AR
2 0 BIGE CASHI E B st rT DL R R B B O - S8 o Bk h 2 s
BT B UER  “traditional Chinese theater” » |
JBE BT B S A R &l - P BB RS drama S HgHE
fiff > B ISAERL AR E T EE R R T — 2530 ERYRIAS - B4
381 HEFE _HAREAHERK —FJ5h ¢ “The category of traditional
drama (xiqu) actually covers many types of traditional Chinese dramatic
entertainment” o {Eig & > FEE LA IPEE# traditional
drama fIPAIERE > GHIREAEEE LR < N T - EEIEE L
PrE R > Bl A AN AT AR o — (BB DR/ NG R AR R
BEFS R ELAY ) TR HERE > TR BT ZEEE - ATRELT A

%Ky “The category of traditional theater actually covers many types
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of traditional Chinese dramatic entertainment” » 5k & {ffi #(f &) 1
Vil — 28 - 3 i N5 S B -

HENRE - RrRE ST 4 R BR E W IR P AR
LERR “BE" - BREMEREE UL ESE - AR
B S ERIRZE UL ERRRE RS o S (S
B B - B EER “DIEEELT - DAESERES R B - 20T
75 5 i 2 1 B A P B o B (R SR e R i - it (T
MEEA R KA o SUEIR R ERFA R > B PG 5 fn] — fi 3 e 2l
HAAEE » BT DA SRR TR Ry & -

R EM AR R R - A IE G SOR AR A i A 5
% - EELL “opera” [yl o “Opera” /& “opus” (fEfi) HIE
B A am i A R R T A B R AR - A (R IR
Bl o 8 opera #FEy A" - AMALZ > AMAIBEAMBGHEH
fie Ry “TEEKHUERLT o EAR o AEEYEMEREIEE R N AIRERY » FET
WHROMEy - #E - Fil B8R E T ARl - AR
E o A HGEEMEEE (TERBREINIHET) 1P S “opera” I
thEE BT BYRTEAETTAEE IR » MR » HINKRY

CELTET By E i A S LS Y 55 ORI L

BT B AR B 1 — S SRR A 6 1 Bl P R i
BIanEEg] - SIS - 2 — T S Bl P ORI G - BdP 5K
B~ SEEIGHERNE o 2088 “BAHEEIE" E#EEE Ry Mingyue Opera
Association » i HE R {8 S Y R F A [ Y 2 5 2 0l 7 =R fs—
KT o A Critical History of New Music in China —Z R X B “BH
HEEm" - 46 153 H » FEREIESC "B 380 75 4R
B ( “BHHWENE" ) #FE - ... Nie Er was accepted at the
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Lianhua Films Enterprise Company’s School of Music, Song and Dance
(formetly known as the Minyue Opera Association)” © “HH H
Blnt” HEAERR I > DIERITE T 52 3 ¥ S8 B iy SR A A 1)
fg” o BT IR - (HARRA B R T S 2
&7 e A H BN I B WA E R “Minyue
Opera Association” - G8# ¥ LAY iR P AR AT - 53 161 H »
A W HEE" ERERSPE o RURAEREIF ¢ “he
went on to form the Mighue gejushe (Mingyue Opera Association)
T HEARE “HERE” FERy “Opera Association” SRR 0 {H
FERAEIFEEREIT - S BB A RIS
FREGHEETRY < BIERRERET - BhE AR
BRI — > 6 AUy it 2 S
o AR — R B RE B e PR o (ZARAESE S i DA
F# : Yangge (a kind of rural folk-song) » i3 fli s A (EHIFHE(E « {HIE
Erp i [EIFRF IR T yangge opera > yangge drama HYFEIE o SR
FTFEA 2 FUA TR - 1M DABR SR 29 B RIE - (HOE MR
N LRGN - FHE > FRGHEREERFER “children’s
sing-and-dance drama” L EANEEHY °
H-EHA YR E e TR e B
HE—MMEmAYRIE o EREFLIEARE TS <8 BF
ERERE G B AR E B CHYRERE R ERJFEE - Tt 26 i A 4450 1%
Haw L R ENEELRAEL N - MRA R & - hHERK
FEHE T AREE AIE - DL 2SR E A E O
BRI - BPCRTEREA AR o BN - E
AT~ UINMEET FHERZIE N REA P SCRIRER S K > AAE

f

I
W =

mﬁ aull

Nl

g
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DB AR Z - INRyiE 2 — s 5 TRy RRE A -

