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Abstract

The dissertation is a diachronic study of Zhou Shoujuan’s translation between 1911

and 1947 of Western fiction. Zhou was an influential and prolific translator in China

during this period. However, labelled one of the hardcore members of a notorious

literary school—namely, the “mandarin duck and butterfly school” (henceforward

abbreviated as the Butterfly school)—he was for a long time marginalized in the

history of modern Chinese translated literature, a situation which changed little even

with the amazing comeback of Butterfly literature and the rehabilitation of Butterfly

writers in the historiography of modern Chinese literature in the mainland since the

end of the 1980s. But my study shows that Zhou actually contributed a great deal to

modern Chinese translated literature not only in the number of works of Western

writers he translated, but also in the brand new narrative techniques of Western fiction

he introduced into China since the early 1910s. In this dissertation, Zhou’s

translations of Western fiction from 1911 to 1947 are peroidized into two phases: viz.,

early phase (1911-1919) and later phase (1920-1947). A narratological model is

established and applied to the study of Zhou’s translations of Western fiction during

these two phases. Namely, Zhou’s translations are analyzed from the perspectives of

focalization/point of view, narratorial commentary and means of characterization. The

analytical results show that there is actually a big difference between these two phases

in terms of the narrative features mentioned above. The dissertation then explores the



causes of these textual differences on the translator’s level and the socio-cultural level

and also discusses the change of translation norms underlying these differences.
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Chapter One  Introduction

1.1 A short biography of Zhou Shoujuan’

Zhou Shoujuan (1895-1968) was born on June 30, 1895 in Shanghai. His
original name was Zhou Zufu and his sobriquet was Guoxian. His father—the chief
income provider of the family—died when he was only six and thus left his family in
dire poverty. His mother did sewing work day in and day out in order to sustain the
whole family. Even though the family faced immense hardships and financial
difficulties, Zhou’s mother managed to spare some money for little Shoujuan to
receive an education. Zhou worked extremely hard at school and performed
exceptionally well in his studies. In view of his excellent performance and poor
family background, both the primary school and the middle school in which he
studied awarded him a fee waiver, which enabled him to finish his education. He
learned English at the early age of ten. When he was fifteen, he was already able to
read a considerable amount of original English works by a variety of British and
American writers. In 1910, at age sixteen, he translated and adapted the English
version of a love story into a play with eight scenes. His Chinese version entitled “%*

&[5 [The Flower of Love], was published and serialized the following year (1911)

! The biographical information on Zhou Shoujuan provided here is based on the articles @ﬁ?ﬁl%& [A
biography of Zhou Shoujuan] and “| @EF?F = [A chronicle of Zhou Shoujuan’s life] by Wang Ehlyl which are
both collected in * /ﬁﬂﬁﬁfﬁ‘h TR’ [Researcﬁ Materials on Zhou Shoujuan] edited by him.
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in ‘-] 32 £ 3%’ [The Short Story Magazine], a very popular journal of entertainment at
that time. This translation brought Zhou a remuneration of sixteen silver dollars,
which greatly relieved the financial difficulty of the family for some months, because
such an amount of money meant they “could afford more than one hundred kilograms
of rice at that time” (Zhou S. 1993: 272). From that time on, the idea of making a
living by writing and translating was fixed in Zhou’s mind (Zhou S. 1993: 273).

In the same year, Zhou published his first fiction—a short story entitled “7% -
X4 [The Resentment of Fallen Flowers]—in the inaugural issue of the monthly ‘7%
E\ﬂfiég’ [The Women’s Times], under the pseudonym Shoujuan, which he was to use for

the rest of his life. Zhou once explained why he adopted this pseudonym:

My pseudonym Shoujuan [a lean cuckoo], is a name that is tinged with the
greatest degree of wretchedness. The cuckoo is the most wretched bird in the
world, as it often caws and spits blood in the middle of the night. And in my
name the adjective “shou” [lean, thin] is added to describe it, which indicates
that the cuckoo spits so much that it becomes skinny....

(Zhou S. 1921: 41)

His interpretation of the pen name, as Xu Xueging aptly pointed out, “fittingly reflects



both his early life and the dominant subject matter and mood of his fictional writing”

(2000: 68).

In subsequent years, Zhou displayed great enthusiasm for writing and

translating. It was not long before his pseudonym Shoujuan became almost a

household name to readers of Shanghai and he established his fame as a fiction writer

and translator nationwide.

In 1913 at the age of nineteen, he fell in love with a girl named Zhou Yinping,

who was an ardent reader of his stories and an admirer of him. However, their

relationship encountered great opposition from Zhou Yinping’s rich parents and Zhou

Yinping, in the next year, was forced to marry the son of a well-off merchant whom

she did not love at all. This unsuccessful and somewhat tragic love experience left an

indelible imprint on both Shoujuan’s life and his writing career. From that time on,

Shoujuan became infatuated with violet simply because it was Zhou Yinping’s

English name (Violet). As he later admitted, he looked on the violet as the symbol of

Zhou Yinping (cf. Zhou S. 1993: 134). The word ‘violet’ was used in the title for the

journals and magazines that he edited, the books that he wrote, the house that he lived

in and even the study that he worked in. According to Zhou, among all the works he

wrote before 1949, be they prose, fiction or poetry, more than half of them had

employed the image of the violet (Zhou S. 1993: 134). The image was so frequently



mentioned and discussed in his works that some scholars even considered it a symbol
of the literary culture of Shanghai in the 1910s and 1920s (cf. Chen J. 2002). It
might be supposed that Zhou had hoped to find some consolation for his unrequited
love by constructing such an entangled and ubiquitous network of violets around him.

There is an intimate interplay between Zhou’s early life experience and the
subject matter and style of his works, as is evidenced in most of his fiction creations.
In Zhou’s own stories, we frequently find such themes of misery in love as the
unfortunate breakdown of a love relationship due to the tragic death of a lover, or the
unfulfilled marriage desires between young lovers due to family interference, usually
from the girl’s side, or a disappointed lover lamenting for the rest of his life in a
lonely place, etc.. Reading these stories, we often have the feeling that Zhou is
actually recounting his own love story or life experience to us. Because of his
tendency to write tragic love stories, he was dubbed “F% ‘I‘?jEH'” [master of love
stories] or I@u[ﬁj 'J%E;ETJJ % [expert of sad love fiction] by his contemporaries (Wang
D. 1924: 2). The years from 1911 to 1937 were the golden period of Shoujuan’s
literary career, when he produced more than three fourths of all his works, including
both original writings and translations.

Zhou continued to write and translate during the following war periods, but

! Please refer to 1.2 for a full discussion of Chen J.’s study of the image of violet as a sign of the literary culture of
Shanghai during the 1910s and 1920s.



turned out far fewer works than before. After the founding of the People’s Republic of
China (PRC) in 1949, he gave up creating and translating fiction entirely and shifted
his attention to prose writing. When the unprecedented Cultural Revolution broke out
in 1966, Zhou was roundly criticized and denounced as a “reactionary academic
authority” (Wang Z. 1993: 61). At midnight on August 12, 1968, he found he could no
longer tolerate the psychological and physical torture of the “iﬁ@i’f" [revolutionary
rebels] any longer and committed suicide by throwing himself into the well of his

house.

1.2 The gradual process of re-recognizing Butterfly literature

My choice of Zhou Shoujuan’s translation of Western fiction as a research
subject has often brought doubts, if not scorn, from my friends and other scholars also
engaged in the field of translation research. During my preparation for this thesis, I
was more often than not queried with such questions as “What makes you decide on
such a topic?”, “What is the point of doing a research like this?”” or even “Who on
earth is Zhou Shoujuan? ”, etc.. Their worries are justifiable in a sense. In modern
Chinese literary history, Zhou has often been referred to as a “popular” writer of his
time—as opposed to “serious” ones, such as Lu Xun, Mao Dun, or Guo Moruo. If a

writer in China is tagged “popular”, his works will usually be regarded by critics as



“vulgar”, “low-taste” or “having little literary worth”, and thus deserve no in-depth
study in literary history.! Zhang Henshui, Bao Tianxiao and other unusually popular
novelists of the Republican period suffered the same fate as Zhou for exactly this
reason.

To make things worse, the fact that Zhou has always been regarded as one of the
five leading figures® of the notorious literary school of “EEEAIEYT [Mandarin
Duck and Butterfly School; hereafter, Butterfly school] also casts doubts on the
validity of any study of Zhou’s creations or translations.® In quite a few people’s eyes,
Zhou’s leading role in this school is indeed a stigma attached to his literary career that
disqualifies him for a place in the mainstream of modern Chinese literature (Wang Z.
1993: 318).

To say that the Butterfly school is one of the most disparaged literary schools in
the history of modern Chinese literature is not to overstate the unfair treatment
Butterfly writers have received in Chinese literary historiography. In fact, the school
had always been the subject of mocking and scourging ever since it was given this

unfriendly, or even derogatory, title by its literary opponents at the end of the 1910s.

! The quality and popularity of a literary work seem often at odds with each other. People tend to believe that if a
literary work is popular, its literary quality will not be high—although not necessarily the vice versa. However, the
fact that there is no lack of literary works that are both well-received and high in quality in the world, such as the
works of Dickens and Maugham, shows that this view is actually groundless.

2 The other four recognized leaders of the school were Xu Zhenya, Li Hangjiu, Bao Tiaoxiao and Zhang Hengshui
(Wei S. 1984: 4).

3 Afull discussion of the Butterfly School is beyond the scope of the present thesis. For a more detailed treatment
on the formation, development and phasing out of the Butterfly School as well as the ceaseless lashings of it ever
since the 1920s, please refer to Wei S. 1984, 1990; Fan B. 1989, 1999; Yuan J. 1992 and Liu Y. 1997.

6



However, for this much-repudiated school, it is surprising, as many scholars in this
field would agree, that not even a consensus has been reached either as to the exact
definition of the school or a complete list of the writers belonging to it (cf. Fan B.
1989a; Yuan J. 1992, etc.)." However, one typical definition of Butterfly literature
which has often been quoted is the one supplied by Fan Boquan, a leading scholar of
early Republican popular literature in Suzhou University: “a kind of urban literature
that aims at catering for the vulgar needs of the leisure class and townspeople” (Fan B.
1989a: 11). Mao Dun may have been the first writer in China to launch a scathing
attack on Butterfly literature. In the article “FI k= =1 ] 53" [On
naturalism and contemporary Chinese fiction] published in 1922, he commented that
the most serious mistake that Butterfly writers committed was “their literary
conceptions that were centered on pleasure, leisure and money-seeking”. It is true that
Butterfly novelists lay much emphasis on the entertaining function of literature and
place reader’s reading needs and pleasure at the top of their considerations when
creating fiction or editing a journal, as is clearly indicated in Wang Dungen’s
introduction to one of the extremely popular weeklies of the Butterfly school,
Saturday. In the first issue of Saturday, Wang, as the chief editor, wrote the following

words (usually considered as the manifesto of the Butterfly school novelists) on the

! Chen Jianhua attempts to offer a definition of Butterfly fiction by proposing that there are actually both narrow
and broad senses of the term: “In its narrow sense, Butterfly fiction refers to the sentimental romances or love
stories that blossomed during the 1910s. ... More broadly, the term came to refer to all popular literature that
developed in multiple forms in the first half of the century, mostly in Shanghai” (Chen J. 2003: 355).
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opening page to explain why he chose the word “Saturday” as the magazine’s title:

Some posed the question: “You have entitled your weekly magazine

Saturday. Why did you not name it Monday, Tuesday, Wednesday, Thursday or

Friday?”

I replied, “On Mondays, Tuesdays, Wednesdays, Thursdays, and Fridays,

people are preoccupied with their work. Only on Saturdays and Sundays can

they rest and enjoy their leisure to read fiction.”

“Then why not name it Sunday rather than Saturday?”

| said, “On Saturdays most businesses are closed. The magazines are for

distribution on Saturday afternoon so that we can afford our readers earlier

enjoyment.”

“But there are so many other pleasures available on Saturday afternoon.

Do people not want to enjoy music and songs at the theaters, to intoxicate

themselves in the taverns, or to revel in the pleasure quarters? Or would they

rather take to joyless solitude, idling their way alone to purchase and then read

your fiction?”

To which 1 replied, “Not so. Pleasure quarters are costly, drinking is

unhealthy, and music and songs can be clamorous, unlike reading stories, which



is economical and relaxing. Furthermore, the thrills derived from the former are
ephemeral, incapable of lasting even until the next day. But dozens of new and
fascinating stories can be acquired with only one silver dollar... ”

(Wang Dungen 1996: 243-244; translated by Gilbert Fong)

Set in today’s background, the above statements will appear quite natural and
appropriate to most of us as it is a clear fact that an important function of literature,
and especially an indispensable aim of narrative fiction, is to entertain and amuse
readers.’ Yet during the early Republican period, especially in the 1920s, such an
approach to the interpretation of literature was severely criticized by the May Fourth
New Culturalists and reformers.

Ever since the introduction of the so-called new literature based on the
vernacular (as opposed to the predominant use of classical Chinese in previous
literary creations) during the 1920s, all writers (as well as their works) in China,
judged according to their interpretations of and attitudes towards literature, were
sharply divided into different groups and given different labels by the exceptionally

active May Fourth writers in their various literary polemics repudiating traditional and

! Examining closely, we will find that Horace’s injunction in his brilliant essay Ars Poetica (Art of Poetry)—that
poetry should both “instruct and delight” (Horace 2001: 121)—actually finds echoes in the Butterfly novelist’s
conviction that entertainment or pleasure should be combined with the enlightening function of literature.

9



backward literature, which was especially typified by the Butterfly writers’ works.!
What the New Culturalists advocated was an ideological approach to the creation and
consumption of literature and the entire forsaking of China’s age-old Confucian
tradition, which lingered in almost all fictional works written in classical Chinese
form, and also in those by Butterfly writers. Their beliefs were in direct contrast to the
typical views of Butterfly writers such as Bao Tianxiao, who held that the aim of his
fiction was to “promote a new political system and preserve traditional morality” (Bao
T. 1971: 391), or was what Zhou Shoujuan’s conviction about literature, namely, that
“education and recreation should be combined in literature” (Zhou S. 1923: i). It is
exactly this ideological difference towards literature that led to the New Culturalists’
deep-rooted contempt and derision for Butterfly literature and its writers. What is
more, the intense competition for larger readership that long existed between these

two groups only deepened the New Culturalists” disgust for the Butterfly school.?

! For an excellent account of the various literary debates taking place in China from 1918 to 1937, please refer to
Tagore’s almost exhaustive description of polemics during this period (cf. Tagore 1967). However, Tagore failed to
record the polemics between Mao Dun and Zhou Shoujuan, from which Mao’s well-known article entitled On
Naturalism and Contemporary Chinese Fiction originated. Fortunately, the blank left in Tagore’s study was filled
in by Chen Jianhua’s doctoral dissertation (Chen J. 2003), in which he used a subsection to recount the whole
event. Such a polemic clearly shows the unbridgeable gap between May Fourth writers and Butterfly writers due to
their different conceptions of literature.

2 Although the New Culturalists seem to have had much more cogent reasons for their approaches to the
interpretation of literature and had landslide victories in every debate with Butterfly writers (in which Butterfly
writers’ conspicuous reluctance to answer their charges may have been one of the reasons for their defeat), the
readership of New Culturalists’ works was far smaller than that of Butterfly writers, with the exception of Ba Jin’s
novel Jia [Family], which reached a readership unimaginable to most of the progressive writers. However, as
Denton argues, this is probably because “it contains many conventions from Butterfly tradition” (Denton 2003:
294). This situation lasted from the 1920s to the 1940s, which caused worries from such prominent May Fourth
writers as Zhu Ziging (cf. Zhu Z. 1947). Rey Chow has quite a different interpretation of the greater readership of
Butterfly literature than that of May Fourth literature. She regards that the reasons for the attacks that May Fourth
writers launched against Butterfly literature lay not only in that “it [Butterfly literature] was immoral or useless,
but also that it was unexpectedly implementing a much longed-for, democratic social reform: mass literacy”, an
aim which was different from May Fourth writers’ intention to make “new literature...exclusively learned and
hyperaesthetic” (Chow 1986: 18).
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Therefore, it is not surprising that we see that in some of the influential history books

of modern Chinese literature compiled by the New Culturalists from the 1920s to the

1940s (Hu S. 1922/1953; Zhou Z. 1934; Wang Z. 1933; Li H. 1939, etc.), which have

helped to form the canonical status of May Fourth literature from the 1910s till now,

Butterfly literature is rejected outright from the recognized canon of Chinese modern

literature and Butterfly writers are treated as “mere popularizers at best, and

reactionaries at worst” (Xu X. 2000: 1).

The histories of modern Chinese literature published after the founding of the

PRC in 1949 (Wang Y. 1953; Ding Y. 1955, 1959) largely preserve the theoretical

paradigms and ideological purposes underlying the previous ones. Attempting at a

full-scale institutionalization of literary history, especially for university students,

these books further canonize the May Fourth literature and consider it as the

beginning of literary modernity in China. In addition, influenced by the intense

political atmosphere of that time, writers are labeled as “revolutionary”, “progressive”,

“bourgeois” or “reactionary”. Butterfly writers are often denied a place in these

history books, as if they never existed at all. In the few books which do include small

sections on Butterfly writers’ activities, they are invariably placed at the pejorative

end of the class spectrum and are severely criticized as “a ‘countercurrent’ against the

progressive May Fourth ‘new literature’” (Chen J. 2002: 357). The monolithic voice
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and extreme intolerance of the writers of the opposing camp of May Fourth new
literature are also evident in subsequent literary histories of the period of the early
1950s (cf. Liu S. 1956/1979) and in later histories published from the 1970s to the
beginning of the 1980s as well.

