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Generally speaking, the action of Peking Opera is advanced basically
through the prose dialogue. Songs in verse are saved for expressing intensified
emotions and feelings such as surprise, sorrow, and happiness. The term
“dialogue,” however, is used loosely here and elsewhere in this study to
include all types of prose passages in the Peking Opera scripts which the
characters use to express their thoughts and feelings. But it is to be under-
stood that the division between the prose and verse is by no means a clear
one. On the one hand, the verse can be part of the dialogue. On the
other, prose dialogue in Peking Opera has a thythm somewhere in between
that of poetry and everyday speech.1

Many of the aspects related to the language and culture are found
both in the prose and verse portions. The discussions of dialogue translation
in this paper will be treated in two parts: the first part considers some
linguistic aspects and the second part the choice of translation or translitera-
tion for proper names, names of plants and animals, and the use of footnotes.
Though most examples are taken from the prose portion of the scripts, some
are from the verse lines too. Tone and style will be referred to in relation to
characterization.

In talking about grammatical aspects of the language in Chinese poetry,
James Liu says:

To sum up: Chinese grammar is fluid, not architectural. Whereas in a
highly inflected language such as Latin, words are solid bricks with which
to build complicated edifices of periods and paragraphs, in Chinese they
are chemical elements which form new compounds with great ease. A
Chinese word cannot be pinned down to a ‘part of speech’, ‘gender’, ‘case’,
etc., but is a mobile unit which acts on, and reacts with, other units in a
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constant flux.2

Now, we are going to consider some of the “chemistry” of ths Chinese
language: verbs, nouns, _interjections, word register and frequency, word
order and sentence patterns.

Verbs and Nouns

Everybody who knows Chinese must have noticed two very obvious
characteristics of the language: (1) a verb has no conjugation, (2} there is
generally no indication of number in a noun. These do not cause darticular
difficulties in translating the dialogue. As a play has a plot, the cortents can
usually supply sufficient information for the translator to figure out the
proper tenses in English. It is still easier to decide the number of 3 noun in
most cases. Only in a few rare situations like the following are some careful
considerations needed. In The Butterfly Dream or Hu Tiek Meng
(Igp¥2:28), when the servant boy Chun Yun goes to buy a coffin for his dead
master Chuang, the conversation between the boy and the shopkeezer goes
like this:

uP (OFF STAGE)
B E?
(What do you want?)

#R (SERVANT BOY)
J-Ei-¥N
(Buy [a] coffin.)

#PA (OFF STAGE)
B#n?

(How raany?)
One English version of these lines reads:

VOICE BEHIND CURTAIN
What do you want?

SERVANT BOY
To buy g coffin.
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VOICE BEHIND CURTAIN

How many do you want’."4

The absence of number in the original makes it more interesting than the
English, and the use of “a” changes the flavor of the second question ‘“How
many do you want?” Another English version uses the plural form as
follows:

VOICE
What do vou want?

CHUN YUN
Do you sell coffins here?

VOICE
Yes, we do. How many do you want?>

This makes the second question sound more logical, but the flavor is still
a little different from that of the original.

The examples above suggest another problem of the noun: the use of
articles. In Hai Jui Dismissed from Office, when Hung Ah-an is visiting her
husband’s tomb with her young daughter, she sings:

0 5 e S

The Chinese #7# (new tomb) carries no article. In the English translations,
two use “the,” one uses “‘a” as follows:

1. We've come to visit a new grave on the day of Ching-ming.

2. At the Ch'ing-ming Festival time we sweep the new grave and burn paper
money.

3. Sweeping the new tomb and burning paper money at Ching-ming festival,7

<% 23

It does not need to be argued here which article is a better choice, “a” or
“the.” The intention of citing these examples is to emphasize that because of
the absence of articles in the original, the transiator has to be more careful
when he has to supply them in English.

57



Interjections

Every dialect or language has its own special sounds for expressing
surprise, pain, sorrow, regret, happiness, etc., and sometimes the exclamatory
sounds of one language may mean nothing to the speaker of another. Such
sounds are more important in a play than in other forms of literature,
especially if a play is translated for the stage. These “meaningless” sounds
are very often more suggestive of characters’ emotions than any verbal
expressions. Take, for instance, “@iye,” one of the most common interjec-
tions in Peking Opera. In Picking up the Jade Bracelet, A.C. Scott explains
its suggestiveness as follows:

(No English word can suggest the feeling in this very characteristic Chinese
interjection especially as it is used by the comic actor. It is short, explicit
and contains a world inference dependent on how it is used . . . . )

Transliterations of interjections may work very well on stage, as certain
gestures can be used to help express the emotions. But an explanation like
the above seems not very useful to the reader, actor, and director, as it does
not say anything about the particular feeling or mood of the character or the
way of expressing it at the moment she utters the “Aiya!” What Dr. Chao
Yuen Ren suggests may bs a more practical approach. He writes:

In translating plays from English into Chinese, I have often met with
cases where dialogue kas to be translated as stage direction and vice versa,
There is a Chinese 2 ! which in certain contexts every reader will pro-
nounce as [hai]. Now this involves the use of the ‘““voiced h,” a non-
existing sound in the normal list of Mandarin phonemes and is therefore
on the borderline of language and nondanguage. To put it in English, the
usual practice is of course simply to write the word sigh, which is then
translating quasi-languzge and not ordinary language.9

The translator can of course say more than simple descriptions like “sigh”
when he finds it necessarv. With sufficient information, the actor should be
able to work out some English “equivalents” natural for the situation. This
method can also be applied to sentences. For this Dr. Chao illustrates:

. in a certain situation an English sentence:

" oW
I dont
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may betiter be translated inte French by a shrug of the shoulders than by
the words Je ne sais pas spoken in any Frencn intonation. ™

Some translators like to use translations like “Alas” and “Almighty
God.” There seems no reason to reject either transliterations or translations
as long as they work in given situations. No matter which form is used,
however there are a few points the translator should bear in mind: (1) Some-
times, an exclamation in a Peking opera is lengthened, so that it can lead
naturally to a song that follows. In such a case, the English equivalent should
have a long vowel ending. This might be one of the reasons why translitera-
tion is preferred to translation sometimes.!' (2) Although English exclama-
tions like “Almighty God,” “My God,” and “Good God” usually do not
have religious significance, it seems better to avoid them. The “God” with
a capital “G” is alien to the classical Chinese drama. Expressions like “Good
Heavens” and “My Goodness™ are more in keeping with it. (3) Different
English interjections may be used for the same Chinese, depending on the
situation and characterization. For instance, for Liu the Go-between, a comic
character in Picking up the Jade Bracelet, and “Ouch” could be a pretty good
substitution for “Ajya” when she misplaces the hot bowl of her tobacco pipe
in her month. But when “Aiya” is used as a sigh to express one’s sadness,
as Su-san in 4 Girl Setting out for Trigl uses it, “Alas” or “Woe is me”
would be more direct for Western audiences.!?

