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Abstract

When he died in 1924, Joseph Conrad, who was named a ‘racist’ by Chinua Achebe
(1977) and defended by others as taking an anti-imperialist stance (Brantlinger 1996), was a
total stranger to the Chinese readers, whose country was made a semi-colony in the late
nineteenth century. In the 1930s, however, four of his works were translated and published
within four years, all commissioned by the Committee on Editing and Translation funded by
the China Foundation for the Promotion of Education and Culture.

The thesis investigates the Chinese translations of Conrad’s works published during the
Republican Era in 1912-1937, exploring the power relations between the translators as agents
and the social structure in which they operated. The thesis is divided into six chapters. After
the introduction, I describe, in Chapter 2, the translators’ practice in terms of their narrating
positions on the textual and paratextual levels as reflected in the translations of the sea
stories borrowing analytical models on narrative discourse devised by Gérard Genette and
Roger Fowler. I proceed in Chapter 3 with an account of the commissioner, tracking down
the organization of the China Foundation and the Committee on Editing and Translation
which initiated the project of translating World Classics (including Conrad’s works) in the
1930s. In Chapter 4, 1 reassess the notion of ‘faithfulness’, a key concept in the discourse of
translation in theory and criticism at the time. Using Pierre Bourdieu’s theory of practice as
the theoretical framework, I argue that the practice of the translators, who created the image
of Conrad through their translations, can be explained with reference to their relations with
other agents (commissioners, theorists, critics, etc.) occupying different positions within the
intellectual field, and the habitus which mediated their position and the social structure they

were engaged in Chapter 5, followed by the conclusion.
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Chapter One: Introduction

Early twentieth-century China played host to a rich tapestry of cultural activities
which included the importation of a substantial number of works of fiction through
translation. This movement to introduce the Chinese population to foreign literature started
in the late Qing period. According to David Pollard, ‘Xinxi xiantan’ [A Gatrulous Story], the
first complete translation of a foreign novel was serialized from January 1873 to January
1875 in the Chinese literary magazine Yznghuan suoji [Scraps from Land and Sea| (Pollard
1998:6). Translations were not particularly well-received until the genre of new fiction was
propagated by reformists such as Liang Qichao and successful works such as Lin Shu’s
Chabuna nii (La Dame anx Camélias) began to draw the attention of Chinese readers. A
statistical survey carried out by Teruo Tarumoto shows that the 1,488 translated works of
fiction published in book form or serialized in literary journals in the 1912-1920 period
represented a significant increase on the 1,016 titles released between 1840 and 1911 (about
900 of which came in the 1903-1911 period). The sheer number of new translated works
published in the later period is impressive, as is the wide range of authors represented
including Arthur Conan Doyle, Nick Carter, Henry Rider Haggard, Washington Irving,
Chatles Dickens, Alexandre Dumas pere, Jules Verne, Victor Hugo, Maurice Leblanc, Tolstoy,
Chekhov, Oshikawa Shuntrou, Shiba Shirou and Kuroiwa Ruikou, to name but a few

(Tarumoto 1998:40).

Chinese translations of foreign literary works in modern China have long been a focus
of scholars. Research on the introduction and representation of foreign writers in China can
mostly be categorized into two types. The first type — quantitative reports on published
translations — is best exemplified by Xie Tianzhen and Zha Mingjians Zhongguo ershi shiji
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weigno wenxue fanyishi |A History of Twentieth-century Foreign Literary Translations in China]
(2007). The researchers provide what resembles a database as they give a detailed overview
of the introduction of authors from the former Soviet Union, the United Kingdom, France,
Germany and other European countries, in addition to those from the U.S., Canada, Latin
American countries, Australia, Japan, India, and other Asian and African countries since 1898,
providing information such as the years and journals in which Chinese translations of their
works were published, the publishers involved, and the possible initiatives behind the
translation projects carried out, as well as describing how the translations were received by
critics. In two of their 24 chapters, Xie and Zha assess the achievements of celebrated
translators: Liang Qichao, Yan Fu, Lin Shu, Lu Xun, Zhou Zuoren, Mao Dun, Guo Moruo
and Zheng Zhenduo. They also devote a chapter to outlining the contributions of literary
groups, literary journals and publishers to the introduction of foreign literature to modern
China. Such informative studies offer both a general picture of translation activities in
different historical periods and resources that provide a basis for further examination of

individual cases.

In the second type of research, scholars adopt a qualitative approach by focusing on
literary texts or individual authors. This type of research can be launched on a textual level
through a comparison of the original with the translation or among different Chinese
versions of the same source text. The investigators examine translated texts to explore how
the originals have been interpreted in China. Martha Cheung considers Heznii yutianln [A
Chronicle of the Black Slave], the Chinese version of Uncle Tom’s Cabin produced by Wei Yi
and Lin Shu, as a discourse of Occidentalism after examining how the religious elements in
the original are rendered through omission and substitution in the translation (Cheung 1998,
2003). Researchers taking a qualitative approach have also launched investigations based on
paratextual materials. In Xia Xiaohong’s article (1998), the subject shifts to the author as she
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studies how the image of Harriet Beecher Stowe was reconstructed at the beginning of the
twentieth century. Without referring to the Chinese translations as Cheung does, Xia relies
entirely on articles published in literary journals in which the American author and her
‘works’ were introduced to Chinese readers. Stowe, referred to as ‘Picha’ (Beecher) and as the
author of Wuyne hua [The Mayflower], an imaginary work, in an anonymous article entitled
‘Picha niishi zhuan’ [The Life of Ms. Beecher| published in 1902 and, subsequently, in the
writings of Wang Shaojin and Qiu Jin, was painted as a heroine who had ‘raised the black
slaves from their slough of despond’ (Xia 1998:246) and dedicated her life to social reform.
This ‘new’ image, which differed significantly from her general reputation in the West, was

manipulated in the Chinese context to inspire the people, especially female readers.