However, since the beginning of the 1990s, Butterfly literature has enjoyed a
“dramatic and surprising comeback” (Chen J. 2002: 12), with the backdrop of the new
“ETRUY Sl [rewriting literary history] project that sprang up at the end of the
1980s in mainland China (Zhang Y. 1994: 371).

Generally speaking, this project attempts to challenge the seemingly great
homogeneity of literary thought portrayed by the Marxist literary historians in the
PRC, purporting to revise the established May Fourth literary canon that has been
used as the study subject of college students for many decades. In this still ongoing
project, many literary schools and writers excluded from the May Fourth and Maoist
canons have been restored to history by literary historians in the PRC, and this has
“created a far more diverse and heterogeneous picture of literary development”
(Denton 2003: 287). The wave of rewriting modern Chinese history has also spread to

scholars and critics in the Western world. Wang Der-wei pushed the inception dates of

modern Chinese literature back to the late Qing rather than to the previously accepted

1 In the 1970s, some scholars outside the PRC had already begun the work of revising “the canon set up by the
Communist ideological apparatuses” (Zhang Y. 2003: 326). Their work include Li Huiying’s history published in
Hong Kong (Li H. 1970), Liu Xinhuan’s book in Taiwan (Liu X. 1971) and Sima Changfeng’s book in Hong Kong
(Sima C. 1975) (cf. Zhang Y. 2003).
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date of the May Fourth movement. Scholars have begun to search eagerly for the
“alternative modernities” underlying late Qing fiction (Wang D. 1997) and popular
fiction (Chow R. 1991) that had long been suppressed by the established May Fourth
canon and the official hegemonic voice. Literary historiographers nowadays in China
are becoming more and more aware of the fact that the modern literary history of
China will only be half complete until it includes the popular literature of the late
Qing and early Republican period—especially that of Butterfly writers (Li Y. 1997:

256).

1.3 The study of Zhou Shoujuan’s translations: a literature review

The canon-revision movement discussed above declares an end to the totally
negative attitude towards the Butterfly school of the past. Specifically, since the end
of the 1980s, the literary scene in China has witnessed a strong revival of Butterfly
literature and a considerable extent of rehabilitation of Butterfly writers in the history
of modern Chinese literature.! More and more Butterfly writers, such as Bao

Tianxiao (cf. Luan M. 1996), Cheng Xiaoging and Xu Zuodai, have been excavated

! Scholars outside PRC have been much quicker than those in the mainland in discovering and acknowledging the
merits of Butterfly literature and its contribution to the formation of Chinese modern literature. In his
well-received book A History of Modern Chinese Fiction 1917-1957, Hsia points out that the study of Butterfly
writers” works may have merits for cultural studies (Hsia 1961). Perry Link’s pioneering work of thorough
investigation of the Butterfly school (Link 1981) was followed by Hsia’s in-depth analysis of one of the most
representative works of Butterfly literature—Xu Zhenya’s Yi-li hun (Hsia 1982). In these two works, much credit
is given to Butterfly writers for their artistic techniques and their contributions to the modernity of Chinese
literature, especially in the short stories. Other works devoted to the study of the Butterfly school outside China in
the 1980s include Fong (1982), Chow (1986), etc.
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from the “forgotten corner” of modern Chinese literature. Several anthologies of
works by Butterfly writers (cf. Fan B. 1993; Yu R. 1997; Yuan J. 1997, etc.), as well
as a series of biographies of the most representative figures of the school such as Bao
Tianxiao, Xu Zhenya and Li Hangiu (cf. Fan B. 1994; Luan M. 1996), have been
published.

Under the influence of this growing trend, Zhou’s status as an important and
innovative writer has also been gradually legitimized and re-established in some of
the newly published literary histories of modern Chinese literature (Chen P. 1989; Fan
B. 1999; Guo Y. 1998; etc.). In fact, the arrival of the 21% century witnessed the
appearance of two doctoral dissertations (Xu X. 2000; Chen J. 2002) partially or
wholly devoted to the study of Zhou Shoujuan. It is no coincidence, considering the
boom of rediscovering the “repressed modernity” (cf. Wang D. 1997) of the late Qing
and early Republican period and the urban culture displayed in the print and visual
media in Shanghai (cf. Lee 1999) since the 1990s by Western scholars of Chinese
literature, that both of these dissertations are written by overseas scholars.

One of the Ph.D dissertations, Short Stories by Bao Tianxiao and Zhou Shoujuan
during the Early Years of the Republic by Xu Xueging of Toronto University, attempts
a comprehensive investigation into the structural, narratological and stylistic

innovations introduced by Bao Tianxiao and Zhou Shoujuan in their short stories
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during the early years of the Republic. In addition, Xu also briefly mentions the
leading roles of these two writers as translators and editors of literary magazines as
indispensable and important parts of their literary careers. However, the emphasis of
Xu’s dissertation lies in how Bao and Zhou innovated the traditional narrative
techniques of fiction and how they modified the syntax and enlarged the vocabulary
of classical Chinese to “fit the modern content and their contemporary readership”
(Xu X. 2000: iii). Xu’s discussion of Zhou’s reforms of narrative methods and forms
of language in his short stories, with its insights borrowed from the theories of
narratology, is especially interesting and thought-provoking. However, as the focus of
Xu’s dissertation is on Zhou’s fiction, she naturally does not spill much ink over
Zhou’s translations. Although Xu does mention Zhou’s translations of western
literature in a small section of her dissertation (cf. Xu X. 2000: 86-87), it is far from a
comprehensive study, as it only lists some Western novelists that Zhou translated, plus
a very general, even vague, description of Zhou’s translation.® It certainly cannot
present readers an all-round picture of the translations of Zhou Shoujuan—this highly
prolific and talented translator in the modern history of Chinese translated literature.

The other dissertation, A myth of violet: Zhou Shoujuan and the literary culture

! The only paragraph I find in Xu’s dissertation that directly comments on Zhou’s translation reads: “Most of
Zhou’s translations were short stories, some of them of high literary quality. He often made attractive use of
idiomatic phrases and literary allusions. Yet, unlike Bao, he never imposed on the translation a scene or a detail of
his own invention. In both classical and vernacular language forms, he wrote with graceful ease, expressively and
suggestively” (Xu X. 2000:86).
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of Shanghai, 1911-1927, written by Chen Jianhua of Harvard University in 2002, is to
my knowledge the only scholarly work so far that is wholly devoted to the study of
Zhou Shoujuan.! Quite different from Xu’s approach of seeking Zhou’s innovations
and reforms of language and narrative techniques in his fiction, Chen—inspired by
Lee Ou-fan’s monograph Shanghai modern: the flowering of a new urban culture in
China, 1930-1945% which focuses on rediscovering “the city of Shanghai in the
1930s as a cultural matrix of Chinese modernity” (Lee 1999: xi) and the then urban
culture displayed in a dazzling array of books, journals and movies—strives to
reconstruct the image of ‘violet’, which often appears in many varieties of Zhou’s
literary creations as a symbol of the literary culture of Shanghai from the 1910s to the
1920s.? In the dissertation, Chen Jianhua resorts to the method of close reading that
New Critics have always espoused in analyzing how the image of ‘violet’ in Zhou
Shoujuan’s numerous stories has evolved into “an icon of modern femininity, a site of
popular communications, and a new mode of production” (Chen J. 2002: v). While
focusing on how Zhou’s literary creations have contributed to the formation of the
urban culture of Shanghai in the 1910s and 1920s, Chen also, in a sub-section,

discusses how Zhou’s translations of foreign romances have enriched the “romantic

bR TYR] [Research Materials on Zhou Shoujuan], edited by Wang Zhiyi and published in 1993, is to
date still the first and the only collection of materials related to the study of Zhou both as a writer and as a
translator. It contains much useful information about Zhou’s literary career, with a full and clear list of Zhou’s
creations and translations. However, as the title of the book suggests, it is not a scholarly monograph, but only acts
as a resource book for further research.

2 Lee, Leo Ou-fan (1999) Shanghai modern: the flowering of a new urban culture in China, 1930-1945,
Cambridge: Harvard University Press.

% For the reason why Zhou frequently uses the image of ‘violet” in fiction, please refer to 1.1.
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spirit” which is lacking in Chinese life and literature (Chen J. 2002: 270-275). What is
especially interesting is his discussion of Zhou’s fake translations (or
pseudotranslations, in Gideon Toury’s term), in which Zhou made up stories on a
number of exotic subjects, such as the French Revolution, Napoleon’s love affairs,
etc.. Chen’s study of these fake translations certainly has its cultural significance for
revealing Zhou and his coevals’ understanding and imagination of foreign culture, as
well as suggesting their connections with the formation of popular imagination of that
time. But Chen Jianhua should provide us with a fuller picture of the cultural and
literary patterns of Shanghai during the 1910s and 1920s by including in his study a
comprehensive analysis of Zhou’s genuine translations of that time.

Turning our eyes to the mainland, we can find a similar situation. In many
newly-published literary histories that clamor for a re-evaluation of Zhou’s status and
achievements, only a few mention Zhou’s translation achievements, and only in a
sketchy way. One exception is Chen Pingyuan’s A History of the 20™ Century Chinese
Fiction, in which he makes several references to Zhou Shoujuan’s translations and
comments on them when he elaborates on the importance of fiction translation in the
1910s and 1920s and on the birth and the diffusion of ‘xinxiaoshuo’ [new fiction]
during the late Qing and early Republican period. In addition, he puts Zhou on his list

of the eleven important translators of the late Qing and remarks on his style and
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strategies of translation tout court (cf. Chen P. 1989: 62-63). However, like Xu’s
evaluation, Chen’s opinions are tinged with impressionistic and subjective views, as
he never compares Zhou’s translations with their source texts (STs) before he reaches
his judgments.

One may argue that the disregard of Zhou’s translation activities in most of the
histories of modern Chinese literature now is quite understandable or even excusable,
as most scholars of historiography tend to agree that the literary history of a nation
should be mainly or entirely concerned with description of important writers’ own
creations at a certain historical period rather than with their translations. Although
some researchers in China, such as Xie Tianzhen, etc., have argued that Chinese
translated literature should be included and studied in the larger context of Chinese
literary history (cf. Xie T. 1989, 1992), their opinions have only had a moderate
impact on the translation circle.

However, if we survey the six histories of modern Chinese translated literature
that have been published so far,® we find that the discussions of Zhou’s translations
are no more detailed than those in histories of modern Chinese literature. In these six

books, only Guo Yanli mentions Zhou in his book. He gives fairly high praise for

! These five history books of modern Chinese literature are ‘B R [ EL” [A Brief History of Translation in
China] (1984, revised edition 1998) by Ma Zuyi; ‘[ 1B F75E ¥ ?EU?T,!}J [History of Chinese Literary Translation]
(1989) by Chen Yugang; ‘fl1Bi&” & 5155’ [History of Chinese Translation] (1991) by Zang Zhonglun; “f[1js8/3/T
BB ?)F&Tﬁéﬁ [An Overview of Translated Literature of Modern China] (1998) by Guo Yanli; ‘1B & F plI (57—

) [A Hisrory of Chinese Translations, the first volume] (2000) by Ma Zuyi; and ‘[[ 1B/ (R BB 2504l
1898-1949’° [A History of Modern Chinese Translated Literature, 1898-1949] (2004) by Xie Tianzhen and Zha
Mingjian.

18



Zhou’s translation activities, especially for Zhou’s translations of famous foreign
writers such as Maupassant, Voltaire, Defoe, etc. and for his introduction of the works
from the so-called weak and small nations such as Sweden, Holland, Hungary,
Finland, etc. (cf. Guo Y. 1998: 437-439)." However, the pages devoted to the study of
Zhou’s translations seem quite incommensurate with the importance of Zhou’s
translations that Guo has claimed: altogether no more than six pages (pp. 435-441) are
used to cover Zhou’s 36-year career as a translator. This small proportion, in
comparison to the book’s total length of 606 pages, naturally leaves readers with the
impression that its subject is insignificant. What is more, Guo’s comments on the
features of Zhou’s translations are either too general or too impressionistic.? Like
Chen’s comments, Guo’s summaries may be considered rash or not well-grounded, as
he does not make any comparison of the ST (source text) and TT (target text) of
Zhou’s translations either. Hence Guo’s study also fails to present an overall picture of

Zhou’s translations to readers.

1.4 Justifications and motivations for the present research

! Lu Xun once acclaimed Zhou’s translation collection ‘fi 3. FF R ] BUET] [A Collection of Short Stories
by Famous European and American Writers] (1917) as “a streak of light in the darkness of night and a whooping
crane among chickens” (Wang Z. 1993: 310). Lu’s unusually lavish praise for Zhou’s book, | suppose, is closely
linked with Zhou’s wide selection of foreign writers in the book, especially those from the small and weak nations
that Lu Xun had always cared for. Lu’s interests in the works of the small and weak nations can be traced back to
1909, when he and his brother Zhou Zuoren compiled a collection of fiction translations translated by them,
namely, “i89t -] FLpL1” [Fictions from abroad] (1909). In this collection, two thirds of the translations are from
works of writers from the small and weak nations such as Poland, Bosnia, Greece, Finland, etc.

2 See Guo’s summary of the main features of Zhou’s translations: (1) most of his translations are short stories; (2)
most of his translations are from “famous works by famous writers”; (3) there are works from “small and weak
nations” in his translations; and (4) his translations suit both refined and popular tastes (cf. Guo Y. 1998: 437-439).
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We may safely conclude then that in contrast to Zhou’s recuperated status as an
important writer in the history of modern Chinese literature, his role as a translator
has not yet been fully recognized and his translation achievements remain unfamiliar
to most readers today.

The marginalization of Zhou in the field of translation studies in China, as |
have shown above, is due partly to Zhou’s infamous “hat” (maozi) as a Butterfly
writer, and partly to people’s unfamiliarity with his translations. The *“hat” is a
deep-rooted prejudice that can only be eliminated by rethinking and rewriting the
current historiography of modern Chinese literature, a project which has already seen
some progress and is still going on; while the unfamiliarity, which surely plays a part
in breeding the unreasoning contempt, may hopefully be eased by the following
general picture, or facts, of Zhou’s translation achievements (cf. Li D.& Deng J. 2003,
2004).

The following statistics may facilitate a remapping of Zhou’s translation
activities and help us realize his prominent and significant role as a translator among
his contemporaries.

As an influential translator who was active mainly from the 1910s to the 1930s

in China,® Zhou translated altogether 459 pieces of foreign works written by authors

1 Actually, Zhou’s translating carreer lasted 36 years (1911-1947) and few of his contemporaries could match him.
However, he was mostly active in the translation scene from the 1910s to the first half of the 1930s. During the
anti-Japanese War (1937-1945) and the Chinese Civil War (1945-1949) that followed, Zhou translated occasionally
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from 27 nations,* which, among his coevals, was only second to Li Shu in terms of
quantity. More than 170 foreign writers were introduced into China through his
translations. Zhou’s translations cover a range of genres, such as news, biography,
drama, poetry, etc. The largest proportion is fiction translation, which accounts for
more than 82 percent of all his translations, and Zhou’s contribution to modern
Chinese translated literature mainly lies here.

Before the May Fourth Movement of 1919 Zhou had already translated 153
foreign short stories and was the champion of translation of this new literary genre
which served as a stimulus and momentum for the emergence and development of
Chinese modern short stories, ever since its introduction into China.” Through his
translations, many Chinese readers for the first time familiarized themselves with
foreign short story writers of international fame, such as Maupassant, Daudet, O.
Henry, etc.® Zhou’s translation of Gorky’s short story entitled, in English, “A
Traitor’s Mother” (Zhou’s translation: ““~%.”) in 1917 was generally believed by

experts to be one of the earliest introductions of this writer into China (Ge B.

but was frequently interrupted by the turbulent situation of that time. This half-retired situation of his translating
career ended completely in 1947 when he finished the last piece of fiction of his life and decided to quit translating
for good. I shall return to this point in 1.5.

! See the Appendix: A Complete List of Zhou Shoujuan’s Translations (1911—1947).

2 See Li D. and Deng J.’s paper ‘Translation of Short Stories in China from 1898 to 1919: A Survey’, Chinese
Translators Journal, 2003 (6): 40-6.

% Taking Zhou’s translation of Maupassant’s works as an example, from 1913 to 1928, he altogether translated 35
of Maupassant’s short stories. It may be assumed that Zhou was one of the earliest and most influential translators
of Maupassant’s works. Strangely enough, nowadays, when researchers are discussing the early translations of
Maupassant in China, they usually ignore this fact, as if Zhou’s translations had never existed. Instead, they
mention Li Qingya, a contemporary of Zhou, whose translations of Maupassant were far less known than Zhou’s
during his time.
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1965:22). According to my survey, more than 80% of his fiction translations are of
works by acknowledged “serious” writers, such as Leo Tolstoy, Dickens, Mark Twain
and Balzac, to list a few. Moreover, his translation of Leonid Andreyev’s almost
plotless story “The Red Laugh” (“37”<<™) in 1914 was not only a direct challenge to
the readers who at that time were still having “plot-seeking reading habits” while
reading fiction (Chen P. 1989: 44), but also initiated “an avant-garde sensation among
his contemporaries” (Chen J. 2003: 8). In 1928 Zhou translated a psychologically
penetrating story, “The Flowers” (“{%”), written by Arthur Schnitzler, which provided
an inspiration for the Chinese New-Sensationalists such as Shi Zhecun, etc. in the
1930s.