Tl ESEN TG ELEMSRA - A "EET > WEH
“Ballet” HUFEEIMA » AN Lol — el A0SR XA AR -
{E A Critical History of New Music in China —EH > FEE TN AEEE
Ry (HEZ) 1 GRLEUR T8 ) BR¥ERy “revolutionary modern
ballets” -+ {HAHFANGE Fy revolutionary modern dance drama ° W&

b - SRR —MEREE R - W - A -

TRE LORRCH e PO B R RE 5 R AYa - ST I
THEEE T - HaE - BT IR R AT RERR UG R o SR
fy “NREET o EERRILHY “Tai Chi” FFEVERAFHIGIT o Tai Chi
HEARAEIE - (EAGEA B YR AR Ty iR+ IRRrAf th AN & Bl (] —
6 FH A SRR AR W -

FEFPEEEI > U U HE A RS AES
LEAI T - IRy “erhu” -~ JERFRER “tancl” FF o {H5
A—EXFNIENZEEN TSRS A g
HGGERs “rubato” - ETERREVIBEIEE o HUIRT EiE
fin ~ BiZe H B ATEIEIZ A (FESEIHERTT ~ BiZ M ERI1S
Wr o HEMAR TER) o R TSR R AR g
#5705 1 rubato RSEHEH R EEEER - 165 SV - Bz
ANESCE G T R R A (T ER R R ATE L T R AR
REBTLUKIE ) - FrDUEERGERs rubato 75 Fhid kB RO A R
fig

TERITA S S4B J5E TR > DREABIAY Music of the Billion {R{H
1HEEE - RICA R B BB ~ S5~ FERDUR mIRE S #ER A
TEEE AU
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There are four major kinds of free meter: (a) yaoban “emotional free
meter” in a slow tempo with an embellished fiddle accompaninment
to the voice, (b) sanban “scattered meter” with a unison fiddle
accompaniment to the voice, (c) daoban “stepped meter” with gradual,
ascending contour motion, and (d) huilong “returning dragon” which
is a brief transitional section between the “stepped meter” and 2/4

yuanban meter. (Liang 1985: 245-240)

M AR TR IR DS - 5]
T - Yl EEE SR TR R H R - thERAPEE Y
% 4 jing » dan ° sheng » mo > chou ({3~ H.~ 4 ~ 2 ~ 1) Al
changqiang (MEFE) 55 - (HIRH R - (EIREF - 5 HHRENFEZ
R SRR o MRS PR A R R AR — T PR
WR ML RES DL “FEE " W X EE S 44 A hn DA R B Y fig
B NMERTDUREE S E A - 1REE T - R CE AR
AL > FEHIFSF -

B alt RIRERERE EASHE T A Critical History of New Music
in China —FHRJHEE - 5EH0FET [F TN —LEE BRI
= LEEAERN > ESthEEENARE -