Chu Chiyu relates the translation strategies used and the image of the poet projected in
the Chinese translations to the historical context as he studies four translations of Lord
Byron’s “The Isles of Greece’ by Liang Qichao (1902), Ma Junwu (1905), Su Manshu (1909),
and Hu Shi (1914). After a detailed comparison of how the formal features and
culture-specific items in these works are handled by the different translators, Chu finds that
the poetic elements of the original are largely left out of the Chinese translations. While the
four translators render the poem into different forms of verse, it is the political message
which stands out in the texts, emphasizing Byron’s image as a revolutionary poet. Chu
accounts for the findings by referring back to the translators’ identity as reformist
intellectuals. He explains how it was due to political considerations that the translators
‘intended to borrow this new image of Byron to awaken the Chinese people’s love for
freedom and justice, to encourage the oppressed to overthrow their feudal rulers’ (Chu

1998:102).

The three cases share two points in common. First, the translators involved were all
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distinguished figures who were actively involved in the political or cultural movements of the
time. The findings seem natural as the translation strategies observed in the texts are
regarded as a direct result of the translators’ affiliations (as Xia and Chu imply) or of
ideological factors (according to Cheung). Second, the translators of these foreign literary
works took what one may call ‘extreme measures’ to rewrite the originals to a large extent.
This was possible, according to Pollard, because it was a period in the history of translation
when ‘the boundaries between translation, adaptation, rewriting and imitation do not seem to
have been seriously discussed” (Pollard 1998:13). The translators were free to depart from the
textual materials and ‘create’ images of foreign authors and literary texts through translation
to serve their own purposes, while still retaining the ability to claim that their translations

captured the essence of the originals.

Translators as Agents

This conclusion that Chinese translators used their work to further their own ends
might well have been the case in an earlier era. However, the situation was quite different
coming into the second decade of the twentieth century, when a more influential academic
community began to settle in. This new generation of intellectuals was characterized by their
educational background: many were returned students from Western countries and Japan;
others had received a Westernized education in missionary schools or modern universities in
China. In both their language competence and Western knowledge, this group of students
and university graduates was better equipped than their predecessors. This assumption is
strengthened when we consider the increasing number of literary journals available at the
time and the widespread discussion of foreign authors and their works. At the same time, we
also see a more sophisticated translation discourse focusing on the quality and methods of
translation; these debates appear in the form of journal articles, prefaces or postscripts to
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published or serialized translations, and later to those published in book form, such as Wu
Shutian’s 1933 anthology on translation and Huang Jiade’s Fany: lunji [Selected Essays on
Translation| published in 1940. The translation practice centred on the concept of xiz or

ghongshi, a notion of ‘faithfulness’ which could no longer be taken lightly by the practitioners.

The emerging academic community also brought in more bilinguals or multilinguals
who were capable of or claimed to be taking up the task of translation. In contrast to the
translators in the three examples above, many of these translators’ ideological positions were
not very clearly defined. They were not officially affiliated with any of the literary groups,
even though they might have had some kind of association with their members. They could
have been students of celebrated literary figures or have corresponded with them on
academic topics. While these kinds of connection were not uncommon in modern China,
this does not necessarily imply that the student-translators, if they may be referred to as such
considering their self-identification, were followers of these cultural leaders. These
translators seldom expressed their views on translation, and neither did they explain their
strategies in paratexts. I would name them the practitioners, to differentiate them from those
who actively participated in the construction of the discourse on translation. Some of this
latter group of translators might have been bold enough to claim in one way or another that
they translated for economic profit. Xu Baoyan, for example, lamented the experience of
having to sell his translation in the essay ‘Mai Shalemei qu’ [Selling Sa/omze] (1927). Peng
Jixiang regarded translating for money as an unfortunate reality that all student-translators
must face (1924). This was also used as an excuse when critics charged that some translators
produced work that was not up to standard (Lou Jiannan 1933). Most of the time, however,
practitioners translated only what the publishers or relevant literary groups or institutions

commissioned them to work on.
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This group of practitioner-translators has not received the attention it deserves.
Referring back to the two types of research mentioned at the beginning of this chapter, the
names and works of practitioner-translators are often recorded in databases compiled in the
first type of research (quantitative studies), which is a proof of their contribution to the
introduction of foreign literature to China. By contrast, they are seldom the topic of study in
the second type of academic research. Textual analysis based on a comparison between the
source and target texts of these translators might not yield particularly interesting findings.
One feature which characterizes these translators is the relatively conservative approach they
adopted in their work. One does not find drastic changes made to the original, such as by
omitting entire paragraphs or parts of the content, extensive editing, or adding personal
interpretations. Translation scholars usually regard their commonplace style of translation as
evidence of the ‘norms’ at work. Since there is not enough information available on the
personal lives of these translators or their motivation for the task they undertook, it is
difficult to connect the findings based on the texts to broader cultural or ideological factors.