From the above statistics, we can now sketch the rough contour of Zhou’s
translation career. He was prolific and made great contributions to modern Chinese
translated literature in terms of the works and foreign writers he introduced into China.
In this study, | hope to answer some questions which may help us reach a clear
understanding of Zhou’s translation and lead to a gradual reconstruction of an overall
picture of the translating activities of that time. These questions include: What are the
characteristics of Zhou’s fiction translations? Are there any differences among Zhou’s

translations of different periods in terms of keeping the original narrative features? If

differences indeed exist, what are the underlying factors that caused them? And what
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regularities are displayed in Zhou’s translation behavior during different periods? If

these regularities changed over time, what caused the changes?

1.5 Population and periodization

The data of the present research are Zhou’s fiction translations® published in
magazines and collections. They constitute the population of the present research.
Population here means “the set of units or elements (corpus of analysis) to which the
results of the study are expected to be generalized” (Ozben 1999: 20).> The total
number of Zhou’s fiction translations is calculated from the major indexes for Chinese
translated literature available, namely: A Revised Index of the Translated Fictions of
the late Qing and early Republican period (Tarumoto 2002), An Index of Modern
Translated Fictions (Liu S. 1995), A Comprehensive Bibliography of Republican
Period (Beijing tushuguan 1987), An Index of Dramas, Plays and Fiction of Late
Qing (A Y. 1954) and the index of Zhou Shoujuan’s creations and translations
appendixed to Research Materials on Zhou Shoujuan (Wang Z. 1993); together with
my findings not listed in any of these indexes. It is found that Zhou turned out 423

fiction translations during his 36-year career (1911-1947) as a translator.® This,

1 In the rest of the thesis, for brevity’s sake, the phrase “Zhou’s translations” will be used to refer to Zhou’s
translations of Western fiction, unless otherwise indicated.

2 |n statistical terms, population is understood as the set of all possible (numeric) values for a particular variable
(see Woods et al. 1986: 49), which is a little different from the definition here.

3 Zhou ended his career as a translator in 1947, but his writing career continued till he committed suicide in 1968.
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therefore, is the population of the present study.

However, as some Chinese translations cannot be obtained’ and some STs of
the translations cannot be located, we need to determine an exact and accessible
empirical representation of the population. For the present study, | have collected
altogether 310 of Zhou’s fiction translations, but only 169 STs can be identified and
found.® Due to the nature of translation research, which usually requires TTs and the
corresponding STs, we have to limit our study to these 169 translations and their
corresponding STs.*

A periodization of the corpus is necessary before the reseach can actually be
carried out. This is because the present study, which is diachronic in nature, covers
Zhou’s fiction translations produced over the fairly long time span of 36 years
(1911-1947). The need for periodization of these translations looms large, as Zhou’s

translations of early years display distinct differences both in language, style and

1 It should be noted that the figure is by no means exhaustive or final for Zhou’s fiction transitions. As a prolific
translator, Zhou published his translations in a variety of magazines and newspapers, many of which are
untraceable now, and this has thwarted any attempt to compile a complete index of Zhou’s fiction translations.

2 There is no access to some of Zhou’s fiction translations, even though they may be listed in indexes, because
they were either already lost or destroyed with the passage of time or were kept in the reserve section of libraries
and could not be loaned.

® The process of searching for source texts encounters formidable difficulties for those translations in which Zhou
did not provide any information concerning the original works. Most of the fiction translations without originals in
this study belong to this type.

* The present study only investigates those translations with accompanying originals and disregards those for
which the original texts cannot be found. This source-oriented practice seems to run contrary to the target-oriented
thesis of “decentering the role of source texts but emphasizing more on the cultural functions of translations in the
target culture” proposed by some influential translation scholars such as Toury (1980, 1995). It should be admitted
that this idea helps to widen the scope of translation studies by calling our attention to many long-neglected factors,
such as norms, ideology, poetics, etc., that underlie the translational phenomenon, instead of merely comparing ST
and TT. However, in the present research, both comparing ST and TT and investigating underlying factors are
important, as the former indeed serve as “textual indicators of e.g. ideology and power relations” (Williams &
Chesterman 2002: 90). This explains why a comparative model and a causal model are both used in the paper as
the theoretical framework (see 2.3).
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translation strategies from his translations of later years.

Periodization is actually a fundamental issue in literary historiography as well as
in chronological studies of translation. Some literary critics, such as Rene Wellek,
have worked earnestly on this question with the aim to formulate some rules and
principles guiding the periodization process (cf. Wellek & Warren 1956). However,
this question seems often to be overlooked by scholars who approach literary
translations from an historical perspective. Take the five histories of modern Chinese
translated literature mentioned above (cf. 1.3): none of the writers have indicated “the
principles which underlie the formation of periods” (Wellek and Warren 1956: 73).

The present study divides Zhou’s translation career into two periods, namely, an
early Republican period (1911-1919, referred to as the early or first period) and a later
May Fourth period (1920-1947, referred to as the later or second period). This
division coincides with the periodization of modern Chinese literature, as the May
Fourth Movement of 1919 is generally accepted by critics as the watershed of
traditional and modern Chinese literatures. The May Fourth event, which was
essentially cultural rather than political, greatly shattered the Chinese cultural and
literary traditions and engendered the birth of “xinwenxue (Fr<d 2)” [New

Literature]." Therefore, by setting 1919 as the demarcation line for Zhou’s fiction

1 Zhao Yiheng is quite right in pointing out that the May Fourth Movement “was essentially one of cultural
criticism, non-political to a large extent, focusing mainly on such cultural issues as literature, language, education,
and social customs, rather than on political issues such as how the constitution should be written, or how the
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translations, | wish to discover how the new cultural and literary thoughts of the May

Fourth event affected Zhou’s fiction translations afterwards.

In accordance with periodization, we can now determine the exact number of the

translations for these two periods to be studied: 61 translations of the first period and

108 translations of the second period. In other words, these 169 translations (61 of the

first period plus 108 of the second period) form the corpus of the present research, on

which all the analyses and findings of Zhou’s translation of Western fiction are based.

1.6 The organization of the dissertation

This dissertation is composed of eight chapters. The first chapter is an

introduction to the basic issues of the research, including biographical information on

Zhou Shoujuan, the rehabilitation process of Butterfly literature and the population

and periodization of the study.

The second chapter relates the methodology used in the thesis. In this part, a

narratory model which seeks to analyze Zhou’s translations of Western fiction in

terms of three narrative features—namely, point of view, narratorial commentary and

means of characterization—will be established. Chapter three will present how Zhou

translated the point of view of the ST in his early translations, discussing the

definition and types of points of view and the tendencies of Zhou’s translation

bureaucracy should be organized...” (Zhao Y. 1995: 31).
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strategies. Chapter four will deal with Zhou’s translation of narratorial commentary on

the STs, including the definition and classification of narratorial commentary, the

different traditions of narratorial commentary in China and in the West, and Zhou’s

different strategies of narratorial commentary in the early period. Chapter five

describes how Zhou renders different means of characterization and list the general

ways used for characterization in narrative fiction and touching on the different

traditions of characterization both in China and in the West.

While chapters three, four and five are used to examine the three narrative

features mentioned in the narrative sub-model (see 2.3.1) of Zhou’s early translations

separately, Chapter six will explore all these three narrative features of Zhou’s later

translations. This is because Zhou displays a rather heterogeneous tendency in his

later translations, in terms of the translation strategies adapted, which is quite different

from the methods employed in the early translations. In Chapter seven, the results

found in the previous chapters will be discussed and explained within the framework

of the explanatory sub-model presented above so as to discover what cultural factors

and aesthetic beliefs they reflect and how the change of translation norms affected

Zhou’s translation performance. Chapter eight is the conclusion.
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Chapter Two Methodology

The present research is essentially within the field of translation studies, though
it shares some common ground with the discipline of comparative literature, in
respect to comparison of some of the traditional Chinese and \Western literary
concepts and narrative techniques. Drawing on certain translation research models,
the research hopes to derive comparative results from a close investigation of the
textual relationship between ST and TT. In the present study, a distinction is made
between “translation theories” and “translation models”, with the former refering to
meta-reflection on the name, nature and categorizations of translation as a discipline®
and the latter denoting any theoretical construct that may have a direct influence on
the research of translation as an activity (see Toury 1980, 1995). In other words, a
model is a “physical embodiment of the theory”, while a theory is “an explanation of
a phenomenon, the perception of system and order in something observed” (Bell 1991:
25). The difference between theories and models is made clearer by Eysenck and

Keane when they point out that

Theories are typically too general to make predictions about specific situations.

! Note that my definition for translation theory here is a bit different from some practical views of translation
theory, such as Newmark’s, in which he defined the main concern of translation theory as “to determine
appropriate translation methods for the widest possible range of texts or text-categories” (Newmark 1982: 19).
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However, a model is a particular instantiation of a theory which relates that

theory to a specific situation.

(Eysenck and Keane 1990: 31)

Therefore, translation models are to answer more concrete questions than translation
theories do. A translation model may answer such questions as what specific methods
should be adopted in order to attempt an overall description of the textual
relationships between ST and TT, what result or inference the study is likely to yield,
what factors underlie the translation process, what perspectives we should adopt when
we analyze translations, etc.. To sum up: translation models guide a researcher in what
he or she should do when faced with a text and one or several (presumed) translations
of it in order to find the relations between them.

In the subsequent sections, by reviewing some of the representative translation
models available now,' I will argue for the necessity of establishing a narratory

model to be used in the analysis and explanation of Zhou’s translation of fiction.

2.1 Translation research models: the state of the art

! Since there have been no influential translation models proposed by Chinese scholars so far, the discussion will
have to be limited to those major translation models proposed by scholars in the West. We hope that this situation
will change in the near future.
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Although translation activities can be traced back to as early as 3000 BC
(Newmark 1982: 3), incipient translation researches in the West were much like those
of China as both were “subject to taste and temperament rather than knowledge”
(Bates 1943: 15). As a matter of fact, no translation models in the true sense were ever
broached in the West before the 20" century, as the scene of translation studies was
dominated by various dichotomies and normative principles. Ever since Cicero raised
the first dichotomy of translation—*“translating as an interpreter versus translating as
an orator” (see Robinson 1997a: 9)—in the first century BC, the various dichotomies
of translation strategies and principles have run through the development of
translation studies in the West and still exert much influence today. What underlie
these dichotomies or binary distinctions (such as “prospective translation” versus
“retrospective translation” (Postgate 1922), “cultural translation” versus “linguistic
translation” (Nida and Taber 1969), “primary translation” versus ‘“secondary
translation” (Diller and Kornelius 1978), “direct translation” versus “indirect
translation” (Gutt 1991), “documentary translation” versus “instrumental translation”
(Nord 1991), etc.) are underwritten judgments of why a certain translation method is
better than another. Although these binary pairs can help deepen our knowledge of the
merits and demerits of certain translation approaches or methods, their normative and

pedagogical nature predetermines that their currencies were mainly in the field of
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translation teaching and were not to be used as tools to account for translations as
accomplished facts, such as the present study attempts to do. It is for this reason that
the preoccupation with dichotomies in translation theories was criticized by some
scholars for having plunged into fruitless translation studies circular debates (cf.
Snell-Hornby 1995).

With various dichotomies dominating the scene of early translation studies, it is
no surprise for us to see that no translation models in the true sense were ever
proposed in the West before the 20" century. Indeed, comprehensive translation
models did not turn up until the boom of strictly scientific linguistic theories that
came in the 1950s.

Modern linguistics is greatly indebted to Ferdinand de Saussure (1857-1913),
whose groundbreaking work, Course in General Linguistics, maps out the basic
structures of linguistics as a discipline in its own right. Ever since Saussure’s
foundational work was published in 1915, the 20" century has witnessed the rapid
development of linguistics. Quite impressed by the “science” of linguistics, translation
researchers began their scientific analyses of translation in the 1950s. These may be
regarded as the first systematic and comprehensive studies of translation and a sign
for the establishment of translation studies as an academic discipline (see Munday

2001: 5, 7). Important concepts, such as equivalence, and research methods, such as
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contrastive analysis, were incorporated into the study of translation. From the 1950s
to the 1970s there emerged a wave of linguistically-oriented theories of translation.
Important books published on this subject during this time include Vinay and
Darbelnet’s (1958) Stylistique comparée du francais et de I’anglais, Mounin’s (1963)
Les problemes théoriques de la traduction, Nida’s (1964) Towards a Science of
Translating, Catford’s (1965) A Linguistic Theory of Translation, and Wilss’ (1977)
Ubersetzungswissenschaft. Probleme und Methoden. In these books several influential
models, which are in nature linguistically-oriented, were proposed for the first time.
The influences of these linguistic models were so enormous that they continue to
exert influence on today’s translation research. Among these models, what deserve
special attention are Vinay and Darbelnet’s comparative stylistic model, Nida’s
translation science model and Catford’s translation shifts model.

Vinay and Darbelnet’s comparative stylistic model of 1958 is the first
comprehensive translation model that has ever been proposed in the West. Although
half a century has passed, the model still enjoys wide appeal, with the English
translation of Vinay and Darbelnet’s book in 1995.! Vinay and Darbelnet’s model
carves out a special niche in the field of translation research by combining the

disciplines of comparative stylistics and grammar with the analysis of translation. In

1 As the editor of the English version notes, there are only two French text books of linguistics and translation that
have been translated into English, both some 40 years after their first publications: one is Vinay and Darbelnet’s
book, the other is the translation of Saussure’s Cours de Linguistique.
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their model, Vinay and Darbelnet identify two general translation strategies, direct
translation and oblique translation, which in some respects remind us of the
historically controversial dichotomy of “literal” and “free” translation. Here direct
translation refers to the transposition of “the source language message element by
element into the target language”, while oblique translation is the transposition of the
source language message into the target language by “upsetting the syntactic order, or
even the lexis” in order to retain certain stylistic effects of the original text (Vinay and
Darbelnet 1995: 31). However, their model goes much further than the mere
presentation of a pair of simple binary oppositions. Under these two general strategies,
there are seven detailed procedures, i.e. borrowing, calque, literal translation,
transposition, modulation, equivalence and adaptation, with the first three procedures
being direct and the other oblique. All these seven procedures operate on three levels:
the lexicon, the syntactic structures and the message, all of which lie within the
boundary of the sentence. This latter fact is generally believed to be a limitation of
their model® and is considered by later scholars as one of the weaknesses of
linguistically-oriented models, as we shall see below. Despite its shortcomings, Vinay
and Darbelnet’s linguistic model is still regarded as the first serious attempt to

formalize the procedures involved in translation and has enjoyed “resounding and

! Vinay later explained in the 1995 English translation why their study did not go beyond the sentence level. It
was because that, when their book was written, the “research in units larger than the sentence had only reached the
stage of general description” (Vinay and Darbelnet 1995: 164).
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well-deserved success” (Delisle 1988: 75) in the past decades.

Based on his own experience of Bible translating, Nida developed his own
translation model, mainly in his two major works, Toward a Science of Translating
(1964) and The Theory and Practice of Translation (Nida and Taber 1969), in the
1960s. As the title of the first book indicates, Nida aims at building a translation
model that will be systematic and scientific in its approach, as most linguistic models
are. Borrowing such terms as “kernels”, “deep structures” and “transformations” from
Chomsky’s generative-transformational grammar,® Nida posits a translation model

which comprises a decoding and recoding process:

It is both scientifically and practically more efficient (1) to reduce the source text
to its structurally simplest and most semantically evident kernels, (2) to transfer
the meaning from source language to receptor language on a structurally simple
level, and (3) to generate the stylistically and semantically equivalent expression

in the receptor language.

(Nida 1964: 68)

! However, in an article entitled “A Framework for the Analysis and Evaluation of Theories of Translation”, Nida
claimed that he had already “adopted an essentially deep-structure approach to certain problems of exegesis” (Nida
1976: 71) in 1952, before Chomsky published his revolutionary work Syntactic Structure in 1957. However, it is
generally believed that Nida’s theory solidified with the adoption of Chomsky’s theoretical premise, as shown in
his later work, Toward a Science of Translating (Gentzler 2001: 45).
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Nida’s model is built on the premise that the original message can be determined and
transformed into the receptor language in such a way that “its reception will be the
same as that perceived by the original receptors” (Gentzler 2001: 53). In order to
achieve this “dynamic equivalent effect”®, Nida suggests the necessity of making
alterations in the forms of the target texts (TTs) without changing the original
intention. One of the most disputable examples Nida used to illustrate this view is the
transformation of holy “lamb” of Western culture into “seal” or “pig” in other cultures,
in which these animals have more or less the same cultural connotation as “lamb” in
the original.