In short, if an appropriate English equivalent can be found, there is
no reason not to use it. In some cases, it may be practical just to indicate
the nature of the exclamations by stage directions.

Register and Frequency of Occurrence

A register is a variety of vocabulary ‘“correlated with the performer’s
socigl role on a given occasion,” and “the selection of an appropriate register
in the TL is often important.”'® In order to do this, the translator has to
know well not only the play but the nature of the characters as social beings
in their native cultural context. For instance, in The White Snake, Fa Hai is
a holy monk; his position in ancient China is like that of a holy Catholic
father in the Western world. So it is out of place to put the English expres-
sion “You bitch”® into his mouth as an equivalent for B¢ & (nieh-hsii,
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meaning sinful beast).’® “Vile monster’”” and “You base reptile” are more
eppropriate for him,16

The most difficult register to translate seems that wkhich involves the
use of slang. Like dialect, slang is the language of a particular society. It
consists of coined words and idioms, with new or extended meanings, usually
outside of conventional or standard usage. Slang expressions have very high
frequency and are very expressive among certain groups of people, but may
mean little to others. If a slang idiom is like a beautiful painting, very often a
translation of it is like a black-and-white xerox copy, with many of the details
lost. Unfortunately, verv often we have to satisfy ourselves with such a copy.
Examples of this kind will be touched on later in connection with ~ther
analyses.

Another important consideration related to diction is word frequen.
On this Dr. Chao Yuen Ren remarks:

A very important dimension of fidelity which translators often neglect

is comparability in frequency of occurrence, or the relative familiarity of
expressions in the original and the translation.!”

It is not difficult to look up the frequency of a word in a dictionary specially
dealing with the word frequency of the English vocabulary. It can be further
roted that this dimension of comparability applies to not only words, but
collocations™® and sentence patterns.

Word Order and Sentence Patterns

As no two languages have identical systems, word-for-word translation
usually does not make sense. Some adjustments in word order and sentence
patterns are therefore essential to producing a translatior as natural, or
intentionally unnatural, as the original is. At the same time, “the translator
must so arrange his words as to preserve emphasis even at the sacrifice, if
needs be, of grammatical construction.”'® In addition to such principal
considerations, word order is important in relation to stage movements,
sequence of imagery presentation, and dramatic effects in the rendering of
Peking operas. .

In the director’s ncte to the production of White Snake at the Kennedy
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Theatre of the University of Hawaii on November 28 —30 and December
4-7,1975, John Hu, who translated, adapted, and directed the play, says:

The present iranslation endeavors to overcome problems that arise
from music and choreography originally designed for production in the
Chinese language. Since the Chinese arias are accompanied by particular
gestures, the franslation strives to preserve the original sequence of words.
For instance, on the line “Here a pagoda casts its shadow on the glittering
waves,”” White Snake and Blue Snake point to a high place and then, after a
gracious turn, lower their hands to refer to the water. To put ‘“on the
glittering waves’’ in the beginning of the sentence would make the gestures
inappropriate; to invent new gestures would destroy the original flavor.
On the other hand, to make this English production understandable,
a certain amount of ‘“tampering’’ with sentence structure and musical
phrases has been unavoidable. We have tried to blend authenticity with
comprehensibility.m

Hu’s note has clearly explained the importance of preserving original word
order for the interest of stage movements and gestures. There are other
cases that require specific word order and sentence patterns for dramatic
effects. Some examples may illustrate better the difficulties involved.

In Takir. Tiger Mountain by Strategy (& EXH 5§ 1lichih-chi wei-
hu-shan), Yang Tzujung, disguised as Hu Piao, comes to Tiger Mountain and
Teports to the bandit leaders that Luan Ping has presented a map to Com-
missioner Hou. The conversation goes:

e
5 3 1 o B —

B AL
fl 2

R
—g M

The passage has been quite faithfully translated as follows:

YANG

As we were speaking he produced a map —
VULTURE-

Map?
YANG

A whole 1‘011.22
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A slightly different English translation of these'lines reads:

YANG
While speaking, he drew out a map.
MOUNTAIN VULTURE
A map?

YANG
A map all rolled up.23

But the translators have ignored one important element. That is, both “As
we were speaking he produced a map” and “While speaking, he drew out a
map” can well be complete English sentences and be followed by a full
stop. But this line in the original is an obviously incomplete sentence, which
makes Vulture’s interruption more dramatic and Yang’s continued line more
natural. The effect could be better preserved by rendering the lines a little
more freely like this:

YANG

While speaking, he drew out a rolled up—
VULTURE

A rolled up?
YANG

map.

The play contains some more examples of similar nature. For instance,
in scene 10 when Luan Ping recognizes Yang Tzu-4ung in disguise, he tries to
reveal the truth to the bandit leaders. Yang skilifully stops him by twisting
the meaning of his unfinished sentence. To quote:

HE - (LUAN PING)

Womom B — g B e IR SR
hei hei hei, hao-i-ko hu-pigo ni ni pu-shih

(laughing) Areal good Hu Piao!  You... you are not . ..
¥if% (YANG TZUJUNG)

£ AR B BT & B B G A2y & W E BB
wo pu-shil shik wo-te py-shih hai-shih ni-te pu-shilh wo hu-pizo kou pleng-
Iamnot? Wasitmy fault  or was it your fault? I, Hu piao, friend

(my fault) (a true
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y- 3 B OBER! ZONE - B SR R~ T
yu chiang i-ch’i pu-hsiang ni  hsingluan-te

enough, respect comradeship. Not like you, Mr. Luan, ... %

friend)
These lines have been turned into English differently as follows:

Translation 1:

LUAN
Hu Piao, my eye! No ...youTe mistaken ...

YANG

Me mistaken or you the one who's mistaken? I, Hu Piao, was friend
enough and was playing the game. Not at all like you, Luan Ping! . %

Translation 2:

LUAN PING
Ha, ha, you're a really good Hu Buyan! Why, you're nothing but . . .

YANG

Nothing but what? Either I'm wrong or you are! I,Hu Buyan, was friend
enough to you and always acted straightforwardly. Not like you, Luan Ping!
26

Both translations make smooth reading, but a little too smooth. In the
Chinese, Yang has twisted the meaning and part of speech of pu-shih. He
does it by first repeating pu-shih in the same sentence structure and same
word order as Luan uses it; then by adding ze to wo to change wo (I) to
wo-te (my), which is followed by the same pu-shik in written form and pro-
nunciation but no longer the same in meaning and part of speech.

To Chinese audiences, Luan’s ni pu-shih is an unfinished sentence
that has a pattern of

SUBJECT X (NOT} X VERB-BE X COMPLEMENT.