As a result, their undistinguished translations are consigned to oblivion.

I want to argue that this group of translators has not received sufficient attention, not
because their works were insignificant but because we have looked in the wrong place for the
wrong type of information. It is my contention that the object of research should be fixed
on the translation practice, an object that should be studied within the context of the social
structure within which the translators operated as agents. Applying Pierre Bourdieu’s theory
of practice, I propose a research model through which we can observe translators’ practice
as manifested in their translations and locate their position in the field in which they operate.
Their position-taking reflects the power relations that exist between translators and other
agents operating and competing against each other within the same field, as well as those
which exist between different fields in the social space. In the first half of the twentieth
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century, Chinese translators’ power to represent foreign authors and their works was not only
vested in their language and academic competence (that is, their cultural capital), but also
hinged on their ability to accumulate enough symbolic capital to ensure that they earned the

recognition of Chinese readers.

Scope and Structure

This thesis examines the practice of translation in eatly twentieth-century China
through an investigation of the Chinese translations of Joseph Conrad’s works, focusing on
the project to translate the complete works of Conrad which was funded by the China
Foundation. The three translators who worked on this project translated only four of
Conrad’s works: [imu ye (‘Master Jim’ — a Chinese version of the novel Lord Jim) translated by
Liang Yuchun (1906-1932) and Yuan Jiahua (1903-1980), Heishui shon (‘Black Sailot’ — a
Chinese version of the novella The Nigger of the ‘Narcissus’) and Taifeng ji gita (“Typhoon and
Others’ — a Chinese version of Typhoon and Other Stories) translated by Yuan Jiahua, and Bu'an
de gushi (‘Unsettling/Disturbing Stoties” — a Chinese version of Tales of Unres?) translated by
Guan Qitong (1904-1973), all of which were published between 1934 and 1937. This thesis
combines a textual analysis of the translations and a historical research on the environment
in which the translations were produced. It addresses three main questions. 1. How can we
define and describe the translators’ practice through their works? 2. How can we construct
the translators’ habitus which generates their translation practice? 3. How can we account for
the translators’ practice and assess the nature of their power through the data collected in

answering the first two questions?
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The Translator’s Practice

The first question concerns the object of study, that is, the translators’ practice. Most
textual analysis models are designed to look at the translation methods employed by
translators or to identify shifts in the target text by comparing it with the source text. While
such models can provide useful data for analyzing differences between the translation and
the original text, they are not necessarily helpful in revealing how the translated text is
received by the target reader and what the translator does to achieve that effect. Borrowing
concepts used in narratology to examine narrative discourse, I propose to examine the
translator’s presence in the translated narrative in chapter two. The underlying assumption is
that translators themselves become narrators as they relay a story originally told in another
language. When and how they manifest their presence to the target reader through the

translation is the issue of interest in this section.

The textual analysis is based on excerpts from stories that desctibe voyages and
adventures at sea: The Nigger of the ‘Narcissus’, ‘Falk, a Reminiscence’, and “Typhoon’ from the
collection Typhoon and Other Stories, as well as the first nine chapters of Lord Jim. Chapter two
takes its cue from Seymour Chatman’s diagram of the narrative communication situation
which differentiates between the fictional world in which narrative agents such as the
narrators and characters are located and the empirical world where the author, the reader,
and the translator are found. Applying Roger Fowler’s notion of point of view, defined as
‘the position taken up by the speaker or author, that of the consciousnesses depicted in the
text, and that implied for the reader or addressee’ (Fowler 1996/2002:13), and his model for
studying the combined effect a narrative has on the reader through the use of linguistic
features, I analyze the excerpts from both the ideological perspective, which addresses the
world-views projected in the text, and the perceptual perspective, which deals with the
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psychological conditions of the narrative agents. I examine the narrators’ presentation of the
stories and their knowledge of the events and other characters through the mediation of the
translators and address the following questions: how is the world-view projected in the
Chinese translation different from that of the English original? Have the narratives in the
translation been constructed from a different point of view? When does the voice of the
narrator in the Chinese version come into conflict with the wotld-view conveyed in the
original? Under what conditions and in what form does the translator manifest his or her
presence in the translated narrative discourse? Drawing on the findings of this analysis, I
argue that the conflicting voices in the translated narrative undermine the reliability of the
translators, as the Chinese audience is alerted that they are reading the translation of a
foreign text through the mediation of a third party. Chatman suggests that in cases when the
narrator is rendered unreliable, the reader is prepared to go back to the author — or the
‘implied author’, to use Wayne Booth’s term which points to ‘the core of norms and choices’
(1961:74-5) — for verification. Applying this concept to translation as narration and the
translator as narrator, I want to suggest that the translators speak in their own voice in the
paratexts to define the original and the image of the ‘implied author’ in an effort to secure
the reliability of the narrative, hence reassure their readers of the faithfulness of their

translation.