Although Nida’s model is commended by some as “one of the most complete
and consistent discussions of translation ever produced” (Fawcett 1997: 57), it has
been the object of fierce attack and ridicule since the 1980s. As most of the criticisms
of Nida’s work coincide with those of linguistically-models, they will be related in
following sections. However, among many criticisms, Gentzler’s critique is especially
worth mentioning here, not only because it is one of the fiercest critiques of Nida’s
model, but also because of its unique deconstructionist perspective. By denigrating
Nida as having, to a large degree, misappropriated Chomsky’s model, which was

originally intended for analyses within a certain language, Gentzler points out that

! Nida here makes a distinction between “dynamic equivalence” and “formal equivalence”. The former refers to a
translation in which “the message of the original text has been so transported into the receptor language that the
response of the receptor is essentially like that of the original receptors” (Nida and Taber 1969: 200), while the
latter “focuses attention on the message itself, in both form and content” (Nida and Taber 1969: 159).
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Nida’s procedures of reducing a work to “simple structures” and transferring these

simple structures from one deep structure to another is impossible. Nida’s model is

built on the theoretical premise of the invariance and determinacy of original meaning.

However, Gentzler tries to invalidate Nida’s model by arguing that such fixed

meaning actually does not exist. This is because “what a work says and what the

author intends it to say are two different things”—thus the original message cannot be

determined and is always in a state of change, as “there will always be gaps, room for

differing interpretation, and variable reception” for the same message (Gentzler 2001:

57). A corollary to Gentzler’s criticism is the impossibility of translation, which is

dealt with extensively in Quine’s famous thesis of “the indeterminacy of translation”.

This topic, which is more related to language philosophy than translation, is certainly

beyond the scope of the present dissertation.

Another important development of the linguistically-oriented models in

translation research is Catford’s translation shifts model (Catford 1965). By applying

Halliday’s systemic functional linguistics in translation analysis, Catford proposed a

model of categorizing translation shifts between levels, structures, classes, units or

ranks and intra-systems (Catford 1965: 73-82). Translation shifts here refer to “small

linguistic changes occurring in translation of ST to TT” (Munday 2001: 55). Similar

to other linguistically-oriented models, Catford’s model is concerned with the notion
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of equivalence, and Catford carefully distinguishes between “formal correspondence”
and “textual equivalence”. A formal relationship exists in translation when a TL
category occupies “the ‘same’ place in the ‘economy’ of the TL as the given SL
category occupies in the SL”; while a textual relationship occurs concerning “any TL
text or portion of text which is observed on a particular occasion ... to be the
equivalent of a given SL text or portion of text” (Catford 1965: 27). Although these
definitions are rejected by Snell-Hornby as “circular” and “lead(ing) nowhere” (1995:
19), they were later picked up and developed by Koller (1979/1989) and deemed two
of Catford’s important contributions (Munday 2001: 60). Catford’s model is also
under fire for his static comparative linguistic approach (Delisle 1988) and the
“decontextualized texts” (Catford 1965: 27) employed to illustrate his models.> These
are now points of view that we quite agree on. But perhaps Kenny is more penetrating
in discovering that Catford’s use of these static or invented sentences is to
*accommodate the theory rather than be indicative of real translation problems” (2001:
15). In fact, Baker was right in pointing out that the authors of early linguistic models,
such as Catford, “were more interested in trying out their favorite linguistic theory
than in investigating translation in and for itself” (quot. in Kenny 2001: 14).

Pure linguistically-oriented models that were quite influential from the 1950s to

! Mary Snell-Hornby relentlessly criticizes Catford’s invented examples as “absurdly simplistic sentences” and
“isolated words” (1995: 20).
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the 1970s, such as those listed above, have gradually lost their appeal since the 1980s.
They were often derided for their so-called scientific stance in analyzing translation
and reprimanded by quite a few prominent scholars from different perspectives
(Hermans 1985; Snell-Hornby 1988/1995, Lefevere and Bassnett 1990, etc.). And the
castigation of linguistic models for translation continued well into the 1990s,
“gathering momentum with the continuing rise of cultural studies in translation”
(Kenny 2001: 2). More specifically, criticisms of linguistic models before the 1980s
were centered on their restrictions to lower linguistic ranks (i.e. below sentence level),
their prescriptive nature, their “illusion of equivalence” (Snell-Hornby 1995: 13) and
their exclusion of cultural and translator’s subjective factors in the analysis of
translation." By illustrating the subtle but crucial differences between the German
term Aquivalenz and the English term equivalence, Snell-Hornby argues that the aim
of achieving equivalence in translation is actually an illusion (1995: 18-22). The
scientific posturing of some linguistic models, such as Nida’s, turns out to be not
ingenuous at all.?

Another charge made against linguistically-oriented models is their inadequacy
to explain literary translations. For some researchers, the rigid procedures of linguistic

models are fetters as well as a mockery for the creativity of literary translators (e.g.

! For a summary of the critiques of linguistically-oriented translation theories, see Fawcett (1997).

2 The science of Nida’s model has often been questioned for its scientific stance. Many researchers have pointed
out that the hidden agenda of the model is to spread the word of God and convert people reading his translations to
Christianity (see Gentzler 2001: 44-76).
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Robinson 1991).

While some of the above criticisms of the linguistic models are justified, we still
should not underestimate the importance of systematic comparisons advocated by
these proponents of early linguistic models in the analysis of translation. Without the
systematic comparison of ST and TT, there can be no basis for further discussion.
Nevertheless, this comparison should not be limited to isolated items below the
sentence level, but should extend “into the broader areas of text structure and
functioning, into the sociocultural functioning of translation and how it is shaped and
constrained by the place and time in which it takes place” (Fawcett 1997: 145). Only
in this way will linguistics have a more important role to play in translation research.

The dissatisfactions with early linguistic models have had a great impact on the
linguistic-oriented models developed after the 1980s* and they also anticipate later
developments in translation studies, most notably, the flourishing of translation
models developed within the framework of descriptive translation studies. The study
of translation models has also witnessed a rapid development since the 1970s in the
west due to the impetus it has received from descriptive translation studies (DTS).

Actually, the development of DTS owes a great debt to James S. Holmes, who is

Despite the fair amount of criticism they have received in contemporary translation research, linguistic models
continue to be published. Baker (1992), Bell (1991), Blum-Kulka (1981, 1986), Delisle (1988), Hatim and Mason
(1990, 1997), House (1981, 1997), Mason (1994), Neubert and Shreve (1992) and Wilss (1982) are examples of
such work. These models differ from their predecessors in that they emphasize studying and comparing real texts
and relating the features of these texts to wider social and cultural context.
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the first to give the name “translation studies” to the discipline dealing with
translating and translations, a discipline in its own right. In his highly influential
article entitled “The Name and Nature of Translation” presented to the Third
International Congress of Applied Linguistics in 1972, Holmes proposed a series of
fundamental concepts, including the nature and branches concerning this discipline
and the classification of various types of research within it. Considering the fact that
such ontological questions on translation research had never been addressed or paid
serious attention to before his paper,® Holmes seems to have been well ahead of his
time. Although other researchers, such as Neubert (1985, Neubert and Shreve 1992)
and Bell (1991), also put forward alternative mappings for the discipline after Holmes,
Holmes® Dblueprint has been acknowledged as the most comprehensive
“meta-reflection on the nature of translation studies” (Holmes 1988: 71) and is widely
accepted as a point of departure for translation studies around the world*(Baker 1998:
278)%.

Holmes envisages the field of translation studies to be composed of two parts:
pure translation studies and applied translation studies. Pure translation studies is

further divided into theoretical translation studies and descriptive translation studies;

'Pym suggests that Lawrence Humphrey had already proposed ideas that were similar to Holmes’ as early as 1559
(Pym 1998: 2). However, as we can see, Humphrey’s “map” for translation research is less systematic and
influential than Holmes’.

2Some researchers have expressed their reservations about Holmes’ map. For example, Pym airs his dissent by
suggesting that Holmes fails to include the study of translation history methodology (Pym 1998: 2), while Munday
also expresses his regret at Holmes’ exclusion of interpreting in his map (Munday 2001: 13).

3For a more comprehensive survey of DTS, see Hermans (1999).
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while applied translation studies is subdivided into translator training, translation aids

and translation criticism (Holmes 1988: 71-78). The objectives of DTS, as Holmes put

it, are to “describe the phenomena of translating and translation(s) as they manifest

themselves in the world of our experience” (1988: 71). After the term “DTS” was

coined it soon engendered further meaning apart from Holmes’ original definition, as

it was adopted by a group of scholars such as Lefevere, Lambert, Hermans, Bassnett

and Toury as a convenient label for an approach to translation and to studying

translation in the 1970s. DTS marks a self-conscious departure from the previous

linguistically oriented approaches in translation studies, which had been highly

prescriptive in their orientation. DTS is considered empirical in nature, for it “focuses

on the observable aspects of translation” (Hermans 1999: 7). As DTS argues that the

investigation of translation may as well begin from the target pole, namely from the

translation itself, and from the target socio-cultural factors which determine the

translation, it is also dubbed a target-oriented approach, thus making a clear

distinction from the source-oriented perspectives adopted by early translation models.

The target-orientedness of DTS partly derives support from Itamar Even-Zohar’s

polysystem theory, which views literature as *“a heterogeneous, hierarchized

conglomerate (or system) of systems” (Shuttleworth and Cowie 1997: 176). Being

part of the target literary systems, translated literature, just as any other individual
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literary system, competes with other literary systems in the wider polysystem for

survival and domination (Even-Zohar 1978, 1979). In this view, (literary) translations

are considered to play an influential and innovative role within their literary systems,

and thus can best be examined from the target pole.

Hermans has succinctly summarized the main features of DTS in his preface to

the seminal volume The Manipulation of Literature (1985):

... a view of literature as a complex and dynamic system, a conviction that there

should be a continual interplay between theoretical models and practical case

studies; an approach to literary translation which is descriptive, target-oriented,

functional and systemic; and an interest in the norms and constraints that govern

the production and reception of translations, in the relation between translation

and other types of text-processing, and in the place and role of translation both

within a given literature and in the interaction between literatures.

(Hermans 1985: 10)

This new paradigm for translation research is largely designed for the study of literary

translation and with formulating the norms and general translation laws that are

inherent in translation as the final aim. From these starting points, DTS scholars have
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developed their own theories, methods and translation models. Some of them, such as
Even-Zohar’s polysystem model (1978, 1990), Toury’s translation norms model (1980,
1995), Lambert and Van Gorp’s mapping model (1985), Leuven-Zwart’s transeme
model (1989, 1990), and Chesterman’s Popperian model (1997b), are gaining more
and more ground in contemporary translation studies.

Among all DTS translation models, one that merits special attention is
Leuven-Zwart’s transeme model (1989, 1990),' which combines the method of
contrastive linguistic analysis proposed by linguistic models with the explanatory
powers offered by DTS models. Ever since its publication, the transeme model has
generally been regarded as the most detailed and comprehensive translation model
proposed to describe and explain translation (Hermans 1999: 58; Munday 2001: 63).

Specifically, Leuven-Zwart’s transeme model is a dual one, as it includes a
“comparative model” and a “descriptive model”. The aim of the transeme model is to
describe and explain “the overall shifts occurred in the integral translation of
narrative-fiction” (1989: 152). Her model may shed light on the current research of
Zhou’s translated fictions as both studies take narrative texts as their research
subjects.

Leuven-Zwart’s comparative model (1989: 155-70) aims at finding and

! Leuven-Zwart formed the early shape of the model in her doctoral dissertation, published in the 1980s. However,
as the dissertation was written in Dutch, her idea was not much known in the English-speaking world. Most
readers became familiar with her model later through her English version, published in Target (cf. Leuven-Zwart
1989, 1990).
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categorizing the microstructural shifts (i.e. shifts below the sentence level) occurring

in translated texts, by conducting a detailed comparison of STs and TTs.

Leuven-Zwart first divides randomly selected passages of the translations to be

investigated into transemes, which are defined as “comprehensible textual unit[s]”

(1989: 155). Both transemes of ST and TT are expected to compare with the

architranseme or ATR, which is the invariant core meaning shared by both the source

and target transemes. On the basis of the above comparison, Leuven-Zwart

distinguishes three major categories of microstructural shifts—modulation,

modification and mutation, with a number of subcategories under each. According to

Leuven-Zwart, “modulation” refers to the hyponymic relationship between the

transemes. If both transemes are different from ATR either semantically, stylistically,

syntactically or pragmatically, or by a combination of these, they are in a relationship

of “modification”, whereas we speak of “mutation” if it is impossible to establish an

architranseme between two transemes. As an architranseme is the basis of comparison,

two transemes cannot be compared at all without this hypothesized theoretical

construct.

In the second part of Leuven-Zwart’s transeme model, namely, the descriptive

model (1989: 171-9), she explores how the microstructural shifts affect the macro

structure of translations in terms of Halliday’s three functions of language (i.e.
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interpersonal, ideational and textual functions) and three levels of narratological

analysis (i.e. history, story and discourse levels). By means of a complex chart (1990:

87), Leuven-Zwart matches specific microstructural shifts to the three functions of

language and three levels of narratological analysis mentioned above. The ultimate

objective of the descriptive model is to tease out “the translational norms adopted by

the translator, his interpretation of the original text and the strategy applied during the

process of translation” (Leuven-Zwart 1990: 69). It is exactly the descriptive part that

makes Leuven-Zwart’s transeme model “go further than the mainly linguistic

comparisons which characterize Vinay and Darbelnet’s and Catford’s work” (Munday

2001: 65).

In contrast to the earlier “top-down” models which were prevalent before the

1980s, Leuven-Zwart’s transeme model may be termed a “bottom-up” approach

which takes the analysis from the microstructural level to the macrostructural level of

target texts. The results derived from the comparative model serve as a solid basis for

further discussion of how they will affect the overall structures of translations. In

Hermans’ opinion, it is these detailed and systematic comparisons that free the

transeme model from the “usual impressionistic or intuitive statements about

translations” (1999: 62). In addition, Leuven-Zwart’s descriptive part extends the

translation analysis to the domain of narratology and relates smaller linguistic changes
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to the overall language functions, which is sure to “give valuable insights not only to
the nature of translation, but the nature of language itself” (Gentzler 2001: 134).
Despite its advantages, Leuven-Zwart’s transeme model has been criticized for
its intricacy (Gentzler 2001: 134; Munday 2001:66; Hermans 1999: 62). For example,
in the comparative part of the model there are altogether eight different categories and
thirty-seven subcategories. Its complexity is indeed an insurmountable difficulty that
restrains many translation scholars from applying this model in their research. The
objectivity of the model is also challenged, especially the criteria for the selection of
samples to be analyzed for determining the architranseme as the basic unit for
comparison.! Maybe what Leuven-Zwart needs to do next is to simplify her model
and reduce the strong interpretive elements involved in the comparing process so as to

make her model more manageable and less subjective.

2.2 Linguistic model or DTS model?—towards establishing a model for the
present study

The above classification of translation models into two diametrically opposed
camps seems to involve certain risks of overgeneralization, particularly when we

consider the boom of new translation theories or models in this “post-modern” age

! However, as Toury points out, it is out of the question to be absolutely objective in translation research, as
subjectivity emerges the very time a researcher has chosen his or her research topic (Toury 1999: 22). Pym goes so
far as to claim that the subjectivity of a researcher in translation studies is not only unavoidable but sometimes
necessary (Pym 1998: 30).
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that especially values diversity and interdisciplinarity in thought. One may even argue
that to align, for example, Gutt’s relevance model (1991, 2000) and Nord’s looping
model (which is largely grounded in Vermeer’s Skopos model) (1991, 1997) with
other “pure” linguistic models mentioned above, or to place Chesterman’s Popperian
model (1997b) along with other DTS models, is to overlook their originality and
underrate their theoretical profundity.

However, upon close inspection, we find that our labelings for the above three
models actually fit them quite well, because they foreground the most prominent
feature that characterizes these models and help readers to be aware immediately of
the theoretical foundations on which these models are based. For instance, just like
any other linguistically-oriented models, Gutt’s model and Nord’s model are either
inspired by a particular branch of linguistic theory (such as the relevance theory in
Gutt’s model) or are largely based on some important linguistic concept(s) (such as
Nord’s use of the equivalence concept as the main theoretical underpinning of her
model)® for textual accountability. Similarly, though Chesterman’s introduction of
Popper’s concepts to explain the different evolutionary stages of human translation
history is indeed original and thought-provoking, it coincides with other DTS

approaches in their common pursuit of explanations for the action of translation from

! Nord admits that she largely bases her methodological framework for translation on “the concept of
‘equivalence’ in its widest sense”, which is “identical with the sender’s intention” (1997: 89). She also proposes
four equivalence requirements and four matching skopos suggestions (1997: 82), the former of which are redolent
of the similar concepts in text linguistics.

47



translation norms that are prevalent in the target culture at a certain period of time.

Therefore, the use of linguistics or DTS to label different existing translation models

is in fact an effective and efficient way of foregrounding the common core features of

certain groups of models rather than of obscuring their unique individual

characteristics.

It goes without saying that both linguistic and DTS models are enriching the

paradigm of translation studies, either with their singular perspectives in mapping the

relationships between ST and TT or their broadening of the concept of translation by

situating the translation action within the socio-cultural context of the target culture.

However, as the following analysis of the merits and demerits of these two types of

translation models will show, none of the linguistic models and DTS models

mentioned above, and none of the other existing models, alone will fulfill the task of

both diachronically describing and explaining Zhou’s fiction translations in the

present study.