They know what he is going to say is “You are not Hu Piac.” At the normal
level of syntax, Yang’s wo pu-shih follows the same pattern, meaning “I
am not?” In this case, his next line is usually “wo pu-shih she-ma?” (“1
am not what?”). But in the line we have here he uses pu-shih in a completely
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different manner. At this point, the audiences begin to see his wo pu-shik
as a possible deviation of wo-te pu-shih (my fault). Then, two things happen
in their minds: (1) They smile at Yang’s quick wit;(2) They hold their breath
for him: He will be killed if the bandit leaders see his trick. But the leaders
are completely fooled by Yang. When the false alarm is over, a comic and
ironic effect is achieved, both at the expense of the stupidity of the bandits.
What is more, the success of Yang’s quick wit has a common psychological
appeal, similar in nature to that of Brutus’s and Antony’s speeches to the
Roman citizens in Julius Caesar, Act III, Scene ii: starting from what the
citizens have in minds and leading away to something else gradually without
their knowing it. Of course Yang’s short lines are not as subtle as the
speeches of Shakespeare’s characters.

These lines are difficult to translate not only because of the word order
and sentence patterns, but also because of, as the above analysis has clearly
suggested, the involvement of play on words?’ In rendering dialogue like
this, the translator has to weigh carefully what to sacrifice when he cannot
preserve the whole picture. In the present case, it seems better to give
priority to the comic and ironic effect. With this in mind, a version like the
following might be worth trying:

LUAN
Hei, hei, hei, A good Hu Piac indeed! You ...you are not—

YANG

Iam nought (or “anought’)? You cared naught for me or I cared naught
for you? I, Hu Piao, was friend enough and always respect comradeship.
Not like you, Mr. Luan, ...

Here, a question of fundamental principle rises: Does the translator
have the right to invent? In analysing translation of Greek drama in English,
William Arrowsmith remarks that Dudley Fitts “makes fine comic rhetoric
by simply inventing a humorous series of ungrammatical English supperla-
tives as follows:

O Pisthetarios, O blessedest! O sagaciousest!
O Superlativest! O Sagadiousest! C Perspicaciousest!
O Thrice Blessedest! O And so forth! 25
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What he is saying is that the translator may invent, and has to when the only
way of preserving the original spirit is to invent. At least, “invention is pre-
ferable to neglect.”® The superficial level meaning of the word can be
sacrificed, if it cannot be attained at the same time.

The significance of word order should also be considered from the
aesthetic point of view, that is, in terms of image sequence.*

Proper Names of Persons and Places

In translating Chinese literature into English, the common practice of -

treating proper names is to use transliterations. In most cases, such a practice
poses no problems. Although most Chinese names retain meanings, the
meaning does not rise to our consciousness in everyday usage. However,
a name literally translated appears to the ears and eyes more interesting and
emphatic than the meaningless romanization. Translators therefore may use
literal translation for names of important characters in a play, like White
Snake or Lady White in The White Snake, Snow Elegant, in Snow Elegant,®
and Precious Stream in Lady Precious Stream. For the sake of balance, some
minor characters with special. relation to the major ones may also be tran-
slated, like Green Snake (White Snake’s sister), Snow Swallow (Snow
Elegant’s sister), and Golden Stream and Silver Stream (Precious Stream’s
sisters).
- Translation has also been preferred when the meaning of a name is
significant, whether or not the character is a major role. One of the most
common examples is the nickname which can in turn be used as a kind of
rebus. For instance, in The Day of Nine Watches, the villain is called, to
use ftransliteration, Hou Hua-tsui ({&fE#). Hou, the last name, is
pronounced the same as the word ““J§&,” meaning “a monkey.” Hua means
“flowery” or “flowers”; and fsui, “a mouth.” When the Minister comes to
try the murder case, he goes to a temple to seek for help from the god.
There he has a dream, in which he sees three ghosts and a monkey with a
flower in its mouth. Waking up, he reasons to himself:

....And surely I saw a monkey too: it has a flower in its mouth and
jumped as if it were afraid of me. Let’s see! Hou (monkey) has the same
sound as Hou of Hou Hua-tsui: Hua (flower) is the same as the second
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character in his name, and Tsui (mouth) coincides with the last. Hou Hua-
tsui is undoubtedly connected with the murder . . . 32

The use of transliteration with parenthetical explanation may be all right for
reading, but will not work for the stage. The same passage appears in
Josephine Hung’s translation as follows:

Later a monkey with a flower in its mouth came jumping beforeme . ...
There must be a man involved in this crime ...a man who looks kke a
monkey . ..maybe his name is flowery-Mouth Monkey . . .or ...
Monkey Flower Mouth ...a puzzle.33

Undoubtedly, this works better for reading or the stage.

In The Fisherman’s Revenge, two minor characters of the Robin Hood
type, Li Chiin and Ni Yung, are known by their nicknames JBYL#E and
#¥FE % . Though the play has a quite serious theme, it contains lots of
comic lines. On two occasions, the comic effect comes from the distorted
mimicry of these names by a stupid servant named Ting Lang, who thinks
himself smart. There are several versions of his lines, which run as follows.
(Models refer to the names properly pronounced; mimicries, Ting’s distorted
versions. Notice the transliteratioris and rough approximations of meaning.)

Models Ting’s mimicries

(same in all editions) (with different versions)

B T T & B oxER B
hun-chigng-lung li-chiin hun-tang Ii p'i-ching
(Li Chiin, the Muddling-River (A fart sprite in a public bath)
Dragon)

B O % w9
hun-shih-ch ung mo-chin
\A spiritless ne’er-do-well)

B E—8 &
hun-tan i-ken-kun

(A stick of good-for-nothing)

RN I
chilen-mao-hu ni-yung fuan-mao li ch'ou-chung
(Ni Yung, the Curly-haired (A stinkbug in the scrotum hair)
Tiger)
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B B B K A
lao-ping chilan ta-ts ung

(A thick, hard pancake rolled with green
onion)
F = R
k'ao-pai-shu chia ts'ung
(A baked potato stuffed with green
onion)34
These lines may show several significant points a translator can use
for reference. (1) The different versions of Ting’s mimicry suggest the
freedom of the speech of the ch ou character type. (2) The transliterations
show that Ting Lang does not exactly mimic the model lines. He picks up
a few words, rhyming vowels, and/or alliterative consonants, forming his
own versions of absurd collocations. This makes his mimicries all the more
funny and ironic. (3) His choice of expressions (either dirty things or names
for food) well reflects his character and, through him, the rich but vulgar
family he belongs to. (4) The total effect lies in the relationship between
the models and the “imperfect” mimicking. All things considered it is clear
that any attempt to translate the lines according to the meaning, without
preserving at the same time the mimicking effect, will destroy the relation-
ship and tl.erefore the comic and ironic effects. In a situation like this, the
original meaning may be sacrificed, if it cannot be helped. For instance, a
translation like this

Models Ting’s Mimicries
the Dragon that confuses the River the stink-bug in a ball of dung

Ni Jung, the curly haired Tiger louse in a mongrel’s hair3®

would not work as well as any of the following versions:

1. Li Chun, the Dragon Muddling legion dragging mud in the river
the River

Ni Yung, the Curly-haired Tiger neat, young, curly haired, tight girl36

2. the River Serpent Raving sap
the Curly Tiger Curl Up Tight37

3. the Dragon that Roils the River the Dragonfly that sports in the reeds
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the Curly-haired Tiger Ni Yung, neat young, curly -haired up-tight
girl.