The Translator’s Habitus

The second question concerns the social situation in which translation practice takes
place. It examines the institutional structure through which translators interact with each
other and the kind of social understanding that exists within the profession — the ‘stakes’
they are playing for and the social expectations surrounding their work. I will provide a
historical study of the institution that commissioned the project to translate Conrad’s works
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in chapter three and reappraise the discourse of translation in the early twentieth century in
chapter four before subjecting the findings to a critical analysis of the translators’
position-taking as reflected in their practice. One point worthy of note here is that these two
aspects are not presented merely as independent factors which have a direct influence over
the translators’ decisions, although 1 study their possible effects on the translation strategies.
As 1 explain in chapter five, while the translation strategies adopted are devised by the agents
themselves, they are conditioned by a practical sense internalized by the agents on a
subconscious level. It is this practical sense, or the logic of practice, that Pierre Bourdieu
identifies as the key to understanding the regular patterns in the practice of agents active in

the same cultural field.

Chapter three begins with an historical account of the China Foundation for the
Promotion of Education and Culture, which was officially established in June 1925. Little
research has been done on the China Foundation. The only comprehensive investigation of
the institution’s efforts and achievements in promoting science in modern China was carried
out by Yang Cuihua (1988, 1991). The institution is mentioned briefly by Sun Zen E-tun
(1986) in her discussion of the role played by foreign countries in developing the academic
community in the first three decades of the twentieth century. Ji Weilong (1995) and Shen
Weiwei (2000) have also examined the same topic in their studies of Hu Shi’s contribution to
modern China. The chapter evaluates how the Foundation’s positioning was prompted by the
political situation in China and the tension between the Chinese and foreign communities in
the major treaty ports at that time. Hu Shi played a significant part in securing the
Foundation’s independence from political control and interference. One way in which this
was done was to enhance the position of intellectuals by propagating the image of
‘specialists’ or ‘experts’ who were committed to the betterment of the people and the
Chinese nation. I argue that the world literature translation project launched by Hu Shi, then
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the chairman of the Committee on Editing and Translation, was designed with this aim in
mind. Instead of hiding behind source texts and foreign authors, translators had to make
their presence felt in reproducing and presenting foreign works of literature as a kind of

Western knowledge that catered for the Chinese readership.

Chapter four offers a reappraisal of the translation discourse in Republican China.
Since the publication of Yan Fu’s preface to Tianyan lun, his 1897 translation of Thomas
Huxley’s On Evolution, xin [faithfulness], da [comprehensibility], and ya [elegance| have
together formed the framework for assessing the quality of translations. Of these three
criteria, ‘faithfulness’ is generally viewed as the most important. However, theorists have
diverging opinions on how it should be interpreted. Although the obscure nature of the
notion of ‘faithfulness’ has been addressed by Chinese scholars including Wong Wang-chi,
Lawrence (1997), Chang Nam-fung (1998), Chu Chiyu (2000) and Yip Wai-lim (2004), their
discussion tends to rely heavily on theories proposed by major literary figures in modern
China. I introduce new materials into the discussion in the form of translation criticism
which has been largely ignored due to the scathing comments and sarcastic tone that
characterize the atticles in question. These hostile comments and, indeed, the abusive
language itself, are significant in gaining an understanding of the conception and expectation
of the translation practice at the time. Judging from the way in which published translations
were reviewed and the polemics over the quality of translations, I argue that the notion of
faithfulness did not point to the relationship between source and target texts. Rather, it can
be understood as an attitude adopted by translators who sought to produce reliable
translations. It was a code of practice regulating their power to represent the original in the

Chinese context.
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The Translator’s Power

How can we make sense of the translators’ practice? By ‘making sense of” I mean to go
beyond an explanation of their behaviour or strategies and do justice to translators as social
agents ‘actively participating in the production and reproduction of textual and discursive
practices’, as Moira Inghilleri puts it (2005:126). While they are, of course, a product of the
social structure in which they are born and operate, at the same time, they make decisions
which reinforce the very social structure that regulates their practice and stabilizes the power
relations among agents operating within the same cultural field. In chapter five, I apply Pierre
Bourdieu’s theory of practice as a theoretical framework to contextualize and account for the
translation practice of the Chinese translators involved in the project to translate the

complete works of Conrad.

The practice of social agents, according to Bourdieu, is generated by their
understanding of social reality. Agents occupying similar positions in the same cultural field
are likely to be inculcated with a system of dispositions — the habitus — which implies a
practical sense epitomizing the set of values shared within the field and accounts for the
consistency of their behaviour. Considering the backgrounds of the three translators, their
translation strategies, and the positioning of the China Foundation, I propose to study the
translators’ behaviour within the context of the intellectual field. I argue that the translators’
practice is oriented by ‘a sense of integrity’. As long as their behaviour conforms to this
practical logic, they are able to accumulate the symbolic capital earned through the trust and
recognition from their readers, which represents an endorsement of the translators’
competence in representing the originals. This kind of symbolic power, however, requires a

collective misrecognition on the part of Chinese readers.
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Translation practices do not exist in a vacuum. By proposing a theoretical framework
which focuses on translators and examines their position-taking in the social structure, and
by applying this framework to the Chinese translations of Joseph Conrad’s works published
during the Republican period, I want to suggest a new perspective on the practice of
translation, a practice that may seem commonplace and unremarkable in the context of this

period, but is as meaningful and significant as any other.
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Chapter Two: The Translator in the Text