Admittedly, linguistic models, such as those of Vinay and Darbelnet, Nida and

Catford mentioned above, are surely helpful in one way or another in the description

of the intertextual comparability between the ST and Zhou’s TT, as their proposed text

analytical models revolve around some major linguistic concepts, including

equivalence, shifts, the successful vs. unsuccessful reproduction of speech effects, etc.
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What is more, the comparative results derived from the painstaking linguistic analysis

of the relationship between source language and target language can be viewed in

translation studies as textual evidence, furnishing a solid ground for further

exploration into the extratextual factors that have shaped the translation. However, as

most of the linguistic models have been designed only to compare and analyze

isolated relationships between small chunks of language items (usually below the

sentence level), their usefulness and effectiveness in describing longer textual chunks,

such as sentence groups, paragraphs or whole texts have often been called into

question. In addition, although some linguistic models, such as the skopos model,

claim to be “relevant for all types of translation” (Schéffner quoted in Munday 2001:

78), their limitations in describing the translation of literary texts, especially the

various literary devices that are conducive to the inherent literariness embodied in

every literary text, have already been vociferously pointed out in the works of some

translation scholars (cf. Hermans 1985; Lefevere and Bassnett 1990). In fact, some

linguistic models have just been deliberately designed to shun the discussion of

literary type of translation in order to escape the so-called “dead hand of literary

studies” (Klein-Braley and Franklin 1998: 61). Apparently, such an orientation in

linguistic models precludes their applicability in the present study, which aims at

seeking the description and diachronics of some inherent formal and literary features
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(such as narratological features, means of characterization, etc) that set apart the

literary genre of fiction. The fact is that the formalistic analytical ways in which

linguistic models treat texts—as if they existed in a vacuum—often leave readers with

a somewhat fragmented “reassembled” text (the translation) when the description or

analysis is finished and no more is said about the translation. This clearly indicates

their insensitivity to the political, societal and poetic factors that underlie the

translation, which makes them unfit to be applied in studies (including the present one)

that concern themselves with the discovery of translation norms and the interplay of

traditions between source culture and target culture as revealed in the disparities of

formal literary techniques of ST and TT (please refer to 1.4 for some of the research

questions of the present study). Therefore, linguistic models, though they may offer

some insights with their rigorous and analytical methods, fall short of being ideal

models for the present study.

The failure of linguistic model to take full account of the literary contour of a

work of literature and the extratextual factors, such as political, societal and poetic

factors, that precipitate a translator’s decision is exactly the “loophole” that DTS

models have been trying to close. In contrast to the source-oriented perspective

adopted by linguistic models, DTS models examine translations from the target pole,

shifting the emphasis from the translation process to the result. A translated text is
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viewed as a historical fact which operates in the larger social, literary and historical

systems of the target culture. In fact, Toury goes so far as to claim that any text will be

a translation if it is accepted as such in the target culture (Toury 1995). Such points of

orientation easily lead to the rejection of the formal and detailed contrastive analysis

proposed by linguistic models, which are dismissed as inadequate for dealing with

“the manifold complexities of literary texts” (Hermans 1985: 10). Some DTS scholars

have carried the position to the extent of focusing only on extratextual factors in the

analysis of translation, which is evident in their strong criticism of detailed

descriptions of some linguistically-oriented models in the translation:

The overall position of the linguist in translation studies would be rather

analogous to that of an intrepid explorer who refuses to take any notice of the

trees in the new region he has discovered until he has made sure he has

painstakingly arrived at a description of all the plants that grow there.

(Bassnett and Lefevere 1990: 4)

However, as | have argued, a systematic comparison of ST and TT, from the linguistic

or other perspectives, can serve as a basis for further discussion, and should be

considered as an indispensable part of translation research. Translation research that
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does not depend on literarily or textually accountable knowledge and observation for

their explanations, as some scholars have already pointed out, tends to yield results

that are subject to “haphazard empathy, personal taste or temperament, or arbitrary

judgment” (Zhu C. 2004: 235). After all, to take the present study as an example, how

will we know in what aspects Zhou has deliberately diverged from the original text

and the reasons he has for such divergence, if we do not compare the ST and the TT?

To sum up, neither linguistic models nor DTS models can be applied exclusively

in the present study if we want to attempt both a description of, and an explanation for

the strategies adopted in Zhou’s translation of foreign fiction. Rather, what we need is

an integrated model that combines the analytic and descriptive tools that are

characteristic of linguistic models (a comparative part) with a wide range of

explanatory devices for translations (an explanatory part), some of which are offered

by various DTS models. Equally important is that the comparative part of this

integrated model should be so designed as to be able to account adequately for the

distinctive features of the translation of fiction, a genre which is different from other

non-literary or practical genres such as tourist brochures, official documents or

advertisements. In other words, the comparison between ST and Zhou’s TT should not

be limited to the levels of words, phrases or sentences, as most linguistically-oriented

translation models are, but should focus on the prominent and inherent literary
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features that constitute the “literariness” of fiction. Such an integrated model will help

us to find out whether the original literary elements (which may be represented by

fictional devices, narratological conventions or other formal literary elements, etc.)

have undergone any changes in Zhou’s fiction translations (in other words, whether

the literariness of the original fiction has been preserved or altered in Zhou’s

translations), as well as draw on as many extratextual factors as possible to account

for Zhou’s preservation or alteration of ST.

2.3 Narratory model: the model of the present research

Taking into consideration the merits and demerits of linguistic models and DTS

models and the distinctive formal literary features of the genre of fiction, | have

devised a translation model—narratory model to be specially used for the comparison

and explanation of Zhou’s translation of Western fiction. This model is an integrated

one in the sense that it consists of two parts: a narrative sub-model and an explanatory

sub-model. The narrative sub-model allows a comprehensive comparison between ST

and Zhou’s TT in terms of the three selected formal narratological aspects of fiction

that are considered important components of the “literariness” of this genre; whilst the

explanatory sub-model aims to provide explanations for the comparative results

derived from the narrative sub-model from a number of extratextual levels, some of
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which are inspired by DTS models.

2.3.1 The narrative sub-model

The narrative sub-model bears some similarities with the linguistic model, in the

sense that both are source-oriented and both take the contrastive results between TT

and ST as points of departure. In addition, both intend to provide detailed and

systematic descriptions of various relationships between the ST and TT in question.

However, differences between these two types of models do exist. Instead of

confining the contrastive analysis to lower linguistic ranks (i.e. to below the sentence

level), the narrative sub-model compares and analyzes the narrative structures of ST

and TT in terms of point of view, narratorial commentary and characterization—three

formal narratological features which are believed to be part of the “literariness” of

narrative fiction. Lower linguistic ranks will be compared only when such

comparisons may help to reveal the narrative discrepancies between ST and TT. In

other words, the narrative sub-model places the contrastive results within the

framework of narratology, aiming at discovering some general rules related to the

translation of narrative structures in TT.

Following are the reasons why we only choose point of view, narratorial

commentary and characterization out of a number of inherent literary qualities of
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fiction to incorporate in the narrative sub-model. One of the most important reasons is

that they are crucial and indispensable features of narrative fiction.

In narrative fiction, the narrator controls the course and speed of the narration by

regulating the narrating process, and interferes in the narrating process by expressing

his views of the narration in terms of narrative form or subject matter - i.e. narratorial

commentary. By means of “intruding” into the narrating process, the narrator gets his

ideas on literary concepts or moral standards across to the naratees and implied

readers, hoping to exert influence on them. By investigating the translation of

narratorial commentary (whether it is literally rendered or transformed), we may see

the translator’s attitudes towards the literary beliefs and moral values expressed in the

original narratorial commentary.

In a narrative work, both point of view and characterization are pivotal concepts,

for without either there would be no “story”!

or narrative text at all. The importance
of point of view in fiction is well summarized in Percy Lubbock’s often-quoted
statement in The Craft of Fiction: “The whole intricate question of method, in the
craft of fiction, | take to be governed by the question of point of view—the question

of the relation in which the narrator stands to the story” (1957: 45). Therefore, it will

be of interest for us to examine whether Zhou has retained the original narrative

! “Story” here refers to the verbal representation of a succession of events. It corresponds to the French
structuralists’ “recit”, or the Russian formalists’ “sjuzet”.
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perspective, especially taking into account the fact that modern Western fiction, from
the beginning of the 20" century, uses many more varieties of narrative perspective
than traditional Chinese fiction. If Zhou does make adaptations to the original point of
view, what has he adapted in the translation? And what has happened to the narrator in
the translation, and to his narrating capacity and stance, as compared to the original
ones?

“Characterization”, which means the methods used to present characters, is also
an important concept in narratology. Characters are indispensable constituent factors
of narrative fiction." As Ferrara has rightly pointed out, “in fiction the character is
used as the structuring element”’(1974: 252). By means of the narrator’s
characterization readers gain their impressions of the characters depicted in a
narrative text.? One example of this point is the fact that readers tend to forget the
plot of a fictional text they have read after some time, but the characters of the story
may linger in their memories for decades. We can always remember vividly and name

quite a number of characters from works of fiction we have read, such as Sherlock

! Some critics, such as Roland Barthes, deny that characters play an important role in the progression of
contemporary narrative fiction, saying that “what is obsolescent in today’s novel is not the novelistic, it is the
character; what can no longer be written is the Proper Name” (Rimmon-Kenan 2002: 29). There is indeed some
contemporary fiction, such as Robbe-Grillet’s stories, that do not have any characters in them, but the number of
these works is relatively few. And while it may be true that character is less important in highly experimental
fiction, most of the world’s great novels are famous for the characters in them.

2 Of course, we should also be aware of readers’ active participation in forming the impressions of the characters
in narrative fiction. To be more specific, in the process of reading a narrative text, readers’ impressions of a
character are not totally dependent on the narrator’s characterization, since readers are active receivers. For
example, based on their original knowledge or tastes, readers will deepen their understanding of the characters.
However, there is also the chance that readers may get a somewhat different picture of the characters, in spite of
the ways they are depicted. Still, as most researchers agree, the narrator’s characterization remains the main source
that determines readers’ impressions of the characters.
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Holmes, Anna Karinina, Jia Baoyu, etc. But is Sherlock Holmes still the same when

he is translated into a culture (in our case, Chinese culture) that is remote and distant

from Western cultures? If not, what appropriations has the translator made in order to

adapt Sherlock Holmes to the target culture? For the current study, by investigating

how characterization is rendered in Zhou’s translations, we can discover how the

original character is retained, omitted or adapted to the target culture. Such a process

may help us to understand why some of the characters in foreign works were

misunderstood by people of his time. In addition, characterization in a narrative work

not only mirrors the literary concepts or fiction techniques of the time when the work

was produced, but also reflects a culture’s aesthetic tastes. Therefore, the investigation

of Zhou’s translation of characterization may help to reconstruct the trajectory of

transplanting foreign concepts, including literary and cultural views and aesthetic

beliefs, in modern China.

Another important reason for including these three narrative features in the

narrative model is that Chinese narrative tradition differs sharply in these three

aspects from Western narrative traditions (see Zhao Y. 1995, 1998; Chen P. 1988;

Yang Y. 1997; Plaks 1977, 1996). Briefly speaking, the Chinese narrative tradition

originates from the ancient lyric tradition, while Western narrative tradition finds its

provenance in the ancient Mediterranean epics. How did Zhou, a literatus who had
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grown up in the Chinese narrative tradition, handle the above different narrative

features exhibited in foreign narrative texts? By investigating Zhou’s translations as

an example, we hope to find out some general trends or norms related to the

translation of these three narrative features, and whether these trends or norms were

only followed by Zhou or also by other translators who were his contemporaries.

Narratologically speaking, point of view, narratorial commentary and

characterization are three important general concepts in narratology which are only

realized by more detailed classifications or aspects of fiction. Therefore, each concept

in the narrative sub-model here comprises a number of specific classifications (which

are taken or adapted from some narratologists’ categorizations or definitions) that are

believed to be the finer distinctions or realizations of these concepts. Figure | on the

following page provides the overall structure of the narrative sub-model:
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Figure I: Narrative Sub-model

From this figure, we can see that the comparison of point of view between ST
and TT includes the comparison of omniscient point of view, internal point of view
and external point of view; the comparison of the narratorial commentary between ST

and TT includes the comparison of directional commentary (a commentary in the
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narrative form) and of substantive commentary (a commentary in the narrative

content), and that the latter is realized by the explanatory and evaluative commentary;

the comparison of characterization between ST and TT contains the comparison of

direct definition and indirect presentation, and the latter is further classified into

means of action, external appearance, speech and mental description (cf.

Rimmon-Kenan 2002: 59-70). The definitions as well as illustrative examples for the

above categorizations will be provided in the following chapters.

2.3.2 The explanatory sub-model

The second part of the narratory model is the explanatory sub-model, which

provides a number of possible extratextual factors to account for the narrative

similarities or differences observed in the narrative sub-model. In other words, the

comparative results obtained from the narrative sub-model function as textual

indicators to be expounded or justified within the socio-professional context in which

translation takes place. In addition to providing explanations for the comparative

results in terms of the three narrative perspectives, the explanatory model also

summarizes diachronically Zhou’s translation tendencies. Such tendencies are further

summed up as translation conventions or translation quasi-norms, either in the form of

“Under conditions X, translators (tend to) do (or refrain from doing) Y” (Chesterman
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1997b: 71) or “If X, then the greater/ the smaller the likelihood that Y (Toury 1995:

265). However, we are well aware that these translation regularities or norms are only

those grounded in Zhou’s fiction translations, and that they have to be tested in a

larger corpus that include a multitude of genres if we want to claim wider

applicability (or claim functions such as translation laws) for them.

The explanatory model seeks explanations for the comparative results at the

following two levels, with several more specific factors under each (adapted from

Williams and Chesterman 2002: 54):

(1) Translator level. Relevant factors of this level include the translator’s state

of knowledge, his attitude towards the task, his self-image as a translator, his

personality and his love and life experience as a whole.

(2) Socio-cultural level. Relevant factors related to this level include translation

traditions, history, ideology, general economic goals, the status of the languages

involved and the status of the translated literature involved.

The explanatory model is represented on the following page by Figure I1:
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Figure 11: Explanatory Sub-model

From Figure 1, we easily see that DTS mainly falls back on the socio-cultural level to
seek explanations for a translation. Some DTS models of this type include
Even-Zohar’s polysystem theory (1978, 1990), Lefevere’s five constraints hypothesis
(1992a), Toury’s translation norms theory (Toury 1980, 1995) and Chesterman’s

norms theory (Chesterman 1993, 1997b). It seems that DTS scholars consciously keep
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their distance from explanations at the translator level, regarding the translator factor
as too subjective or trivial. It is not until recently that some scholars (Robinson 1991;
Toury 1995; Pym 1998; Williams and Chesterman 2002) have turned to the translator
level for further explanations of a translation. However, as the following study of
Zhou’s fiction translations will prove, translator factors sometimes play a greater or
even a decisive role in determining a translator’s translation strategies or methods.*
The narrative sub-model will be used in chapters three to six to discover the
three narrative differences between the STs and Zhou’s TTs in both his early and later
translations, while the explanatory sub-model will be used solely in Chapter Seven to

furnish justifications for the comparative results found in the previous four chapters.

! Nowadays, DTS has often been criticized for its negligence of the translator’s subjective qualities (what Toury
termed ‘translation act’ (1995: 249)) in the translation processes. Actually, the translator’s personal experience or
subjective factors sometimes may play a more important, or even decisive, role in the final form of the TT. A case
in point here is a Zhou’s translation entitled * 2= %L’ [Empty Tomb, in Saturday, No.116, 1927], in which he changes
the original happy-ending into a tragic one. If we only resorted to the socio-cultural factors such as the social
environment and literary convention at that time to explain this translation, we would be in quite a contradictory
situation, since happy endings should be more acceptable, according to the Chinese literary tradition. But it turns
out that Zhou’s translation is in direct opposition to the ideology or literary belief of his time (according to DTS,
these factors presuppose or prescribe what Zhou’s translations should be like). Therefore, Zhou’s translation would
not be adequately explained if we only resorted to the socio-cultural factors. Zhou’s personal characteristics have
to be taken into consideration for this case. | believe that the reason why Zhou rewrote the original happy ending
as a tragic one is closely linked to Zhou’s unrequited love in his early years, which left him indelible pain and
sadness all his life (Wang Z. 1993: 96, 133; please also refer to 1.1). This personal tragic experience, which is
named “the unfulfilled authorial experience” in literary psychology (Liu Y. 1997: 119), looms large in Zhou’s
translation..It not only affected his choice of the works to be translated, but also determined some of his
translations of certain characters of the original text. This example shows that the translator’s personal
characteristics also play an indispensable part in the explanation of translations.
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Chapter Three  Point of View in Zhou Shoujuan’s Early Translations

Pursuant to the narrative sub-model proposed in Chapter Two, this chapter will
conduct a comprehensive investigation of how Zhou dealt with point of view in his
early fiction translations. Before the discussion of Zhou’s translations, a basic
knowledge of point of view, as well as how it is generally classified in narrative

studies, would seem necessary.