Though none of the translations indicates the original edition, judged from
the Chinese quoted above, the translators must have invented Ting’s lines in
order to preserve the function and spirit of the original. What is more, lines
like “legion dragging mud in the river,” “Curl Up Tight,” and “the Dragonfly
that sports in the reeds” seem not earthy enough for him. The fact that Ting
belongs to the ch'ou character-type gives him some “freedom of speech,”
and may entitle the translator to some freedom, too.

For proper names of places, most translators like to use transliteration,
with or without footnotes. As long as the contents make it clear that it is
the name of a place, transliteration seems all right. When the translator is
convinced that the name of a place is meaningful in relation to the story,
translation should be preferred. He may even use the combination of both.
But no matter which he chooses, it must be consistent. To use transliteration
in one place and translation in another in the same play will cause undesirable
confusion. For instance, in one version of The White Snake, the same “ 2 &
L™ appears first as “Lei Feng Tower”—a combination of tramsliteration and
translation, then as “Thunder Peak Pagoda,” then “Lei Feng Tower,” and
finally “Thunder Peak Pagoda” again.3® Arlington and Acton firs. trans-
literate “#J #K” as liu-lin, and then use the transliteration and translation
“Willow Grove” for later references to the same place in the same passage.*
Inconsistency is confusing and should be avoided. As Robert M. Adams
says, “when one can’t get the best of one’s alternatives, one settles for the
least of one’s evils.”*

Titles and Terms of Address

Every culture has its own social and kinship systems, which may
change when time passes. It is difficult to find exact equivalents in the
systems of different cultures.** The problem seems easier to deal with in
translations for reading as one can always use long footnotes to explain what
cannot be put into the text. When the translator aims to work for the stage,
he cannot rely on footnotes. But the basic function of such terms and titles
is to show the relationship among characters only, which is usually not very
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complicated within a play. With the exception of few slang terms like “K 2
¥ (ta-chiu-tzu)®, they are not among the most difficult to translate.
Here are some examples:

Titles
Chinese and Transliterations Equivalents in English Translations

XA (fujen) Fu Jen
Lady
Madam

FX  (hsiu-tsai) hsiu-tsai
student
scholar
B. A/

# A (chiijen) professor
Ph. D. (used to contrast with Asiu
tsai when referred to as scholar or
B.A))

KEE (2 ai-shih) Minister
Prime Minister
Grand Tutor

Terms of Address
Chinese and Transliterations - Equivalents in English Translations

FA  (fujer) my (dear) wife
my mistress
My Lady
Madam
Her Highness -

& (lao-yeh) (my) Lord
Your Lordship
Master

BT (niang-tzu) (my) Lady
my dear

KiR (fa-chieh) my dear
my treasure
my sweet
Big Sister
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X (ch'eng-hsiang) Your Excellency
KEW (¢ai-shih) Your Honor ™
AN (tajen)

EAA (loo-tajen)

The examples above show that different English “equivalents” are used for
the same Chinese term, or the same English is used for different Chinese.
The adjustment is based upon the situations and character-relationship.
It is an essential means to achieve a natural and meaningful translation.
For instance, “BHEE” (fu-ma) is the title and term of address for the husband
of a royal princess. Yang Ssu-lang is a fi-ma in Ssu Lang Visits His Mother.
In A. C. Scott’s translation, the princess addresses him as “husband,” “my
husband,” “Your Highness”; her maid, ‘“Respected Sir”; the Empress
Dowager, “Prince” and “Imperial son-inlaw”; and other people in the court,
“His Highness.”®

The examples also suggest that most translators prefer translation to
transliteration as the latter means nothing to the audience who do not know
Chinese. The word “ BR” (lang) and * 18" (chieh) appear very often in Peking
operas as terms of endearment between lovers and man and wife, alone or
more often in combination with other words.® In Arlington and Acton’s
translation of Fen Ho Wan (%3 #8), Liu Ying-chun addresses her husband
Hsiieh Jen-kuei as “Hsﬁeh-lang.”47 The transliteration can hardly carry over
the original affection to the Western audience. In Black Dragon Residence,
Yen hsi-chiao calls her paramofiy “= i (san-lang, literally meaning third
man); he calls her “-k #1” (fe-chieh, meaning elder or eldest sister). No
transliteration and literal translation seem to be able to preserve the original
flavor. In Daniel S. P. Yang’s English version, several English “equivalents”
are used, which can be illustrated by the following passage. (Emphasis mine
to indicate the words for san-leng and fa-chieh in the original)®

CHANG
- -« . My treasure, please opern the door.

YEN

Iam coming /. ..My darling!
CHANG

- « . . Thank you kindly for allowing me in.
YEN

Here is a clean chair for you.
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CHANG
I hope you are in good health.

YEN

Why didn’t you come more often? . . 8

I order to make the lines functional, the translator has to picture the
circumstances under which they are spoken. On some informal occasions,
the second person pronoun “you” may be more natural than anything else.
Sticking too closely to every word in the original may also result in something
like

' Your Excellency is above and I am below.
I have come to pay my respects, Sir.

or

Prime Minister, you are above: I, Mi Heng, salute you,
.. 49
Sir.

These are very unnatural even to the Chinese ears. To spell out “You are
above” and “I am below” is too literal to be functional. Terms of address,
salutations, and greetings are all idiomatic expressions, and must not be para-
phrased like this. In cases like the two sentences above, it is better to.say:

Your Excellency, (I), your humble servant
so-and-so, am here to pay my respects.

The word “humble” suggests all that “above” and “below” business. If the
translator wants to emphasize the you-are-above idea, “Your Highness”
may be better than “Your Excellency.”

A passage like the following needs some adjustment, too:

GRAND TUTOR .
Are you the magistrate of Mo Li County?

MAGISTRATE
Yes, Your Excellency.

GRAND TUTOR
Why don’t you raise your head?
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MAGISTRATE
Because I have done wrong, Your Excellency.

GRAND TUTOR
Consider yourself pardoned.

MAGISTRATE
Thank you, Your Excellency.so

The basic meaning of the lines is that the guilty person is told to hold up his
head. Such a superfluous formality is long dead in the Chinese court, and the
dialogue could be misleading to Western audiences. It seems entirely justifi-
able to simplify such formality as follows:

CHIN LUNG
Prisoner, raise your head.