The translator’s presence in a translated text is a topic which has received much
attention since the last decade of the twentieth century. Some translation theorists have
addressed the unequal power relations that exist between the source and target texts and
between the source and target languages. Some go further by suggesting possible translation
strategies that may strengthen the visibility of the translator. Other theorists start from a
different premise in investigating the various forms of translators’ presence in existing
translations by looking for evidence of their intervention in terms of shifts found in the
target texts and by identifying individual translational styles. Under this approach, the
research focus shifts to the translator instead of presuming an equivalent relationship
between the original and the translated text. A translation is no longer evaluated on the basis
of whether the translator has ‘successfully’ transmitted a text to a different socio-cultural
context. Attention is directed toward the translator as the central figure: how the translator
interprets the original text and conceives the translation practice. This approach is adopted to

analyze the translated texts in this chapter.

This approach, which allows researchers to examine the translators’ decision-making
processes by looking at the shifts in the translation, has its own drawbacks. It provides useful
data if the research involves more than one translated version of the same soutce text. By
contrasting the choices made by different translators, researchers can come up with a clear
picture of the translation strategies adopted by individual translators. In this thesis, however,
the three translators participating in the project were commissioned to translate different
works of the same author. In other words, there would be little basis for comparison if we
only address shifts found in the translations. To collect data for further analysis, I propose to
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examine how the translators position themselves in the translated narratives. By studying the
Chinese translations of four of Joseph Conrad’s sea stories translated in the world classics
project launched by Hu Shi in the 1930s (ILord Jins, The Nigger of the Narcissus’, “Typhoon’ and
‘Falk, a Reminiscence’), I want to find out how the stories are presented and on what level(s)
and in what form the translators make themselves known to their readers in the translated
narratives. The translators may reveal their presence in covert form by speaking in their own
voices. Readers can recognize translators (who do not express themselves in the name of the
author) who feed them with additional information. The translators may also appear overtly
as they reorganize the structure of the texts as the ‘authot’ of the translated version. They
normally speak through characters and narrators, but their voice can be detected by readers
when it does not go with the general setting and layout of the novel. In such cases, Chinese
readers are unavoidably drawn to the incongruities arising from the Chinese versions and
begin to harbour doubts over the reliability of the narration as a whole. By conducting a
comprehensive analysis of the translated narrative texts, we may be able to establish whether
there is a recurring pattern in the positioning of the translators in the translations, and if so,
how we can make sense of this practice by considering translation as a form of narration. In
the following, I will give a literature revieew on the approaches suggested by scholars to
investigate the translators’ positioning in the translated texts and explain the models I use to

examine excerpts in part two.

1. The Translator in the Text

The invisibility of the translator in a translated text has long been regarded as an
indicator of a successful translation. Translators should hide themselves behind the original
text and the author. It would be meaningful to establish the form in which the translator can
be detected in the presentation of a foreign text in the target culture. One method of
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collecting data for further analysis is to compare the translated text with the source text and
analyze the nature of shifts found in the translation. For instance, Kitty M. van
Leuven-Zwart (1989, 1990) designs a model for comparing source and target texts in detail
and examines the influence of such changes in translated narrative texts with reference to
Geoffrey Leech and Michael Short’s model (1981) for stylistic analysis. Kirsten Malmkjaer
(2004) proposes a new methodology of ‘translational stylistics’, a writer-oriented model for
studying translations from a stylistic perspective. The need for a specific model is based on
the fact that the translator, in contrast with creative writers, ‘commits to a willing suspension
of freedom to invent, so to speak, and to creating a text that stands to its source text in a
relationship of direct mediation’ (Malmkjaer 2004:15). In this model, translations are
assessed within the frames set by their source texts. The analyst considers how certain
features or effects of the original are reproduced by the translator. Malmkjaer demonstrates
the application of this model through an analysis of Henry William Dulcken’s English
translation “The Little Match Girl’. The English version appears to be more sentimental than
the original due to the choice of words, deixis, and the tense and aspect employed
(Malmkjaer 2004:17-18). The issue at stake here is that while translators may suspend their
freedom to create a text, they are still, to a certain extent, free to interpret the original and to
preserve in the translation the features they consider to be crucial. Focusing on the
translation itself as a narrative discourse without using the source text as the standard for
judging the target text, we can see how translators read the original (for example, as an
action-packed story or a novel that highlights a particular writing style) and present their

interpretation to a different audience.