3.1 The study and classification of point of view in narrative fiction: an
overview

The term point of view" is arguably one of the most intriguing and controversial
terms in narrative studies. Before the 20™ century, this concept was not given much
importance by critics in the study of fiction, as the scene of literary studies was
dominated by the practices of seeking the social or moral significance of fiction. It
was not until the emergence and influence of Russian Formalism in the 1920s, a

literary school that marked itself distinctively from other, previous literary thought in

! The term “point of view” was originally put forward by Percy Lubbock in The Craft of Fiction as early as 1928,
but it is by no means free from dispute or ambiguity in the current study of narrative fiction. Many scholars have
expressed their dissatisfaction with this term and attempted to replace it with other options. Genette, for example,
forsakes it for its too specifically visual connotations and adopts “focalization” instead (1972: 206).
Rimmon-Kenan considers the term too narrow and argues that it has to be widened to encompass “cognitive,
emotive and ideological orientation” (2002: 72), although she does not propose any alternatives. Various terms
with more or less the same meaning have been put forward by other researchers: post of observation (Tate 1940),
vision (Poullion 1946), focus of narration (Brooks and Warren, 1948), aspect (Todorov 1966), filtering (Watts
1981), and filter and slant (Chatman 1986). The present paper adopts the term “point of view”, notwithstanding the
abundance of other choices, as it enjoys the widest currency among all similar terms in the study of narratives.
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viewing literature as “a distinct field of human endeavor, as a verbal art rather than a
reflection of society or a battleground of ideas” (Altshuller 1993: 1101), that ended
the stagnation and stimulated a lively discussion of this topic in the following decades.
It is widely accepted that the American novelist Henry James is one of the forerunners
in attaching overriding importance and conducting comprehensive research on point
of view in fiction®. Other scholars who have made meaningful contributions to this
intriguing yet fascinating problem include Stanzel (1955), Lubbock (1957), Booth
(1961), Genette (1980, 1983), to list a few.

The concept “point of view” is usually defined as “the perceptual or conceptual
position in terms of which the narrated situations and events are presented” (Prince
2003: 75). In telling stories, an author usually chooses a narrator to recount a story on
his behalf. It is from the narrator’s vantage point, or through the narrator’s eyes and
consciousness, that the fictional reality in the story is presented to the reader.
Similarly, a narrative fiction is actually a narrator’s description of what the narrator’s
chosen characters can experience in the story. Therefore, the kind of narrator an
author chooses has great impact on the meaning and literary effect that the author

wants to convey to his audience.

1 It should be noted that before Henry James, British and American critics, including Samuel Johnson, Clara
Reeve, John Dunlop, George Eliot Leslie Stephen, had already “considered the status and structure of “fiction’ as a
narrative form” and “had debated plot, character, design and unity, morality in fiction” (Leitch 2001: 852);
although they all ignored the problem of point of view in fiction. Instead, they would attribute the deviations
caused by point of view to other factors, such as plot, characters, etc. It was Henry James who first raised the
question of point of view in the study of fiction.
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Viewed from the narrator’s perspective, point of view is actually a type of
narrative mediation. The narrator, caught in a vast web of events, opinions and
experiences, has to choose a particular angle from which he can narrate the story. But
here a distinction should be made between the narrator and the ‘focalized’
character(s) ! in a narrative fiction. The narrator and the character are two
indispensable elements of fiction that have different responsibilities and roles to play:
the narrator narrates the story so as to keep the story running, but he cannot
experience the events in the story as the characters do; while the characters can
experience the events but cannot relate the story. In other words, a narrative fiction
is actually the result of the combined efforts of both the narrator and the characters:
“the “focalized’ character offers an experience of the event, and the narrator offers the
voice” (Zhao Y. 1995: 91). The importance of this classification, to put it simply, is
that it reminds us that the narrator sometimes may speak (in narratives, narrate) what
the focalized character sees, contrary to the former assumptions that the focalized
character always narrates what he has seen. Based on such distinction, we may

distinguish three types of point of view in fiction, namely, (1) omniscient point of

1 In the rest of the thesis, the terms “focal character” or “focalizer” will be used interchangeably to mean the same
as “focalized character”.

2 This may cause a few confusions to some readers as they will tend to believe that first-person narrative may be a
type of narrative in which the character can experience events as well as narrate the story. However, as Zhao
Yiheng points out, “the ‘I’ as narrator is different from the ‘I’ as character, since the ‘I’ cannot be both narrator and
character at the same time” (Zhao Y. 1995: 91). In other words, the “I” (the narrator) who narrates the story is
usually more mature than the “I”” that once experienced as a character (the focalized character). The distinction
between the narrator and the focalized character is succinctly summarized by Rimmon-Kenan as involving two
questions of a fiction, namely, ‘who speaks?’ v. ‘who sees?’ (2002: 73, see also Genette 1980), which has greatly
facilitated and clarified the analysis of point of view in fiction.
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view; (2) internal point of view and (3) external point of view.*

3.1.1 Omniscient point of view

The omniscient point of view here refers to a narrator “whose position varies
and is sometimes unlocatable and who is (by and large) not subject to perceptual or
conceptual restrictions” (Prince 2003: 75). Among all types of point of view, the
omniscient point of view is perhaps the one that has been most frequently practiced in
the narrative fiction of China as well as in that of Western nations, especially in the
fiction before the 20" century. Readers of traditional Chinese fiction are bound to find
this narrative point of view familiar because it is so widely employed in traditional
Chinese fiction, in classical Chinese or vernacular, that it becomes one of the typical
narrative characteristics of it.

As its name implies, the omniscient narrator in a story “has a full knowledge of
the story’s events and of the motives and unspoken thoughts of the various characters”
(Baldick 2001: 178) and thus can adjust his narratorial perspective freely, jumping
from one character to another. He also knows everything that has happened, is going
to happen and will happen in the story. In a fiction adopting the omniscient point of

view, the narrator has a virtually unlimited range of consciousness and is able to

! For a thoroughgoing summary of all classifications of point of view, please see Gerald Prince’s A Dictionary of
Narratology (2003), pp. 75-77.
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describe events happening simultaneously in different places.

3.1.2 Internal point of view

The omniscient point of view that was once popular in narrative fiction before
and during the 19" century in the West came under fierce attack by modern writers
and critics such as Flaubert and James at the beginning of the 20" century. They took
issue with the all-pervading narratorial voice of omniscient narration and argued that
the narrator of fiction should withdraw from the narration as much as possible. Only
in this way could the characters and plots unfold as in real life. By doing this, the

author of the fiction could achieve the greatest “scenic™

or “object effect”, which, to
be more specific, could be best done by adopting an internal point of view in fiction.
To them, the internal point of view is one of the ideal narrative techniques for
achieving their purposes.

In a story with an internal point of view, the diegesis is situated in a character,
and “everything is presented strictly in terms of the knowledge, feelings, and
perceptions of the same character or different ones” (Prince 2003: 75). While the

omniscient narrator would narrate everything as if he had seen and perceived it, the

narrator of the internal point of view (hereafter abbreviated as internal narrator) would

! “Scenic” here means dramatic, which indicates that readers are with the characters as if they see them perform
on the stage (see Wang B. 2002: 139).

68



adopt the focalized character’s perspective to observe, perceive and narrate things or
events around him. Or in more technical terms, the internal narrator narrates the story
through the focalized character’s (or focalizer’s) eyes.!

The most frequently-seen focalizer in internal narration is the first-person
narrator, who uses “I” as the center of consciousness through which everything
narrated in the story is filtered. The I-narrator may be part of the action of the story
(i.e. the story evolves out of what “I”—the protagonist—has experienced, felt and
seen) or an observer, whose major duty is to report what the protagonist is doing and
has done from his own perspective.

As readers, we share all the limitations of the I-narrator, as our knowledge of the
story is totally confined to what I-narrator knows. For this reason, stories narrated
from the perspective of the internal narrator “I” (no matter whether protagonist or
observer) are usually considered as having “the advantage of a sharp and precise
focus”, as readers “feel part of the story because the narrator’s ‘I’ echoes the ‘I’ ”
already in their mind (Jacobus 1996: 121).

In addition to the first-person narrator—the most typical narrator of internal

narration—the third-person character in a story of either omniscient or internal

! The narrator in a story is always a focalizor, because the act of telling the story to the reader already presupposes
his perceptions of events, actions and characters to be constituent parts of the story. The change of the focalizer
naturally leads to the change of the narrator in the story.

2 Please refer to N. Friedman (1967: 124-126) for a full discussion of the function of internal narrator “I” as
witness and as protagonist in fiction.
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narration can also temporarily take over the narrating power and act as the internal

narrator. This is usually regarded as a variation or sub-type of the internal narrative

mode and is termed character point of view or character narration in narrative studies.

Rather than being controlled by the general omniscient narrator or internal narrator of

the whole story, all the events and experiences described in the paragraphs of

character narration are presented through the eyes of one of the characters playing a

part in the story. Character point of view can be found in stories that are largely

narrated by an omniscient or an internal narrator, but with much higher frequencies of

appearance in the former.

3.1.3 External point of view

In fiction with an external point of view, narration is conducted “from a focal

point situated in the diegesis but outside any of the characters” and “thereby excludes

all information on feelings and thoughts and is limited to registering the characters’

words and actions, their appearance, and the setting against which they come to the

fore” (Prince 2003: 75). The external narrator knows less than his characters, which is

just the opposite of the situation of internal point of view. He is only responsible for

registering the dialogues and actions between characters without any emotional

involvement. It is claimed that the narrator with an external point of view is analogous
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to an unfixed camera. Just as the camera, which can do nothing except record

everything (including sound and action) on the spot, the external narrator, in a similar

vein, can also only record what he has seen or heard on the spot, but cannot comment,

explain or enter the inner world of characters. In fact, narrating a story from an

external point of view is like condensing the fictional world into a series of objective

life scenes, which are perceived and understood by the readers themselves.

The aim of such narrative method of external narration is to try to provide

readers with as objective an impression of the story as possible. In order to achieve

this effect, the external narrator will always remind himself not to intrude into the

course of narration. Instead, he will try to be as invisible as possible. By trying to

depict the characters, scenes and events of the story in a totally objective manner and

refrain from having any narratorial involvement with the story, the external narrator

hopes that readers can form their own judgments and opinions of the story and have

their own accesses to the psychology of individuals in the story, rather than his own

opinions. Therefore, what readers typically read in a narrative fiction with an external

point of view are usually dialogues or actions of characters and the impersonal

illustrations of the background of the story. These descriptions or illustrations are

quite similar to stage directions in that neither reveal any additional information about

the events or characters concerned. It is for this reason that the external mode of
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narration has been given other names, such as “dramatic mode”, “dramatization” or
“objective point of view”.

External narration is a narrative mode that has gradually came into fashion
since the 1920s in the West. Beach and Lubbock elevate external narration to a high
status and claim that the external point of view is the most successful stage of the

development of point of view in fiction (cf. Beach 1932; Lubbock 1957).

3.2 Point of view in Zhou’s early translations

In this section, a comprehensive comparison and analysis will be conducted
between ST and TT in Zhou’s early translation corpus (which consists of 61
translations and their corresponding STs, see 1.5) from the perspective of point of
view. Our investigation shows that 41 of all 61 STs were narrated from the omniscient
point of view, 20 were from the internal point of view and none were from the
external point of view.! Altogether 18 paragraphs of character narration — shifts from
the dominant omniscient or internal mode of narration - can be spotted in 10 of these

STs, most of them occur within texts primarily narrated from the omniscient point of

1 It should be pointed out that in some of the STs that are classified as adopting omniscient narration, there are
actually paragraphs in which the narrator shifts from the omniscient point of view to the internal one. Also, in
some texts that are labeled as using internal points of view we can sometimes detect passages that in fact do not
apply absolute internal narration from beginning to end. Genette terms the variations of point of view in the course
of a narrative as “alterations in focalization” and considers them as quite natural phenomena in a narrative (Genette
1980: 194). So by saying that there are 84 STs that have adopted omniscient narration, | mean that most (or all)
parts of the narration in the text are conducted from the omniscient point of view, by no means precluding the
possibility that the omniscient narrator may shift the original narrative perspective to other typse of perspective in
recounting the story, such as internal or character focalization. The same is the case with the STs that have adopted
internal narration.
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view. The following discussion will center on how Zhou dealt with these three types
of narrative perspective in his early translations.

The fact that the texts adopting omniscient narration account for the largest part
of the corpus does not surprise us at all, because the omniscient mode of narration,
which was popularized by Henry Fielding in his novels at the end of the 18" century,*
dominated the scene of fiction creation in the West till the late 1910s, despite the
emergence of internal narration at the beginning of the 20" century. It is also
understandable that no external narrations were found in the STs of Zhou’s early
translations if we take account of the fact that narratives conducted from an external
point of view did not come out until the 1920s.?

One aspect related to the corpus is that Zhou used two types of Chinese—+ F;‘
[wenyan, or classical Chinese] and E'lﬁ—ﬁ [baihua,vernacular Chinese]—in his early
translations. Of the 61 early translations we have collected, 27 were rendered in
classical Chinese and 34 in vernacular. Zhou’s practice of using these two languages
in translation continued well into 1919. In fact, to translate in both literary and

vernacular languages was a common practice for most of the writer-translators during

the late Qing and early Republican periods, including Zhou’s contemporary, such as

Y In his well-known study of the form of British Victorian fiction, Miller already points out that the third person
omniscient narration is the “standard for all Victorian fiction” and “this convention is so crucial for 19" British
novel and so rich in its meaning that we can call it the deciding principle of the novels of this period” (1968: 63).

2 As a fictional technique, external point of view was widely practiced after the 1920s, as especially exemplified
by Dashiell Hammett’s novels and Hemingway’s novellas during the 1930s (cf. Genette 1980: 190).
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Bao Tianxiao, Liu Bannong, Xu Zuodai, etc.! So the following discussion and
analysis of Zhou’s early translations (chapters three, four and five) will cover both
Zhou’s classical language and vernacular language translations. We will lay special
emphasis on how these two types of translation differ from the ST as well as diverge
from each other in terms of reproducing the original narrative techniques as a result of
attempting to adapt themselves to the poetic, or more exactly, fictional tradition and/or

socio-cultural conventions of China.?

3.2.1 The translation of omniscient point of view

Point of view as a narrative technique essentially concerns the way in which the
narrator imparts information to and establishes communication with the reader.
Therefore, the way it is employed in the story, externally (i.e. by means of an
omniscient narrator) or internally (i.e. by means of an internal narrator) will bring
about effects on characteristics of the fictional world and the reader.

In submitting Zhou’s early translations to a narratological analysis by using the

descriptive category of omniscient point of view we have discovered two types of

! But since 1920, Zhou ceased translating in this way probably due to the change of social, cultural and
intellectual ambiance at that time (this change will be discussed in Chapter Six).

2 The emphasis on “difference” over “similarity” in comparing and describing ST and TT in the present study is in
line with the basic tenet prposed by DTS. According to some DTS scholars, a translation can be described in terms
of how much it has preserved the original (“adequacy”) or how much it has modified the original to fit it into the
target culture system (“acceptability”), but the latter way of description is more significant and revealing if we
want to reconstruct the translation process and formulate the then translation norms (cf. Toury 1995). DTS has
often been termed target-oriented exactly because of its tendency to place overriding emphasis on the target
culture’s influence on the formation of translations (“acceptability”).
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somewhat conflicting practices: retention and adaptation, with the former preserving

the original image of the fictional world and the narrator-reader relationship and the

latter distorting the image and changing the relationship.

3.2.1.1 Retaining the omniscient point of view

In some of his early translations, Zhou retained the original omniscient point of

view, transplanting completely the vantage point from which the omniscient narrator

narrates the story as well as representing faithfully the tone and narrative capacity of

the original narrator. By doing so, Zhou preserved the original narrator’s identity, the

degree to which and way in which this identity was developed, as well as the

sequencing in which the original fictional world was presented to the reader. This is

best represented in Zhou’s translation of the opening paragraphs of some of the

omniscient narrative texts:

ST (1): In a house, with a large courtyard, in a provincial town, at that time of the

year in which people say the evenings are growing longer, a family circle were

gathered together at their old home. A lamp burned on the table, although the

weather was mild and warm, and the long curtains hung down before the open

windows, and with the moon shone brightly in the dark-blue sky. But they were
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not talking of the moon, but of a large, old stone that lay below in the courtyard
not very far from the kitchen door. The maids often laid the clean copper
saucepans and kitchen vessels on this stone, that they might dry in the sun, and
the children were fond of playing on it. It was, in fact, an old grave stone.