SU SAN
Thank you, Your Honor.5!

In sum: in translating titles and terms of address, the translctor has to
think of the situations in which they appear. As a rule, free and idiomatic
translation should be preferred to- literal translation and transliteration.
Sometimes, however, adjustment is necessary in order to avoid possible mis-
understanding.

Names of Special Plants and Animals

There are some plants and animals that do not exist in the West and
some that exist but have different symbolic implications or associations. Of
the first type, Leonard Forster says:

If an Oriental poet compares a lady to a certain kind of plant which
does not grow here, .. we do not know whether the intention is compli-
mentary or not, whether the poet is comparing the lady to a lily or a
cactus. Here some sort of interpretation by the translator is essential‘52

But how should the translator interpret it? To use romanization for the name
to be followed by a footnote like the following is one way:
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The wu-t'ung tree? locked in a golden courtyard, ...........

2The wu-t'ung tree was the only one on which the sacred phoenix
roosted according to Chinese legend. Ssu Lang uses the title in poetic
reference to himself.>>

Here, the sound effect of wu-t’ung® might suggest something to the English
audience member, but the information in the footnote will not reach him. A
more direct, effective approach is “writing footnotes into the translation.”
Of this, Peter Arnott writes:

What can the stage translator do? Fitts makes a major concession to the
audience by translating ‘That play by Euripides, Andromeda.” To my
mind this is still not enough; it does not convey what sort of play this
was—and this is important, for it involves Aristophanes’ whole attitude to
Euripides and looks forward to some of the main criticisms made in the
second half of the play. Euripides must be established in the audience’s
mind as a writer of this new, exotic type of tragedy which relies heavily
on visual excitement and stirring situations. Thus I render not merely
‘that play by Euripides, Andromeda’ but ‘that play by Euripides, The
Perils of Andromeda’, hoping that the audience will make a mental associa-
tion with The Perils of Pauline, or, even if they do not, that the title will
be selfexplanatory.55

The passage explains clearly not only the method but what the translator
should take into consideration when using it. The method can be applied to
special names, allusions, and other terms which need to be “footnoted” in the
text. It has been used by many a translator, but using it effectively is an art.
For instance, in Chinese mythology there is a kind of fungus called ling-chih
(EZ), believed to have the power to bring a newly dead body back to life or
to make people live longer. It is rendered into “magic herb” in two versions
of The White Snake. ‘“Magic” is a good interpretation in terms of its meaning
and frequency of occurrence. In one translation of the play, the translators
use “herb” and “magic herb” altérpatively in order to avoid repetition. That
is good. But they use “herb” at its first appearance and “magic herb” later.
The order is questionable.%®

The nonexistence of the referent and reference in ths target language is
undoubtedly the cause of great difficulty in translation. A greater difficulty
lies in the existence of the referent in TL, but without the same function
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and/or association. In such a case, the translator must be extremely care-
ful.’” For instance, 2 cuckoo bird known as fu-chilan (£LBB) is 2 favorite
image of the Chinese poets.® It is believed that the bird always cries bitterly
and endlessly till it bleeds to death. It is a2 symbol of heart-breaking sorrow.
A Tine like the following conveys deep and sad feelings to a Chinese:

RBAE-EBER

Fesl e 5

The situation is: White Snake is leaving for the Holy Mountain to get some
ling~chik to save her husband. She knows the difficulty and danger in stealing
the magic herb. So she tells Green Snake that if she cannot get the herb she
will not come back alive: her soul will fly back as a fu-chiign bird to mourn
her husband at his grave till her last breath. To translate tu~chiian as a cuckoo
is scientifically correct. But as far as comparability in dramatic function is
concerned, to substitute for it a nightingale, to be followed by “mourn,”
“pewail,” or “sing out woe,” looks like a good choice as in the following
version:

And changed into a nightingale
I will fly to mourn him there.%°

A later version aiming at preserving the original meter and rhyming scheme
adapts the line as*....As for me/ I will fly back and cry endlessly.”®!
The absence of the image weakens the line. Considering how much the tran-
slator has to compromise, such an omission seems excusable.

When a term becomes a dominating image in a play, however, to omit
is to sin seriously. A most obvious example can be found in the same script
just cited: T’ien’s White Snake. In this play, the image yiian-vang (B%)
or “mandarin ducks” appears more than half a dozen times. In China,
these bright-colored birds have long been regarded as the symbol of con-
stant fove of happy marriage, as they always appear in pairs. In the Western
world, they have changed their color virtually and symbolically. (Oddly
enough, I have never seen any mandarin ducks in Europe or America as
colorful and happy as they appear in China.) That is to say though mandarin
ducks are yian-yang, few Western people would have the same kind of
association to mandarin ducks as Chinese have to ypilgn-yang. With these
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ideas in mind, we can now study closely the lines which contain this image
and see the importance of the image in this play.

In the seven lines with this image quoted below, two are sung or spoken
by Green, three by White, and two by her husband Hsli. They all refer to
the marriage of Hsli and White. (Word-for-word approximations are mine;
a) and b) are translations by different authors.)

1. Recited by Green Snake

e £ # 7 ES A
willing to-be yiian-yang not admiring immortals

a) And the lovers are happier than gods.
b) gods will bless their wedding bands.

2. Sung by White Snake:

half month since tears wet yiian-yang pillow(s)

a) And these days my pillow has been drenched with tears.
b) This month has been hard for your wife.

3. Recited by Hsii Hsien:

X ¥ % B X ® Al
also admiring yiian-yang also admiring immortals
a) Iwant my wife, yet I want to be a saint.
b) ‘One admires being married, but one also admires being one with
the gods.’

4. Sung by White Snake:

i T 7 i B ® M F B %
having sworn mountain-sea oath willing to-be yiign-yang

a) We have sworn to love for ever.
b) like lovers who are known through all the land.

5. Sung by Green Snake:

EPEX FHELE FOH ' B
old rogue cruelly tears apart yilanyang

a) Till you tore them apart, you scoundrel!
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b) and you are spoiling everything they planned.

6. Sung by White Snake:
IR S 2% il R8O i
poor me yiign-yang dreams waked (broken), only with sorrow added.

a} And waking from dreams of love to bitier sorrow.
b} and my dreams were filled with thoughts of you—ah me.

7. Sung by Hsti Hsien:

' % & TomiE =S
yilan-yang having met cruel (inhumane) club
a) The love birds are cruelly parted.

b} Lovers struck down in this land %2

With a little editing, these lines can be turned into a synopsis of the play:

“Hsii and White are united as yiian-yang (happily married); they feel
they are happier than the immortals. But since he began to doubt her as a
snake spirit half a month ago, she cries her yiian-yang pillow (of their
wedding bed) wet day and night. Hesitating between the yilan-yang life
(happy marriage) and the Way of immortals, he goes to the temple. She
follows, begging Fa Hai to let her husband come home with her as they have
sworn to be yiian-yang (man and wife) forever. Being refused, Green calls
Fa Hai names and says that he has cruelly torn apart the yilan-yang (lovers).
Finally Hsu comes back to White ; she telles him that many a night she waked
up from yiien-yang dreams (of their love) and cried. They are re-united,
but not for long. Fa Hai comes to imprison her under the Thunder Peak
Pagoda. Hsii bewails their yiian-yang life (happy marriage) being destroyed
by the cruel hands.”