Scholars have made similar attempts to compare translations with their source texts in
recent years. Rachel May (1994) applies Mikhail Bakhtin’s notion of polyphony in her
analysis of English translations of Russian literature, associating linguistic features with the
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narrating voice, such as deixis, intetjections, parentheticals, tense shifts and pragmatic
connectors. The focus of the book, however, is on the translators’ struggle for control of
texts (May 1994:42). Charlotte Bosseaux (2004, 2007) studies the points of view projected in
the French translations of Virginia Woolf’s novels by examining linguistic features such as
deixis, transitivity and modality, as well as the use of free indirect discourse. Hiroko Cockerill
(2006) and Li Dechao (2007) also conduct their investigations on distinctive features of
translations which predetermine the narratorial point of view to be acquired by the target
reader. Cockerill establishes the significance of tense and aspect in creating a retrospective
narratorial viewpoint in Shimei Futabatei’s Japanese translations of Russian novels and
explores how these features affected the writings of Futabatei himself, the founder of
modern Japanese novels in the late nineteenth century (Cockerill 2006:25). Li starts from the
premise of the omniscient author materialized in the traditional image of the storyteller in
Chinese fiction before examining the narratorial commentary — both explanatory and
evaluative in nature — in Zhou Shoujuan’s translations of Western fiction in the early
twentieth century (Li 2007). Both Cockerill and Li establish the narratorial point of view that
is readily recognizable in the translations they examine before addressing the relevant
linguistic features and describing how translators handle them. Bosseaux, Cockerill and Li
consider the narratorial viewpoints reflected through linguistic devices in the translations
they consider as being somewhat similar to the style of the original (or of the translation, in
the case of Li’s investigation). Jeremy Munday (2007, 2008) takes up the same stance in
applying Boris Uspensky’s definition of narratorial viewpoint to associate the psychological,
ideological and spatio-temporal points of view with the authorial position in the text.
Munday also goes further by applying the same concept in an examination of translated texts

and comes up with what he calls the style of the translator.

Shen Dan (1987) explores the use of stylistics to evaluate translations of fiction. She
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borrows concepts from narratology and discusses how the viewpoints (of the narrators and
characters) in a narrative text can be misinterpreted if the translator does not pay attention to
relevant linguistic features. The point of view in the original is a function of the rhetorical
devices found in the text and is again closely related to the author’s style. A translation is said
to achieve ‘deceptive equivalence’ if the translator retains approximately the same ‘fictional
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“facts”” but fails to capture the ‘aesthetic effects’ harnessed by these devices (Shen 1987:9).
Her investigation questions the concept of ‘equivalence’ as she differentiates between the
story and the narration. The same prescriptive approach is adopted by Hu Guming (2004)
and Zheng Minyu (2007) in their investigations of Chinese translations of Russian novels.
Both Hu and Zheng look at the style of narrative fiction by focusing on the choice of words.
Another focal point of their studies is the positioning of the translator within the translated
text. Hu briefly raises the ‘objective presence of the translator’s characteristics
/individualities” (& {19 % # ¢ 7+ ) which should be avoided (Hu 2004:5). In her analysis
of three English translations of Honglon meng [A Dream of Red Mansions|, Shen notes how

the stance taken by the translator can affect the narrative point of view and its reliability:

If the translator disagrees with a point of view, he may try and dissociate the
author from it by attributing it explicitly to a character or characters, thus reducing
the credibility of the narration. If, on the other hand, he shates a point of view, he
tends to increase its credibility by changing the presentational mode into that of

reliable authorial statement or commentary (Shen 1987:160).

While Shen disapproves of interference of this kind, she acknowledges the translator’s
involvement within the narrative levels in speaking to a different audience on behalf of the
author!. She goes further by suggesting ways in which the translator’s objectivity can be
preserved: the translator should maintain a neutral position toward conflicting ideologies or
other kinds of socio-political differences and remain emotionally detached (Shen

1987:145-6).

26



In the studies I have examined above, the researchers tend to put more emphasis on
the point of view expressed in the original text. The point of view found in the translation is
either interpreted as a personal style developed by the translator or as a form of interference
which should not have been there in the first place. My contention, however, is that the
translator’s presence in the translation is inevitable and may take a number of forms.
Sometimes, it is not even a conscious choice of the translator, who is conditioned by the
target language system and its stylistic conventions. Instead of describing the strategies or
devices adopted by translators to reproduce the original narratorial perspective, I am more
interested in establishing how and in what forms translators, who are narrators in their own
right as they rewrite a narrative in a different language, manifest their presence to their target

readers.

The structutre of this chapter is inspired by a pair of articles written by Giuliana Schiavi
and Theo Hermans in Targer. While Schiavi (1996) presents a theoretical framework for
discussing the translator’s position in a translated narrative communication, Hermans (1996a)
gives examples of how translators expose themselves as a result of linguistic and pragmatic
displacement in the translation. The model outlined by Schiavi is helpful in picturing the
narrative situation in a translation and identifying the voices within and beyond the narrative
levels. Narration is ‘an act or process of production’ (Rimmon-Kenan 2002:3) carried out by
the author, who arranges the content as she composes the text. The author, however, does
not speak to the reader directly. The narrative is related to the narratee(s) and the implied
reader designed by the real author via the narrator’s voice. The translator goes through the
same process of communication as she reproduces the text in a different language. As the
translator (re)writes the narrative for an audience from a different socio-cultural background,
the voice in the narrative is bound to change, thereby altering the point of view projected in
the translation.
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I propose to analyze the translated narrative on two levels: within the narrative text in
which the narrator speaks; and beyond the narrative levels at which the real author/translator
addresses the reader directly. The narrative structure is exemplified by Seymour Chatman’s

diagram of the narrative communication situation (1978:151):