(Hans Christian Andersen: “The Old Grave Stone”)

TT (1): — W8P K. —HEER, KRR, e T, fEwke
Wy, Sk IR, E@RORRE, MECT. GAMER K, 1EREO. 1T
hR, BB S R —xKZ N, VIARGERIE ], TR gtz A
AAERE AN, RN, BRI LIV 2 S I, Ay b, B H .
MHETUFER, RGP A, A HEf, — =2 %4, [There was a house
in a town. One day, it was near dusk and the weather was warm as if it were still
at noon time. The lamp on the table had already been lit and gave out rouge-like
light. The windows were still open but the curtains already hung down. Qutside
the open windows was dark-blue sky. And the moon was as round as a precious
mirror. But the members in the family were not talking freely of breeze and
moon, but of an age-old stone in their courtyard. The stone was lying outside the
kitchen door, half of it sunk into the earth. The maids often laid the washed

household utensils on this stone so that they might dry in the sun. And the
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children were fond of playing on it. The stone was, in fact, an old grave stone.’ ]

( CHHEIERY, #% 1915 4F (BEFEN) 4 68 111 2)

ST (1), which begins Andersen’s story “The Old Grave Stone”, is a typical paragraph
of omniscient narration, in which the ubiquitous narrator guides the readers to the
fictional world he has just created by introducing the setting of the story, including the
indication of time (“at that time of the year in which people say the evenings are
growing longer”), place (“a house with a large courtyard in a provincial town”),
people (“a family circle”) and the ongoing event (“talking of...a large, old stone”).
Apparently, the above detailed information could not possibly all be learnt or narrated
by any one of the inhabitants in the fictional world, but requires an external and
omniscient narrator who has a well-nigh unlimited scope of knowledge of the story
and is able to describe events happening simultaneously at different places. The tone
of the whole passage can be described as “neutral” or “impersonal”, with few, if any,
adjectives that reveal the omniscient narrator’s opinions or emotions. From a
narratological perspective, the narrator keeps a conscious distance from the fictional

world as he attempts an “objective” description® and his visibility in the fictional is

! It is important to stress that this back-translation as well as the following ones are translated in a very literaral
way, sometimes even at the expense of idiomaticity or grammatical correctness of English. The aim is more to
retain all the elements and characteristics of the SL than to provide model translations for the reader.

2 All the TTs listed in this thesis, unless otherwise indicated, were translated by Zhou Shoujuan.

% Of course, no description is absolutely objective, but the effort made by the narrator/author in the process of
narrating to be objective should not be denied or nullified.
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hardly to be found. Regarding the fact that a narrator’s position in the communication

between the reader and the fictional world is always at some point in a cline “with the

fictional world and the reader at either extreme” (Leuven-Zwart 1989: 176), we may

safely conclude that the narrative distance between the fictional world and the

omniscient narrator in ST (1) is great while the gap between him and the reader is

relatively small. From the perspective of the presentation of information, ST (1) also

follows strictly a time-honored principle in organizing the fictional sequencing of the

beginning paragraph of omniscient narrative texts: the omniscient narrator starts the

story “from elements which presuppose the least prior knowledge to those which

presuppose the most” (Leech and Short 1981: 178). This is amply demonstrated in the

threefold occurrence of the indefinite article “a” in the first sentence of the story (“In

a house, with a large courtyard, in a provincial town,...”), all of which beg no prior

knowledge for the reader in understanding the story. The remaining parts of the

paragraph are also organized in such a manner that they contain the least

presupposition for the reader in comprehending the story, as the understanding of

them all depends on the four setting elements mentioned at the beginning.

For the corresponding TT (1), our instant impression is that it is actually not

“equivalent” to the original in terms of semantic meaning, with some original

elements omitted (e.g. “..., with a large courtyard” is not mentioned); some expanded

78



(e.g. “a lamp burned on the table” is expanded with a simile to “& F#& -k OB, J64%
# g [the lamp on the table had already been lit and gave out rouge-like light]);
and some generalized (e.g. “The maids often laid the clean copper saucepans and
kitchen vessels on this stone” is rendered in a more general way as “%¢ 1% 3 #J DLV v
Z I, 2 AT b [the maids then placed the washed wares on this stone]). But
despite these semantic shifts of various degrees, TT (1) can be still regarded as a
faithful retention of the original omniscient vantage point from which the narrator
discloses the information. Like ST (1), TT (1) also relates all necessary background
knowledge about the story (i.e. time “— H & %:FF” [one day it was near dusk], place
“—TigAH” [in a town], people “—% 22 N\ [members in a family] and the ongoing
event “YIAELMER R H, 5k Rz 2 k4 [...not talking freely of breeze and moon,
but of an age-old stone in their courtyard]), information that is only available from an
omnipresent narrator. Refraining from revealing any emotions or opinions in the
narration (typically by using few evaluative expressions) and describing everything in
an objective way, the narrator in TT (1) also achieves an impersonal style in the
presentation and presents the target reader with an objective image of the fictional
world that is essentially the same as that of the original omniscient narrator. His

standoffish attitude in the narration distances himself from the fictional world and

moves him towards the reader, as does the original narrator. By using the Chinese
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measure word “—” [a, an, one] that may refer to no specific referent(s) and have an
indefinite sense in phrases such as “—Ti$H” [a town], “A —%” [there was a house],
“— ¥ 215 [one day it was near dusk] and “—ZK 2 A\ [members in a family], the
omniscient narrator in TT (1) also begins the story with information that requires no
presupposition or prior knowledge and thus facilitates the reader’s processing of
information just as the original narrator does. In other words, TT (1) closely
reproduces the identity, tone and information sequencing of the original omniscient
narrator, despite some semantic shifts.

Zhou’s retention of the original omniscient point of view is especially clearly
seen in some of his translations of the original psychological descriptions of the
character(s) in the story, because the capacity to enter the characters’ consciousness,
according to Booth, is “the most important single privilege” of the omniscient narrator
(1983: 160). The following excerpt is selected from Arthur Conan Doyle’s short story
“The Case of Lady Sannox”, in which an indignant yet sly husband takes revenge on
his unfaithful wife’s lover—a wellknown doctor in London. After recounting the
angry husband’s inner views, the omniscient narrator suddenly shifts the reader’s

attention to the inamorato’s thoughts:

ST (2): He [the doctor] smiled from time to time as he nestled back in his
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luxurious chair. Indeed, he had a right to feel well pleased, for, against the advice
of six colleagues, he had performed an operation that day of which only two
cases were on record, and the result had been brilliant beyond all expectation. No
other man in London would have had the daring to plan, or the skill to execute,
such a heroic measure.

(Arthur Conan Doyle: “The Case of Lady Sannox™)

TT (2): WReAbilikrh, WEREpSE. &HLEH, DB Pig, it —4
T, 2T ANANEE. B AR S, S e Bl
i, [He sat back in his warm and soft chair and smiled from time to time.
Because on that day, he had insisted on performing an extremely dangerous
operation in defiance of the protests from six famous doctors and completed it
brilliantly. All these six doctors gasped in admiration. No other doctor could
match him in the London medical circle.]

( (BN, #1918 F (/MR FTHR) 5 9 &4 6 9F)

ST (2) slips into the internal world of the doctor, explaining to the reader the inner
reasons for the character’s behavior. Such a free penetration into the character’s mind

could only be narrated by a narrator from an omniscient vantage point. In this passage,
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the omniscient narrator makes his presence obvious to the reader by using phrases or
sentences like “he had a right to feel well pleased”, “the result had been brilliant
beyond all expectation” and “No other man in London would have had the daring to
plan, or the skill to execute, such a heroic measure”—aopinions that can be only voiced
from the omniscient narrator’s perspective. These sentences, which express the
narrator’s favorable views of the doctor’s professional craftsmanship, reveal the
narrator’s active presence in the narration and his relation to the fictional world is that
of a subjective and passionate observer, of someone who identifies himself
completely with the fictive reality he created. Therefore, if we gauge his position in
the cline of narrative distance between the fictional world and the reader mentioned
above, he is obviously closer to the fictional world than to the reader.

As in TT (1), semantic incongruence is again found in TT (2) if we conduct a
word-for-word comparison between it and the original. For instance, the phrase “an
operation...of which only two cases were on record” is reduced to “&& [ T4 [an
extremely dangerous operation] and the sentence “75 A &M Al [all these six doctors
gasped in admiration] is simply the translator’s fabrication. But again despite these
linguistic variances, Zhou actually faithfully preserved the original omniscient point
of view as the narrator of TT (2) unfolded the inner thoughts of the character to the

target reader, which should be considered the privileged information that can only be
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possessed by an omniscient narrator. Evaluative commentary in TT (2), such as “ /4
VB YR, MAT M T, AL [He insisted on performing an
extremely dangerous operation in defiance of the protests from six famous doctors
and completed it brilliantly] and “ A %R 8U8 25, MAE S — A\ L BEEEE” [No
other doctor could match him in the London medical circle] are all expressive of the
positive and approving attitude of the omniscient narrator towards the character,
which reveal the great extent of his involvement in the fictional world. Further, the
inserted sentence “75 A BEAR” [all these six doctors gasp in admiration] actually
strengthens rather than alters the image of a subjective omniscient narrator in the TT
and moves him closer to the pole of the fictional world in the continnum of narrative
distance, which exactly reminds us of the subjective omniscient narrator who also
maintains a relatively small distance with the fictional world in the ST. To sum up,
both TT (1) and TT (2) successfully reproduce the identity, the tone and the image of
the original omniscient narrator and the narrative distance he maintains with the
fictional world and the reader, despite the loose following of the original semantic
meaning.’ Actually, almost all the cases of retention of the omniscient point of view
found in Zhou’s early translations suffer from various degrees of semantic distortion

or loss, which may be closely linked with the nature of classical Chinese, which is

L If we use linguistic models that favor the concept of semantic equivalence in describing translation to analyze
these two TTs, we will surely fail to find that there is actually a plane of narratological “equivalence” in the
translation.
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characterized by conciseness and compactness of meaning, as well as (more
importantly) by the literary and translation conventions of the time (a point to which |

shall return in Chapter Seven).*

3.2.1.2 Adapting the omniscient point of view

More frequently > found than the practice of retention in Zhou’s early
translations are the cases of adaptation of the omniscient narration, in which the
impersonal (but often personalized) omniscient narrator of the original has been
transformed into a much more fixed story-teller in the translation. As such, the
original third-person omniscient narrative scheme is also changed into a story-telling
situation which simulates that of an oral story-teller addressing his audience—a
distinctive narrative feature of Chinese vernacular fiction.

Before we examine the concrete measures Zhou used in his adapted translations,
it seems necessary to provide some information both about the simulated story-telling
situation in Chinese vernacular fiction and about the Western omniscient narrative
mode, to serve as a start for discussion of the subject.

For some Western readers or even some scholars of Chinese stories and novels,

! When commenting on the flood of unfaithful translations of the late Qing and early Republican period, Chen
Pingyuan accredits it to “the vogue of free translation of that time” (Chen P. 1989: 40). This phenomenon actually
can be better explained within the conceptual framework of “translation norms” in contemporary translation
studies, which argue that an individual translator’s behavior is governed and influenced by the general attitudes
towards the translation behavior within a specific sociocultural situation at a certain period of time (cf. Baker
1998). This question will be dealt with in depth in Chapter Seven, the explanatory part of the thesis.

2 1t was found that 59 out of 84 original omniscient narrations found in the STs of Zhou’s early translations were
modified (please see 3.3).
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Chinese colloquial fiction has always given a sense of literary unfamiliarity, “a feeling
of literary promise unfulfilled” (Bishop 1956: 239), or, in a nutshell, has caused them
reading difficulties. In my opinion, part of their uncomfortable reading experience is
closely related to the unique narrative convention of this fiction.

What makes Chinese vernacular fiction so special in its narrative presentation is
the story-telling mode, or what Hanan terms “simulated context”, that the omniscient
narrator adopts in recounting the story, which is inherited from the conventions used
by oral narrators (from whose narration Chinese vernacular developed) in the Song
dynasty (cf. Plaks 1977; Hanan 1981). Specifically, this simulacrum is composed of a
storyteller (usually named “shuoshude” or “shuohuade”, who resembles exactly an
oral narrator) addressing his usually overt but never individualized audience (usually
labeled “kanguan” [members of the audience]), pretending that they communicate
with each other happily and efficiently. In the words of Hanan, “it is not only a
‘mimesis of direct address’, it is also a mimesis of direct reception” (Hanan 1981: 20).
Their communication may take the form of simulated questions asked of the audience
which may or may not require response, or simulated dialogue with the audience. The
storyteller in Chinese vernacular fiction, like the acquiescing and identical audience,
is a much generalized figure in this simulated context. It is true that some European

novels (especially those before the 19" century, typically represented by Sterne’s
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Tristram Shandy, with its garrulous narrator) also adopt partial or complete simulacra
in the narration. But as Hanan points out, almost all of the omniscient narrators in the
simulated situation of Western fiction are individualized (see Hanan 1977: 88), which
IS in sharp contrast to the much-homogenized storyteller in Chinese vernacular fiction.

Indeed, the narrative conventions of Western fiction and Chinese vernacular
fiction are so different that we can even identify the conceptual differences of
“narrator” between them (who is more commonly called “storyteller” in Chinese
vernacular fiction). The word “narrator”, which derives from the Latin word for
storyteller, is defined as “the one who narrates, as inscribed in the text” (Prince 2003:
67). It is not always synonymous with the “storyteller” of Chinese vernacular fiction
in the sense that the former has a broader narrative capacity, or covers a much wider
scope than the latter. Specifically, the narrator in Western fiction can be situated at any
diegetic* level of the story (such as that of one telling his/her own story or simply
recounting what he/she sees). In addition, it is often the case that there are several
different narrators in a narrative fiction, “each addressing in turn a different narratee
or the same one” (Prince 2003: 67). In contrast, traditional Chinese vernacular fiction
is always told by a single professional storyteller who lacks any individuality and

always assumes the same posture and stance in the narration. The term “storyteller”

! The word “diegetic” is the adjective form of the noun “diegesis”, which refers to “the (fictional) world in which
the situations and events narrated occur” (Prince 2003: 20).
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covers a narrower scope than the term “narrator” in the sense that it is only used in
omniscient narration and narrates the story from an outsider’s point of view.

In Zhou’s early translations, we find that the convention of imitating the oral
storytelling situation in vernacular fiction leaves so strong an influence on the TTs
that he intentionally or unintentionally adapts the original omniscient narration into a
narration of the storyteller mode in the translation, thus transforming the generally
flexible, individualized and covert omniscient narrator of the original into a fixed, and
often generalized and overt storyteller that reminds readers of the storyteller in
vernacular fiction. The generally covert narratee of the original omniscient fiction is
also frequently transformed into the overt and never-individualized audience of the
simulated narrative context created in Zhou’s translations.

In the following sections, | will use examples selected from Zhou’s early
translation corpus to illustrate how Zhou’s adoption of formal narrative features of
Chinese vernacular fiction, especially the typical language and structural markers, has
transformed the original omniscient narrative scheme into the simulated storyteller
narrative mode in the translation.® Generally, such transformation is achieved by
using one or several of the following means: (a) changing the original omniscient

covert narrator into the typical overt storyteller of Chinese vernacular fiction by

1 As changes mainly occur to Zhou’s translations written in the vernacular, we will also mainly provide vernacular
versions as illustrative examples in the following analysis. Zhou’s translations in classical language will be used
as examples only when there is a change of the original omniscient narrator’s position in the translation.
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adding the typical address form of “storyteller” in the narrative scheme of Chinese
vernacular fiction; (b) transforming the original covert narratee to the overt audience
of Chinese vernacular fiction by adding the typical address form of “audience” in
Chinese vernacular fiction; and/or (c) adopting the typical language markers that are
typical of the narrative and language style of Chinese vernacular fiction.

Among the various means used to adapt the original omniscient point of view
mentioned above, method (a) is the most direct and effective in initiating a change of
narrative situation in the translation. The result is an altered proximity to the fictional
world and the reader of the narrator in the translation, as compared with that of the

original.

ST (3): He musingly looked out of the window. ‘I suppose it is an awkward and
melancholy undertaking for a woman alone,” he said coldly. “Well, well-my poor
uncle!-Yes, I’ll go with you, and see you through the business.” So they went off
together instead of asunder, as planned. It is unnecessary to record the details of
the journey, or of the sad week which followed it at her father’s house.

(Thomas Hardy: “Benighted Travelers™)

TT (3): WM mlHCIR AR Z A AL, VIUOREE, @438 IRl
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%, FERERE, RATOmEN. WA, kI L,
B IR— . 7 R Al — B S ERE I 5. R BRI, S TE—
RIS, MBS VAN . [James looked out of the window, deep in
thought. After a while he said: “You are merely a girl. Making funeral
arrangements only by yourself, you will certainly be at a loss. Well, for the sake
of my poor uncle, 1 will lend you a hand. Then they went off together in a
carriage. The storywriter here will not elaborate on the happenings or on

Roserd’s sadness during their journey. ]

( CIEE D, #1917 4 (WO Z R /D it 1) 13&)

ST (3) is taken from Thomas Hardy’s short story “Benighted Travelers”, which
describes a young sergeant’s mixed feelings towards his unfaithful fiancee. In ST (3),
though he had already learnt that his fiancée was unfaithful to him, he still decided to
accompany her back home, trying to alleviate her grief at the sudden loss of her father.
The above extract is presented by an omniscient narrator who situates outside the
story level and watches closely what is going on between these two protagonists. His
involvement in the fictional world is perceivable through his emotional descriptions
of the protagonist’s action, such as “He musingly looked out of the window”, “he said

coldly”, and his comments on his own method of handling the order of the narrative
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material such as “It is unnecessary to record the details of the journey, or of the sad
week which followed it at her father’s house”. However, he is only a palpable but not
a factual existence, as he does not directly take part in the story as a substantial
character. In other words, despite his observable involvement in the story, he still
maintains an outsider’s, or more exactly a keen observer’s, relationship with the
fictional world he describes. As the third person omniscient narrator avoids direct
reference to himself in the story, he in fact succeeds in constructing an “impersonal”
style of narration (cf. Leech and Short 1981 266).