In a case like this, the difficulty is doubled because (1) as already noted
the translator could not use yiian-yang or mandarin ducks, and (2) he has
to work out something that may fit into the seven occasions. Since it is
obviously unfair to the original to ignore an image of such importance, every
effort must be made to build into the lines some symbolic, but not biological,
English “equivalent.” The kind of teal Guy de Maupassant describes in his
short story “Love,” or lovebirds and swans of lifelong pair bonds, may con-'
tribute something to the total effect when successfuily employed.
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Further Observations on the Use of Footnotes

We have come across two types of footnotes: one put at the bottom of
a page, the other written into the line as part of the text. The translator
may use both types at the same time, as the last example from Two Men on a
String shows. He may build brief information into the lines for the benefit
of the audience, and give detialed explanations at the bottom of a page for
readers, directors, and actors. .

As the main concern of the stage translator is the audience, he should
pay more attention to the latter built-in type. This type, as already noted,
is a very helpful means that can be used to indicate the nature or characteri-
stics of a referent non-existent in the target language. It can also be adopted
to provide essential information on a proper name or a special term peculiar
to the source language. A few more examples, with suggested revisions, may

better illustrate my point:

Quoted Examples

1. I persuaded him to go to

Nanki.ng6 to compete in the
government examinations . ..

6The Capital in the Ming
dynasty.63

2. ....At Hsii-chow they parted,
later to meet at the ancient
Capital.*

*Ch’amg—an.64
3. Since childhood I have studied
all the classics, astronomy,
geography, the three doctrines*
and the nine systems of philo-
sophy.

*Confudianism [sic] Taoism
and Buddhism.%

Suggested Revisions

I persuaded him to go to Nanking,
the Capital, to compete . ..

.. .. At Hsiichow they parted, later
to meet at Ch’'ang-ap, the ancient
Capital.

Since childhood I have studied all the
classics, astronomy, geography, (the
three doctrines of) Confucianism,
Taoism, (and) Buddhism, and the
nine systems of philosophy.

Well-known names of places and persons, like Peking and Confucius,
need no explanation at all. Unimportant names may be treated in the same
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way as far as it is made clear by the text that they are names of places or
persons. However, a scholarly annotation as follows can always exist: “Name
of a place in the district of Hsin-yeh, Honan, where a great battle was fought
in A.D. 207 between the forces of Ts’ao Ts’20 and Liu Pej.”®

So far we can say that footnotes of both kinds are very useful means
for various purposes in translation. They must be handled with great care
and skill as a tool to achieve better dramatic effects, but not as an easy way
out while there are stil difficulties.

In translating the dialogue, the translator may meet with all types of
difficulties and problems. Some expressions are just untranslatable. Some
others may be made a little bit more comprehensible to the English audience
by writing footnotes into the translation. In some cases, the verbal meaning
of an expression may be sacrificed to its function in order to make it work.
The discussions of this paper do not pretend to cover all problems in translat-
ing the dialogue. Indeed the translator has much more to consider than what
is observed above. What is more, our analyses are focused on individual
words and lines. In the actual work of translation, words have to be fitted
into a line, lines into a passage, passages into a scene, and so forth. In my
own consideration of each example singled out for study here, I did try to
keep the context in mind. Yet very often this could not be made clear
because of the space limitations.

Notes

1. For brief examples and discussion, see Mei-shu Hwang, “Translating the Verse
Passages in Peking Opera: Problems and Possibilities” (Par if) Temkang Review,
VIII, 1 (April, 1977), pp. 191--201.

2. James J. Y. Liu, The Art of Chinese Poetry ( (Chicago: Umversxty of Chicago Press,
1962), p. 46.

3. Liwhsiang Kuan<chu, ed. ( $IBEXH ), ZHE , 4 vols (Bt ERHER

1969}, vol. 3, p. 155. This may not be the edition upon which the following two

translations are based. But the zbsence of number in “ fgx " (coffin) must be.

the same in any Chinese edition.

C. Scott, trans., Traditional Chinese Plays, vol. 1 (Madison: University of Wis-
consin' Press, 1967, 1970) p. 119; emphasis mine, Stage directions are left out
in all citations in Chinese and English unless they are essential to the discussions.
8.  Lisa Lu, trans., Butterfly Dreoim, MS. p. 8. Emphasis mine.

d
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10.
11.

12.

13.
14.
15.

16.

17.
18.

WuHan (R55), B#HEE (adh: BEHFER |, 1966), p. 2.

See respectively: C. C. Huang, trans., Hai Jui Dismissed from Office (Hawaii:
The University Press of Hawaii, 1972), p. 54; Clive Ansley, The Heresy of Wu Han
(Toronto: University of Toronto Press, 1971), p. 14; Wu Han, The Dismissal of
Hai Jui (Peking: Peking Publishing House, 1961), rpt. in JPRS: 35, 871, Transla-
tions of Political and Sociological Information on Communist China, No. 362
(July 1966), p. 3.

A.C. Scott, Traditional Chinese Plays, vol. 3 (Madison: University of Wisconsin
Press, 1975), p. 53.

Chao Yuen Ren, ‘‘Dimensions of Fidelity in Translation with Special Reference
to Chinese,” Harvard Journal of Asiatic Studies 29 (1969), p. 129.

Ibid., p. 110.

For an interjection like ““ ¥t " (k u-wa), which can be rendered as “How miser-
able T am!" it seems better to use translation than romanization as it has a definite
meaning. In A Girl Setting out for Trial, the translator uses “K'u wa!” (See’
Scott, Traditional Chinese Pléys, vol. 3, p. 77). I do not have at my disposal the
particular Chinese edition he used. According to several other Chinese editions of
the play, his “K'u wa''is a transliteration of the Chinese expression quoted above.
Both Scott and Hung use “Ai-ya!” in their translations. See Scott, Ibid., p. 82;
Josephine Huang Hung, trans., Classical Chinese Plays (Taipei: Mei Ya Publica-

"tions, 1971), p. 43. Hung entitles her version The Faithful Harlot.