Narrative Text

Real Implied —  (Narrator) — (Narratee) —»  Implied - Real

author author reader reader

In the fictional world created in the text, the process of communication involves the
narrators/characters on different narrative levels. Within the narrative levels, the question is
‘who is talking about what?’ It addresses the identity of the speakers and their viewing
positions, and their knowledge of and comments on the events — all of which are attributes
of the point of view? reflected in the text. The analysis focuses on ‘the relationships
between narrative and story, between narrative and narrating, and (to the extent that they are
inscribed in the narrative discourse) between story and narrating’ (Genette 1980:29). In
contrast with Genette and Chatman, Roger Fowler is drawn to the combined effect the
narrative has on the reader through linguistic features. In his own words, point of view
concerns ‘all features of orientation: the position taken up by the speaker or author, that of
the consciousnesses depicted in the text, and that implied for the reader or addressee’
(Fowler 1996/2002:13). As one of the pioneers of critical discourse analysis, which has its
roots in the late 1970s3, Fowler considers the language user to be a product of society, and it
is understandable that he ultimately attributes the language used in the text to the style of the
author. By looking at the stylistic features of a text, one is able to locate the spatio-temporal
dimension in which the speaker is found, her relation with the story, and her ideological

orientation. As the focus of my investigation is on the point of view presented in individual
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translated narratives, not how the same text is interpreted by translators from different

perspectives, Fowler’s model is used in the textual analysis.

Roger Fowler’s Notion of Point of View

Fowler’s model for literary translation is elaborately expounded in his book Linguisitic
Criticism (1996/2002). He applies concepts and theoties of modern linguistics to give an
inclusive and systematic analysis of the structure of literary texts. The significance of his
work lies not so much in establishing a model for a comprehensive examination of linguistic
characteristics as in ‘demonstrating the value to criticism of an analytic method drawn from
lingustics’ (Fowler 1996/2002:7). While Fowler utilizes ideas from functional linguistics,
narratology, sociolinguistics, and psycholinguistics to provide a more objective description on
the major levels of a text, he stresses a dynamic use of the method, which functions no more
than a frame. The analysis, he reiterates, must be ‘guided by some working hypotheses which
will be checked against the linguistic evidence, and progressively modified and confirmed, as
the analysis proceeds (Fowler 1996/2002:9). The critics are not confined to the linguistic
properties of English even though almost all examples in his book are drawn from works of
English literature. This is particularly useful as it allows flexibility to study the stylistic effects

evoked by the linguistic techniques specific to the language systems or the individuals.

The notion of point of view explores the orienting devices of language used to
construct the story. Fowler simplifies Boris Uspensky’s viewpoint scheme into three planes
of viewpoint: the spatial-temporal, ideological and psychological planes. The phraseological
plane, which refers to speech characteristics according to Uspensky, is incorporated into the
psychological plane. Fowler touches briefly on the spatial and temporal dimensions, which
refer to the physical time and place in which an event takes place. These viewing positions,
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however, are sometimes associated with the psychological conditions of the narrator or a
particular world-view taken up in the narrative. For this reason, I propose that the translated
narrative be analyzed on two perspectives: the psychological (or perceptual as Fowler prefers)
and the ideological. In cases where the spatial-temporal perspective discloses the subjective
narratorial angle of observation or the ideational structure of the text, they will be dealt with

accordingly.

Fowler is again indebted to Uspensky in the general design of the perceptual
perspective with reference to linguistic features including verba sentiendi (verbs of feeling) and
words of estrangement (Uspensky 1973:85-87). He also integrates Genette’s concept of
focalization which differentiates the observer of the events (who sees) from the narrator
(who speaks) (1996/2002:161-162; 169-170). This allows Fowler to examine the identity of
the narrator (whether he or she is a mere witness or a participating character) and its impact
on the narrative. He relies heavily on grammatical features such as tense and modality, as well
as vocabulary to categorize different types of narration. The basic distinction is that between
internal and external perspectives. When the events are reported from a position outside any
of the protagonists’ consciousness, it is an external narrative. If the story is told from within
the consciousness of a character manifesting her feelings and judgment of the event, it is an
internal narrative. Each type is further divided into two sub-types, making a total of four

types of perspectives.

Type A and type B narratives are both internal narratives. Type A is the most subjective
form of internal perspective and can be narrated by a participating character in either the
first person or the third person. The narration is strongly coloured by ‘personal markers of
the charactet’s wotld-view” (Fowler 1996/2002:170). It is also referred to as ‘mimetic’
narration (1996/2002:180) as it represents a simulation of the character’s mental processes,
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feelings, and perception of the events and other characters. It is marked by free indirect
discourse; the prominent use of the first-person singular pronoun in the case of first-person
narration; some use of the present tense which points to the ‘present time’ as the narration
proceeds; a foregrounded modality emphasizing the judgment and opinions of the
participating narrator; and the use of verba sentiendi. Type B narratives are characterized by an
‘omniscient author’ who is not a participating character and yet has access to the inner state
of mind of the characters, reporting their motives and feelings. Through the use of deixis
and modality, there exists an ideological, spatial and temporal distance between the
author-narrator and other characters. The author-narrator is speaking for the characters,
instead of mimicking them as does his or her counterpart in type A narratives. Another
linguistic featute is the use of verba sentiendi. The narration can possibly be framed by the

ideology of the implied author (1996/2002:173-4).