For TT (3), the first thing that may strike us is its semantic incongruence with
the original, such as the great expansion and specification of the original
conversational message in the translation (for instance, “I suppose it is an awkward
and melancholy undertaking for a woman alone” is expanded with explanations as
M e TG W ORISR > IR LAY [You are merely a girl.
Making funeral arrangements only by yourself, you will certainly be at a loss.]” But
such a shift of meaning actually causes little change to the original narrative feature as,
from a narratological perspective, it is still part of the conversation in the translation,
just as in the original, compared with Zhou’s adaptation of the commentary (see 4.3),
which is conducive to a radical adjustment of the original omniscient narrative

scheme. In TT (3), we read that the original comment “It is unnecessary to record the
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details of the journey, or of the sad week which followed it at her father’s house” was
adapted as “ 2 A % F G TE, F&E T A4S — el v RS R AN L AR . [The
storywriter here will not elaborate on the happenings or on Roserd’s sadness during
their journey]”, in which Zhou has added a concrete storyteller!, “fit &%) [the
storywriter], who strikes the reader as a tangible entity in the story because of his
high-profile presence in the narration. By asserting his independence or existence in
the narration, the narrator of the translation, now assuming the persona of a storyteller,
tranforms the original impersonal narration to a volubly interpersonal one that is more
tinged with the narrator’s emotive colors and maintains an insider’s relationship with
the fictional world he describes. Such a relationship is bound to be more intimate or
closer than the original omniscient narrator because of the storyteller’s more direct
and open involvement in the fiction. Besides, from the point of view of the
transmission of information, the addition in TT (3) of the typical address form of “fi
FHIY” [the storywriter], which is one of the crucial elements in establishing the
dialogic situation of Chinese vernacular fiction, also changes the sender—receiver
relationship from the original default “narrator—narratee” pattern to the
“storyteller—audience” pattern that characterizes Chinese vernacular fiction in the

translation. This is because, as mentioned above, the self-address form “fi{Z f¥)” [the

1 Although the traditional appellation for the storyteller, “5:2 fiu” [storyteller], has been slightly modified to “fi-
ik
?;Eff’ [storywriter] in the translation, which may be attributed to the flourishing of the publishing business since

the 1910s in China. | think both of these terms are actually the same in nature, as both are used to remind readers
of the simulated situation of Chinese vernacular fiction.
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storywriter] is such a stable and typical marker of vernacular fiction that it does not
simply carry the meaning of being a physical realization of the abstract notion of
“narrator” in Western fiction, but also is actually one of the fundamental elements
which might define Chinese vernacular fiction as a distinct literary genre. In other
words, it has the ability to arouse certain generic associations in the reader’s mind.
That might partly explain why some of Zhou’s early translations, with the addition of
the term “fit & 1) [the storywriter], often make the reader believe that what they are
reading are actual texts of Chinese vernacular story rather than Western fiction, such

as the following two excerpts from Zhou’s early translations:

ST (4): She sets it down, and seems to go off and leave it; but the moment it
makes the first movement to get away,—pounce! She springs on it, and shakes it
in her mouth; and so she teases and tantalizes it, till she gets ready to kill and eat
it. I can’t say why she does it, except that it is a cat’s nature; and it is a very bad
nature for foolish young robins to get acquainted with.

(Mrs. H. B. Stowe: “The History of Tiptop”)

TT(4): ERIUBER . WLBAE B, BB e M k1. HAFIRS

Sio BUSR YA RN, AUEEROBGRE b2 T T AAE R BN, B ELT,
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AR, EEMERE T, A — 0 L. efMAfttEEEsEst, MF
o EAE T8, {H A IS 2 S SL M R PERE AL [She (a cat) sets a bird or a mouse
down on the ground and pretends to leave it. But the moment the bird or the
mouse is ready to get away, she pounces on it and catches it in her mouth. She
shakes it, teases it and abuses it, using every means she can. When it nearly dies,
she swallows it in a mouthful. Why does she use such a cruel way? The

storywriter has no idea about it either, but knows that it is the very nature of cat.]

( CREERD, #1917 4 (WO Z R /Dt 1) )

ST (5): At Sidi-bel-Abbés, the depot of the Third Zouaves, there enlisted some
days later a volunteer who gave his age as fifty-five years.

(Alphonse Daudet: “The Loyal Zouéve”)

TT(5): ALK, MEAFESVGHAS S ni gy 5 — B s, Ofr g A
—{E AR 2 G, A S A Y. [A few days later, the
storywriter heard that the Third Zouaves at Sidi-bel-Abbés had just recruited a

white-headed old volunteer solider, who was already fifty-five years old.]

( (L2 A, #1917 4 (BSEH R Dt ) H45)
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Although the addition of the direct address form “fftZ1” [the storywriter] in the
translation is effective in transforming the original narrative scheme into the one the
translator hopes for, it is a very conspicuous deviation from the style and language of
the original (one could infer immediately that it is the translator’s interpolation even
without reading the original), which sometimes incurred criticism of the translator by
scholars of that time. This might be the reason why Zhou used this method rather
stringently compared with the other means of adjustment mentioned above: only 11
out of 84 early translations that adopted omniscient narration underwent such a
change.

As far as the direct influence on the narrative scheme in the translation goes,
method (b) is on a par with (a) in its addition of one of the essential elements of the
simulated narrative situation of Chinese vernacular fiction. However, unlike method
(a), which provides an explicit message sender (the storyteller in the narration),
method (b) adds an overt message receiver (the audience in the translation), who are
equally important as the storyteller in forming the typical narrative scheme of Chinese
vernacular fiction. The result is a changed identity and position of the narratee in the

translation:

ST (6): From one lattice, the shadow of the diamond panes was thrown upon the
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floor; the ghostly light, through the other, slept upon a bed, falling between the
heavy silken curtains, and illuminating the face of a young man. ... it was a
corpse, in its burial-clothes.

(Nathaniel Hawthorne: “The White Old Maid”)

TT (6): —HE TR Tt PSR, WhEILE. SFHRHEE, AL
s, A AL, MRAEIR EAEMESR, mhit— M NI RE. ... i
EFEMH, IDEMERESEN, AN—gEHNE%]. [Awindow was exposed
to the moonlight and the shadow of the panes was walking on the floor in a
disorderly manner. The lights that went through the other window were dim and
ghostly, falling between the silken curtains and illuminating the face of a young
man. ... Not to conceal the facts from dear readers, the youth was really a dead
man, and he would be encoffined soon.]

( (WEsZY, #1915 45 (FEFE/N) 2 78 )

ST (6) is selected from the first paragraph of Nathaniel Hawthorne’s short story “The

White Old Maid”, which describes a widow’s staunch affection for her hushand who

died at a young age. Like most ordinary omniscient narrative texts in the West, ST (6)

is presented on the premise that a covert omniscient narrator, who gives an account of
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the settings of the story and his experience from a third-party standpoint, addresses a
number of narratees, who are also postulated as covert in the communication. In this
narrative scheme, the narratee is supposed to consist of the passive receivers of the
narrator’s information, as they (who merge with real readers here) are guided
submissively by the omniscient narrator from the foreshadowing scenes to the focus
of the story that gradually emerges at the end of the paragraph.

In TT (6), the usual, deliberate semantic digressions are also observed, as in the
cases mentioned above. What is remarkable in these digressions is the addition of the
address form of the naratee “¥ ﬂ (7" [readers, dear readers] in the final sentence, in
which the original simple declarative statement “it was a corpse, in its burial-clothes.”
was rewriteen as “ 1wy & Py (3¢ - 27D AL 0 T f 7 {170 F@wT. ” [Not
to conceal the facts from dear readers, the youth was really a dead man, and he would
be encoffined soon.]. Simple as it might be, it is exactly this addition that causes the
change of the original omniscient narrative situation. By changing the status of the
narratee from covert to overt in the translation, Zhou actually recreates a different
narrative situation in which the narration is now based on the communication between
covert narrator and overt narrattee. The direct address to the overt narratee in TT (6)
suggests a dialogic situation between narrator and narratee that is absent in the

original. In this newly formed dialogic situation, the presence of the narrator is more
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tangibly felt in the translation than is the resolutely silent and non-committal narrator
in ST (6), as dialogue with the narrattee normally presupposes the involvement of a
narrator. Target readers are also given strong hints that the omniscient narrator, though
he does not formerly appear in the story, is actually giving messages to us from a very
short distance. For the above reasons, we say that the positions of the narrator and the
narratee have both undergone changes in the translation. Furthermore, the addition of
the narrate, “%& £ 1" [readers, dear readers], an address form that is strongly redolent
of the same or similar forms (such as “%& & ™ [readers]) in Chinese vernacular fiction,
also gives target readers an impression that they are actually in the narrative situation
of simulated dialogues in which a public storyteller is addressing an impersonalized
and overt group audience. In addition to the above apparent modification of the
identities of the narrator and naratee, it may be further argued that with such an
addition the translator hopes that the real readers of the translation might identify
themselves with the overt address form of narratee—which is often the case in
Chinese vernacular fiction—and thus presents the story in a more direct way to the
real reader. This shortening of the distance between the narrator and the real reader
will certainly help the translation to be more direct in evoking the target audience’s
feelings than the original does for its reader.

Compared with the sparing addition of the self-address form of the narrator “4i
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1) [the storywriter], Zhou inserted copious address forms for the narratee, such as
“EEM” or “F&'E” in his early translations. In fact, it is found that up to 30 early
translations with the omniscient point of view contain one or several such added overt
idiosyncratic address forms, which are introduced in the narrator’s commentary, in the
setting of the story, in the descriptions of the characters, etc. In fact, such an addition
might occur anywhere in the translation that the translator deems appropriate.

Following are two more such examples:

ST (7): It is hard for the general practitioner who sits among his patients both
morning and evening, ...

(Sir A. Conan Doyle: “Sweethearts”)

TT (7): FEF, KTIEMEEMN, G2 Bas, —REH H 3
Hx, HAARE5 A" MiiE . ... [Dear readers, all general practitioners in the
world are indeed poor devils, who have to sit among their patients from sunrise
to sunset every day. ...]

( «%%%ﬁ;», #1915 F (FEFEA ) 5T 57 1)

ST (8): She was not a young woman; Douglas and she were much of an age, and
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he was close on forty.

(Beatrice Grimshaw: “To the End of the World”)

TT (8): FE, &M@ 7R, CARLMEEERER N, 8
TERS P 3t CLP T At 75 R R, AREACHKF T DU 13 T [Dear readers, Grace
had already passed the age of twenty-four and she was no longer a budding

beauty. Douglas was also not in his youth, as he was near forty years old. ]

( CHEASAED, #1915 4 (7 ita)y HTIZ 5 )

Clearly, and quite similarly to TT(6), the addition of the self-address form for the
narratee “& E1M” or “&E” in TT (7) and TT (8) also effects a shift in the original
narrative situation in terms of the relationship between narrator and narratee and
enables the TTs to have a proximity that is efficient for the narrator (or more exactly,
the translator) to exert his influence on the real audience.

From a technical standpoint, the addressing forms “f{:& )", “& & 1"” and “&
B are part of the formal features that define and characterize Chinese vernacular
fiction. Besides these two prominent formal markers, there are also typical language
features (or formal linguistic markers) that are so integral as to set apart this particular

genre or are helpful to arouse readers’ proper generic associations. In addition, such
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formal markers also have the additional function of consolidating and reinforcing the
unique omniscient narrative scheme of Chinese vernacular fiction.

In Zhou’s early translations, by adding some of the typical language markers of
Chinese vernacular fiction, Zhou in fact transforms the original plain omniscient
narrative scheme into a narrative and language style similar to that of Chinese
vernacular fiction (method (c)). Specifically, language markers here refer to those
words or _}%?ﬁ [set phrases] whose provenance can be found in the early spoken
literature, which help form or consolidate the simulated storytelling narrative scheme
typical of Chinese vernacular fiction.

Scholars believe that Chinese vernacular stories grow out of “ & ﬁ—ﬁ 7
[story-telling] or “spoken literature”. Because the narration of the stories resembled
the communication between the professional storyteller and his audience in real life,
Chinese vernacular stories also attained the name of “ﬁ—ﬁi 52" [huaben stories],
which meant the contents of the stories were chiefly based on the prompt-books of the
traditional storytellers and the narrative techniques also imitated the storytellers’
different means of presentation (cf. Xiao and Liu 2003). During the long historical
evolution, Chinese vernacular fiction became more and more detached from its

ancestor—spoken literature, but even after it established itself as a self-sufficient

genre during the Ming dynasty, its origins could still be traced through its narrative

100



==

language markers that were apparently inherited from “?“HF‘ . In his study of the
formal characteristics of Chinese vernacular fiction, Cyril Birch has summarized in
great detail the various phrases, archaisms, colloquialisms and clichés (what | term
language markers) that are typical of this genre. He regards these markers as stylistic
relics passed down from an oral tradition, which not only act according to the
“witness they bear to the ultimate origin of the genre” (1955: 346), but also contribute
to establishing or consolidating the typical narrative scheme which is initiated by the
storyteller “%E?;EK’J" [storyteller] and narratee “%;H{” [dear audience]. As far as
Zhou’s early translations of omniscient narration are concerned, we find that he
frequently uses such language markers® in some of his translations to strengthen the
simulated storytelling narrative scheme that he has already built and to remind readers

of the typical narrative scheme as they read, as the following examples show:

ST (9): It was a cold and gloomy Christmas Eve. The mass of cloud overhead
was almost impervious to such daylight as still lingered; the snow lay several
inches deep upon the ground, ...

(Thomas Hardy: “Benighted Travelers™)

TT(9): adan—A 1ERMEREEIEAL IR AT — K. R Bl i AL,

! Please refer to figure 111 on page 106 for a list of some frequently-used markers in Zhou’s early translations.
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IR IAE — 5506 » L EREE, RHTETE. L [1t is told that there
was a day, and the day was a gloomy and cold Christmas Eve. Red clouds were
soaring and running quickly in the sky. And they were so dense that no daylight

was leaked. The snow lay several inches deep upon the ground. ]

( CIHlEY, #1917 4F (R AKER/DRETY 145)

ST (10): About the end of the American war, when the officers of Lord
Cornwallis’s army, which surrendered at Yorktown, and others, who had been
made prisoners during the impolitic and ill-fated controversy, were returning to
their own country, ......

(Sir Walter Scott: “The Tapestried Chamber”)

TT (10): AagA#E, HaSeR BB P4 RNy, S P R, B
B R REHE T W) AR pe AR S HE . Wk B R, BRERAN AL LAk
AN A28 A o Rl 55 SR, DR AR ANRR, S S B AR B 2l
RABRGRR e wt——FEH, AIE A ... [Let us not be prolix. In our story,
let us now go on to tell that there were several officers in the British army who
surrendered to the American army at Yorktown with Lord Cornwallis at the end

of the American war. Though the blood of war was still not dry, the clouds of war

102



had already dispersed. However, some indomitable officials, who considered
themselves brave men, would rather die than surrender. And they were all made
prisoners by American soldiers. They were released and were returning to their

own country alive when the peace treaty was finally made.]

( CH=IARE), #1917 4 (WA 5 Dt 1) _EB)

ST (9) is the opening paragraph of Thomas Hardy’s short story “Benighted Travelers”
which describes the reconciliation and reunification between a betrayed husband and
his adulterous wife; ST (10) is an episode from the story “The Tapestried Chamber”
narrated by Sir Walter Scott, which is about a retired officer’s weird experience in the
ancient mansion of one of his friend’s. Both stories are narrated by an omniscient
narrator who occasionally steps back to comment on the surroundings of the story
(such as the adjectives “cold” and “gloomy” used in ST (9), which sets the tone for
the whole story) and on the events mentioned (such as describing the American
independence war as an “impolitic and ill-fated controversy” in ST (10), revealing the
narrator’s attitudes). Like many of the previous TTs, semantic incongruities with the
original are also to be found in TT (9) and (10), with occasional modifications (for
instance, “the mass of cloud overhead” in ST (9) is rendered as “= Fj#J&# “ * %)

2" [red clouds were soaring and running quickly in the sky]) and sheer additions
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(such as the commentary “HJ fi & 1E A, BEEAD I [though the blood of war
was still not dry, the clouds of war had already dispersed] in TT (10)). But in terms of
the effects that these adaptations exert on the original narrative scheme, no
adaptations are more prominent and striking than the addition of the typical language
markers of Chinese vernacular fiction, such as “Ff&i” [it is told how...] in TT (9),
“IHIEEIR 2L [let us not be prolix] and “H.#R” [in our story, let us now go on to tell
how...] in TT (10). Usually these phrases are used in Chinese vernacular fiction either
to enrich the range of presentation techniques on which the storyteller can draw or to
serve as stylistic indicators which help to remind readers of the typical narrative
scheme of the story. For instance, the phrase “%G#it” or its abbreviated form “Fit” is
almost invariably used to mark the opening of a Chinese vernacular story, which is
then followed by a statement of time and place related to it (see Birch 1955: 351).
This convention is so established that it has become one of the outstanding formal
features of vernacular fiction. The stylistic functions of these language markers are far
greater than their semantic functions in the story, because even if we remove these
language markers in TT (9) and (10) the meaning will remain more or less the same.
However, when such markers are added in the translation, they cause substantial
changes to the original narrative scheme, for they immediately make the presence of

an emotional, all-knowing narrator tangibly felt by target readers. This narrator, who

104



resembles every bit the storyteller of Chinese vernacular fiction, ostensibly hopes to

guide readers to the communication situation he creates (or to address readers more

directly) and hopefully directs t