J.C. Catford, A Linguistic Theory of Translation, Language and Language Learn-
ing, 8 (London: Oxford University Press, 1965), pp. 89, 90.
Donald Chang and William Packard, The White Snake, in The Red Pearl Garden,
ed. John D. Mitchell (Boston: David R. Godine, 1973), p. 97.
TienHan ( H# ), A (4= : EKUMKIE , 1955), p. 53.
Yang Hsien-yi and Gladys Yang, trans., The White Snake (Peking: Foreign Langu-
ages Press, 1957), p. 54; John Y. H. Hu, White Snake (University of Hawaii,
1975), MS, p. 6—2.
Chao, “Dimensions of Fidelity in Translation,” pp. 116—17.
J. C. Catford says: “To talk of ‘cultural untranslatability’ may be just another
way of talking about collocational untranslatability: the impossibility of finding
an equivalent collocation in the TL. And this would be a type of linguistic
untranslatability . . . . in the Japanese text hoteru-no yukata, the item hoteru-no
has the straightforward English translation equivalent /otel s or hotel (as modi-
fier); but any possible English near-equivalent of yukata would collocate strangely
with hotel—i.e. hotel dressing-gown, hotel bath-robe, hotel nightgown, etc., are
all low probability collocations in English—though the original Japanese colloca-
tion is a normal, or high-probability one. (4 Linguistic Theory of Translation,
p. 101; see also pp. 102—103 for more examples.)

He has a good point here. But it seems that he is not aware of the complexity
of the example cited above. In Zioteru-no yukata, “Hoteru” is a borrowed word
from English ‘“hotel’—that is, the term is a combination of English and Japanese.
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19.
20.
21.

22.

23.

24.

25.
26.

27.

29.
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To turn it back into English involves a very difficult problem like translating
“long time no see” back into “ FARR " in Chinese—a perfect translation, of
course, at the loss of all of the flavor in English. As such a problem does not
occur in translating classical Chinese plays into English, no elaboration seems
necessary here.

Herbert Cushing Tolman, The Art of Translating (Boston: Benj, H. Sanborn
& Co., 1901), p. 59; the author devotes a whole chapter to the discussion of the
order of words (pp. 55—69).

Hu, White Snake, production program, University of Hawaii, 1975.

HFRERU , —AAA FELER, s eI EL NGB UR (BB F
B BEIE ,1969), p. 87. Yang's lines are sung.

Taking Tiger Mountain by Strategy, in Lois Wheeler Snow, Ching on Stage: An
American Actress in the people’s Republic (New York: Randon House, 1972),
p. 69.

Taking Tiger Mountain by Strategy, in The Red Pear Garden, pp. 24344,
Another translation based upon an earlier edition reads:

YANG (sings): He showed me a map—
EAGLE: A map?

(See Taking the Bandits’ Stronghold [Peking: Foreign Languages Press, 1968], p.
31; Five Chinese Communist Plays, ed. Martin Ebon [New York: John Day
Company, 1975], p. 185.)

FEWERL (1969), p. 64. My English approximation and transliteration are for
easy reference in the following analysis.

See Ching on Stage, p. 91.

See The Red Pear Garden, p. 275. The Yale system of romanization is used in
this version. The version in Teking the Bundits’ Stronghold (p. 56) and Five
Chinese Communist Plays (p. 205) reads:

LUAN (understands. Looks at Yang and smiles wickedly): Hu Piao,

my eye. You're mistaken if you think—
YANG (sternly):

You're the one who's mistaken. As a friend I advised you to join

His Excellency, but you iried to drag me off to Commissioner

Hou. You can’t say I wasn’ a true friend. . ..
For disscuasion of pun translation, see Mei-shu Hwang, ‘“Translating puns for the
Stage” Renditions 14 {(Autumn 1930), pp. 73—78.
William Arrowsmith, “The Lively Conventions of Translation,” in The Craft and
Context of Translation: 4 Symposium, ed. William Arrowsmith and Roger Shat-
tuck (Austin, Texas: University of Texas Press, 1961; Gorden City, New York:
Doubleday & Co. [ Anchor Book], 1964}, pp. 198—99,
Cyril Birch, “Translating and Transmuting Yian and Ming Plays: Problems and
Possibilities,” Literature East and West X1V, 4 (CHINOPERL Issue 1970), p. 492.
The quotation is said of pun translation.



30.

31.

32.

33.

35.

36.

37.

38.
39.

40.
41.

42,

43,

For my analysis on image sequence, see ‘‘Translating the Verse Passages in Peking
Opera: Problems and Possibilities (I),”” Tamkang Review, VII, 2 (October 1976),
pp. 108-109.

See Wang Elizabeth Te-chen, trans. Snow Elegant (Taipei: Mei Ya Publications,
1971).

L.C. Arlington and Harold Acton, trans., Famous Chinese Plays (1937 ; rpt. New
York: Russell and Russell, 1963) pp. 126—27. Of all the editions I have come
across, the Minister does not know the name Hou Hua-tsui till later. This trans-
lation reads that he knows the name already. This point, though important, is
not related to my discussion here.

Hung, Classical Chinese Plays, p. 218, Hung entitles her translation One Missing
Head, in which the character is identified as Mr. Monkey in earlier dialogue.

‘These versions are from the following editions of scripts and the productions of

four different troupes I have seen myself: Hu Chi-jen,ed. (# HBAMR ), BKEXKE
(&t ZEEE ,1970), p. 1339; Liuhsiang, #%% , Vol. 2, pp. 143, 144;
Wu Po-wei and others, rev. { & {1 505 57 ) 651 2 4%, Vol. 1,pp. 11,12,43; Chang
Pochin,ed., ( 3R ME#H ), @Ak (&dh: EYSREEFREBRRENBRE
HEET ,1969-1972), Vol. 10, pp: 168, 170; Mei-hua Kuan-chu, ed. ( ¥ TE8 =
B ), FHBEA (BLEEE S, 1957), Vol. 6, pp. 21. 22; Li Paishui, ed. { EHK
W), B E (A feiE B F - 1964), pp. 402, 403.

Arlington and Acton, Famous Chinese Plays, p. 106.

Yao Hsin-nung, The Right to Kill, in Tien Hsia Monthly 11, 5 (May 1936), pp.
478,480,484, 485. Yao thinks that The Right to Kill is a better title for the play
than The Fisherman 's'Revenge.

Yang Hsien-yi and CGladys Yang, trans. The Fisherman's Revenge (Peking:
Foreign Languages Press, 1$56), pp. 24, 25.

Lisa Lu, The Fisherman's Rzvenge, MS, p. 11.

Chang and Packard, The White Snake, in The Red Pear Garden, pp. 118, 119,
120.

Arlington and Acton, Famous Chinese Plays, pp. 281, 291.

Robert M. Adams, Proteus, His Lies, His Truth: Discussions of Literary Transia-
tion (New York: W. W. Norton & Co,, 1973), p. 13. For further discussions
on name translation, see pp. 12—13; and Leonard Forster's ‘“‘Translation: An
Introduction,” in Aspects of Translation (London: Secker and Warburg, 1958),
pp. 26—27.