54N o A Critical History of New Music in China "5 F i — (%
HPOOE S R R RE L E IS R ME - MEELERE IR S SEAET 5
A hy “creation” - FHERIEER HTELEAIE" - FEF “creation of
new music”  “IREAIE" 5Ef “folk song creation” ° FF44H]
(EHE R (R - fEHSCH A “composition” —3 « HISLZAT
DI “EERI0E" 0 Rl 253 2R R R flil e e SR A R S
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PRI (HEWAITRE © HLEANER A - AR E 5 TIF
SR E R MR B - —REMAERIEIEERRE - (Fh
HaA B “EAIET BIERE R B Rl RS E R
AN - [FIE > “HER R N EET WIEEERE - Al
A~ il - 8 BEEEAYE PRI AR - SRR SUE
Ry REGERI A » 1REER R B AR SR - BER{EE —F L
FRHREE LY BESR RIS A SERE K » (HOE — Al Ef S HH
el 2 B R B AR S S LA SR LB AR - @ P 5 s fbh— 28
M o T JE FH A 25K -

Creation JFAZ —HFHME - HEMERBAVE - fEE T HE
ARG ~ 8 EHARBEYIEIETE « 725 IS > creation —
il g AL o ¥1HE —FfE A MERE S PR IR A LE R R E
F - (HEEAEER M 1 5 2 B BE A A 75 2ERETH - Creation 2458
BRI Y) - i — i PERYE AR (PR DRI - &
NSRS A P B R S A R TR SR LA
creation ZKEH - EAIDIEZAY o (HIE “REENE" Fh “folk
song creation” R332 - FEFHRATRES ST “FL4EAIE" I

TR MR REAE T - XEEEREME - il

“TEEANE” 2 “music creation” ° “Music creation” K AHRE
FIRAREAEF 2 KB - ERZ5 [ R HAERE - HINEHEN -
AELHEBMBAINEEAE - ETEE CERANET T CBIET Y
BE 2R SHGARMEAREEMNEE - STATHIETHIE
oI RE TR -
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B — [ B 5 A2 — (B T - 5% B T s
SRS SR e T BERA Y e A B A
B

TIRIERA > MEARCREF T IR AEA Sl P P - 5338 3 2 2t B
& RS W RRIEE - KOE TR AR S RS o 5
kA

ARSCRTHR R B 5% A8 p SO 4 RS SRR R HEAR R

(R4 55 ) HURRR TR IR - (HAIERI T =i
BRIV EEME - B 19 BHRIRDIZKE > B A EATPS

T SETH SR A SN R SR A AR U AN B R EH S S —
5 R HEM R E L o ARy - SRR A ER
AL & RS SR RAA AT TR - 08 T — 2 2 AT
ARAEIERE - ST AIEMIERR R (5~ = BT o K A
BIEAE 4 - ANE VST E AR G R - E R
A8 7 T R I BRI > SRR B2 2 ~ & RE M L FL At A AR
BlRe i - DU ERTREIR] - IE AR 2 i el Sk T
R -

HEEE S S SCUASRRAVIERE - B LR A RE A AR
HEWHESTEENERNS  UEFEER - FEEERNGE
R - R TG0 S AR - (iR ST e
P o 18 5 T S R HH %R 5 B R IR A (S 00 ~ (B ~ A0S
o~ A3 s~ RS DURGESS OIS - HRGERE SR AV AR 2 T
A LIERYEEDE o BREA BBl L TRV @ aT 2 ot > 78 (3
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L#EEamA ) (2007) —&Frh - MREHISHERE AR AL ERRE I A
HNEE LR LA EGR - "B EE SR R RE B L T
BERETTE R (BF) - B (GE) RHFE—5%ER
HIGL R - R TR AKE - RATE GEE) - ERRE
MILALEER ~ 8592 PR HIEERiE HAYHEET A" - JELE T
TERY E B2 s I BT AL - R e i R ARy - Pl
T Ry U i Ry i P BCRE S (E R I R = HP R E 3 T B (R el 72
fge e - MEFE SRR TR R BRI 8 - A RETELS 58 Ry HEREAT
RAIAYRER o IEAIIEER LE « 25%E (2001) A5 @ EREMESC
b EEMEE S R R EE -
R LA — BB PR Y A2 - IR 58 36 B Y ZE 32 A
{FAERY > {H as good as it gets fEREHELEKEY - BRI
M~ E T ERIEERI -