For Chinese terms of address and kinship systems, see Chao Yuen Ren, “Chinese
Terms of Address,” Language Journal of the Linguistic Society of America
XXXII, 1 (1956), pp. 217—41; Han-yi Feng, “The Chinese Kinship System,”
Harvard Journal of Asiatic Studies, 2 (1937), pp. 241—75; T. S. Chen and
J. K. Shryock, “Chinese Relationship Terms,” American Anthropologist XXXIV,
4 (October-December 1932}, pp. 623—69.

Josephine Hung uses “brotherdndaw™ in her text and footnotes it: ‘‘Reference
to any member of a family in this manner was considered to be very rude.”
(See Classical Chinese Plays, p. 260.) The term is still considered to be rude, and
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45,
46.

47.
48.

49.

50.
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seems untranslatable.

The translations in these lists are taken from: Arlington and Acton, Famous
Chinese Plays; Flung, Classical Chinese Plays; Wang, Snow Elegant; Huang, Hai Jui
Dismissed from Office; Yao, The Right to Kill; Yangs, The Fisherman s Revenge;
Scott, Treditional Chinese Plays; S. 1. Hsiung, Lady Precious Stream (London:
Methuen & Co., 1935); G. C. Stent, trans., Jen-Kuei’s Return (Shanghai: Da
Costa and Co., 1873), also available in The Jade Chaplet (London: Tritbner and
Co., 1874,); Daniel 8. P. Yang, wans. Black Dragon Residence (MS); Lu, The
Fisherman’s Revenge, Butterfly Dream and Twice a Bride (MS). For identifying
the Chinese original, the Chinese anthologies cited aboveinn.34 have been used.
Scott, Traditional Chinese Plays, vol. 1, pp. 38, 55, 57, 59, 80, 83, 87, 90.
Literally leng means a young man; it is also a polite term to call the son of some-
body, like the long in Ssudang in the play just mentioned. Chieh means elder
sister.

Arlington and Acton, Famous Chinese Plays, pp. 217—-25.

Yang, Black Dragon Residence, pp. 11—12. The last four lines are all sung. The
original reads (emphasis mine to indicate the terms):

BEAC S - AHE BRI 0
S KT
BRI e A5 AR A o

Mg e — IR R 4
EICE L ABFBTRE Y
RBE MR RANE ERE 2
(See AMmFHMMARE, [FHBEAREIE,
JEE LB MR MK , 1955], pp. 317—18.)
Arlington and Acton, Famous Chinese Plays, pp. 17, 40. But in the Chinese
editions of the plays I have come across, the lines for the first example read:

“EMEE, BABERE. " (We, BITFHE ,vol. 6,p.116.)

‘or

“KARFE L , k=, (Chang, BIHIA K ,vol. 3,p. 171.)

The original for the second example runs:
“EAEAE b, mAH R (Hu, B FA 2, p, 932; Liu-hsiang, =4 %, p. 100.)

The sentence ‘Iam below’ isnot found in the Chinese. One may only sometimes
hear “ £ so-andso.” “ T " may mean “below’ or “humble’ and is a modi-
fier, '

Hung, Classicel Chinese Plays, p. 220. In Arlington and Acton’s version, the
passage reads:

MINISTER. Are you the Magistrate of Modi?

MAGISTRATE. Yes, Your Excellency.
MINISTER. Why don’t you hold up your head?



51.

52.

53.
54,

55.

56.

57.

58.

MAGISTRATE. I crave Your Exceliency’s pardon: I dare not.
MINISTER. You are pardoned.
MAGISTRATE. I thank Your Excellency.

(Famous Chinese Plays, p. 128.)
Hung, Classical Chinese Plays, p. 52. The Chinese original reads like the last
example, with the why-and-because kind of formality:

&g LHEMNRERER-
= . BRARRHBE-
SHE BRI BRBEXK.
= D HAA
(Shih Ling,ed. (A% &) > FEHF (G @ BEE
it 1956—57], vol. 3, p. 217; Liu-hsiang, ¥ &%,
vol. 3, p. 87.)
Leonard Forster, “Translation: An Introduction,” in Aspects of Translation, p.
15.
Scott, Traditional Chinese Plays, vol. 1, p. 34.
Scott’s information is correct. But in Chinese poetry and drama, wu-t'ung is
commonly associated with solemn, melancholy, and/or lovesick type of mood
and theme. Its auditory effect may suggest the same kind of feeling. These
could be-more directly associated to the character Ssu Lang here than the legen-
dary association.
Peter Arnott, “Greek Drama and the Modern Stage,” in The Craft and Context
of Translation, pp. 127—28. See also Eugene A.Nida, “Principles of Translation
as Exemplified by Bible Translating” (in On Translation, ed. Reuben A. Brower,
[Cambridge, Mass.: ~Harvard University Press, 19597, pp. 29—30) for similar
discussion illusirated with examples.
See Yangs, The White Snake, pp. 37, 38, 39. They do use “‘magic herb’ first in
the title for the scene, but that does not count for the audience. For comparison,
see Hu, White Snake, p. 4—1 (John uses “magic herb” all through); Chang and
Packard, The White Snake, in The Red Pear Garden pp. 81, 82, 83 (they use
“mushrooms”).
Chen Tsu-wen says, “In translating poetry, at least in translating the more literary
kinds of poetry, being literal is by no means a fault—on the contrary, it is a-
merit.” He thinks that to translate “CR¥E/E / K B KK 7 into “I half
unfold the dragon-whisker mat,/ And lightly pour into -the horse-brain cup’
(italics Chen’s), the use of literal ‘“horse-brain’ instead of agate “‘conveys a richer
imagery.” (‘Problems in Translating Poetry,” Tamkaeng Review II,2-1II, 1
[October 1971-April *19721, p. 472.) I do not quite agree. The translation does
achieve a good parallel structure and contrast by doing so, but the “horse-brain’’
is too literal. Few Chinese would now associate the beautiftil veins of the agate
to the picture of a horse brain, to say nothing of Western r‘éﬁdex‘s.
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64.
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does not, my argument may still stand as what is concerned at this level is the
physical part of the referent, that is, the sound this bird makes.
Tien, HIER/ ,p. 32,
Yangs, The White Snake, p. 35.
Chang and Packard, The White Snake, in The Red Pear Garden, p. 80. The scene
is cut in John Hu's adaptation of the play.
See respectively: Chinese—Tien, HEE{H, pp. 15, 44,49, 53, 70, 81: English—a)
Yangs, The White Snake, pp. 20, 45, 50, 54, 67, 76;b) Chang and Packard, The
White Snake, pp. 65, 89, 94, 96,97, 109, 117.

John Hu's White Snake does not follow T'ien closely, and therefore is not in-
cluded in this comparisor.
Hung, Classical Chinese Plays, p. 62.
Arlington and Acton, Fymous Chinese Plays, p. 163. There is no footnote for
Hsti-chow, however,
Ibid., p. 42.
Ibid., p. 25.