25300

Liang, Mingyue (1985). Music of the Billion. Wilhelmshaven: Heinrichshofen’s
Verlag,

BUEBE (2007) - CULEEEGmR) - RSN A R -

e (2008) - CHREIRVEGT @ IS RAERED) - B (FEREEIRTHI
Bl) - K - B S - BliolRE - RISkt -

BICHI (2008) - (TEERRESLREREILITSE) -~ s -

sz - 76E (2001) - (GRS SUIBELENGE) - B4R > WEEH A
it o
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TE& T

HERABBRRA AN LT LERTLATA - HREGELT
HHMEAZFRLEREY > A ERERARERE B F4
BHEMELCHEE s AREFELEN - HRAWAENTEH
BUYREGBEE - FRCEBURFLEELEEH - WY
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Guidelines for Contributors

Guidelines for Contributors

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

responsibility to obtain written permission to translate.

2. Abstracts in English of 200-300 words are required. Please attach
one to the manuscript, together with your name, address,

telephone and fax numbers and email address where applicable.

3. Inaddition to original articles and book reviews, review articles
related to the evaluation or interpretation of a major substantive

or methodological issue may also be submitted.

4. Endnotes should be kept to a minimum and typed single-spaced.
Page references should be given in parentheses, with the page
number(s) following the author’s name and the year of publication.
Manuscript styles should be consistent; authors are advised to

consult earlier issues for proper formats.

5. Chinese names and book titles in the text should be romanised
according to the “modified” Wade-Giles or the pinyin system, and
then, where they first appear, followed immediately by the Chinese
characters and translations. Translations of Chinese terms obvious

to the readers (like wenxue), however, are not necessary.
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6. There should be a separate reference section containing all the
works referred to in the body of the article. Pertinent information
should be given on the variety of editions available, as well as the

date and place of publication, to facilitate use by the readers.

7. All contributions will be first reviewed by the Editorial Board
members and then anonymously by referees for its suitability for
publication in Translation Quarterly. Care should be taken by
authors to avoid identifying themselves. Submissions written in a
language which is not the author’s mother-tongue should

preferably be checked by a native speaker before submission.

8. Electronic files of contributions should be submitted to Professor
Leo Tak-hung Chan, ¢/o Department of Translation, Lingnan
University, Tuen Mun, Hong Kong. Email address: chanleo@In.
edu.hk.

9. Given the accessibility, from summer 2009, of the journal via the

EBSCO database, authors will no longer receive complimentary

copies unless special requests are made to the Editor.
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Subscribing to Translation Quarterly

Translation Quarterly is published by the Hong Kong Translation
Society, and is a major international scholarly publication. Its Chief
Editor is the Society’s President, Professor Leo Tak-hung Chan, and
its Academic Advisory Board is composed of numerous
internationally renowned specialists in the translation studies field.
The journal has previously included contributions from such
distinguished scholars as the Swedish Nobel Prize committee judge
Professor Goran Malmqvist, the American translation theorist Dr.
Eugene A. Nida, and the English translator Professor David Hawkes.
Translation Quarterly publishes contributions in both Chinese and
English, and English abstracts of its articles are included in Translation
Studies Abstracts, edited by UMIST, UK. Institutions or individuals who

wish to subscribe to the journal should contact:

The Chinese University Press
Address:  The Chinese University Press
The Chinese University of Hong Kong
Sha Tin, New Territories, Hong Kong
Tel: +852 2946 5300
Fax: +852 2603 7355 / +852 2603 6692
Email: cup-bus@cuhk.edu.hk

Website: ~www.chineseupress.com
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Subscription Information

» Subscriptions are accepted for complete » Orders and requests for information
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The Chinese University Press
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» Orders are regarded as firm and payments
are not refundable

» Rates are subject to alteration without notice

TO: The Chinese University Press Fax: +852 2603 7355
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Expiry Date:
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