Type C and type D narratives are external perspectives. In contrast to the wholly
subjective form of type A accounts, type C is the most impersonal form of third-person
narration. The narrator is denied access to the inner processes of the characters which
cannot be discerned by any onlookers. This explains the limited use of verba sentiendi. The
narrator also declines to evaluate the actions of the characters by avoiding evaluative
modalities as a journalist reporting the news. Modals and verba sentiendi, however, are not
completely absent from the text (1996/2002:177). Type D is the estranged mode of
narration. While it also stresses the narrator’s limited knowledge of other characters’ feelings
and thoughts, the persona of the narrator is highlighted by explicit modality, generic
sentences and evaluative adjectives. The narrator, who is often a participating character,
conveys her personal views of the world, actions, and other characters. The narration
appears in the form of an interpretation of ‘facts’ made available to the narrator/character
as the story develops. This effect is created through the use of words of estrangement,
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metaphors and comparisons. VVerba sentiendi introduced by words denoting appearance or
speculation may be found, along with descriptions of the physical characteristics and

gestures of the characters (1996/2002:179).

Fowler addresses three aspects of the ideological perspective of a text — lexis (referring
to the lexical structure of a text), grammar (focusing on transitivity), and certain syntactic
patterns (1996/2002: 214). The central concept is lexicalization, an idea devised with
reference to Halliday’s concept of anti-languages*. This notion in its original form refers to
the jargon, slang or secret languages spoken by members of what Halliday calls
‘anti-societies’. These are social dialects of sub-communities which have an antagonistic
relationship with the mainstream (Fowler 1981:146). There are three aspects of vocabulary
usage within a narrative discourse: relexicalization®, overlexicalization, and underlexicalization.
The first two concepts are directly taken from Halliday. Relexicalization is the provision of a
new set of terms for new concepts or the adaptation of existing items to incorporate new
meanings (Fowler 1981:147). The relexicalization process represents a new orientation for
language users and marks ‘a shift or an inversion of values’ (Fowler 1981:147). The second
process, ovetlexicalization, was first restricted to a profusion of specific terms for a
particular object or concept®. Fowler adapted this concept to include the extensive and
repetitive use of sets of terms for related concepts in linguistic criticism’. In so doing, the
ideas and values associated with particular lexical systems are foregrounded. In some cases,
overlexicalization can indicate an unusual preoccupation with a part of the culture or the
expetience of the characters/natrators, as in the nautical terms and jargon used by the
seamen in Conrad’s sea stories. Such technical items provide the settings and reinforce the
world-view of the seamen projected in the narrative. The vocabulary usage that gives the
opposite effect is ‘underlexicalization’, a term coined by Fowler to describe ‘the lack of a
term ot of a set of terms’ (1996/2002:216). Its effect is to give the impression that the
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narrators/characters lack knowledge in certain areas. This is often achieved through the
suppression of certain terms or replacing complex expressions. To convey an idea, a
narrator/character resorts to circumlocution. By assessing the way in which the speaker

depicts objects, one may discover how the speaker makes sense of an alien world.

In the empirical world, communication continues in a different form and involves
different participants. Meaning is generated beyond the narrative text between the author and
the reader, pointing to the world-view of the author. The questions to be addressed here are
‘what does the author say?” and ‘how does the author say it?’ The reader draws inferences
from the presentation of the book to formulate an image of the author which embodies her
style and intent embedded in the novel. This matches the concept of the ‘implied author’,
which conjures up the aesthetic and cultural values of the real author. The implied author
can be inferred by following the traits laid out in the text to the implied reader. Direct
messages can be delivered in the form of paratexts to ‘instruct’ the reader to form the

intended impression of the work.

The corpus of the study presented in the following pages comprises three Chinese
translations of Joseph Conrad’s works — a novel, a novella, and a collection of short stories —
all of which were commissioned by the China Foundation for the Promotion of Education
and Culture and were published in the 1930s. The first translation was Jimu ye (‘Master Jim’, a
Chinese version of Lord Jim) which was translated by Liang Yuchun (1906-1932) and was
published in 1934. Liang finished translating only the first fifteen chapters before he died
from scatlet fever in 19328. The rest of the novel and the project of translating Conrad’s
complete works was then taken up by Yuan Jiahua (1903-1980), whose translations include
Hei shuishou (‘Black Sailor’, a Chinese version of The Nigger of the ‘Narcissus’), which was
published in 19306, and Tazfeng ji gita (‘Typhoon and Others’, a Chinese version of Typhoon and
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Other Stories), a translation released in 1937. Considering the wide range of settings and
identities of the narrators found in Conrad’s novels, only sea stories are examined to
facilitate a more focused investigation. These sea stoties include Lord Jinz and The Nigger of the
Narcissus’, as described above, in addition to ‘Falk, a Reminiscence’ and “Typhoon’ from

Typhoon and Other Stories®.

The excerpts I have selected from the original texts can be divided into two types. The
first type includes the openings and endings of the novels in which the narrative passes from
one level to another, as is the case in Lord Jim, ‘Falk, a Reminiscence’ and “Typhoon’. In the
openings, we are introduced to the protagonists and major characters. An exposition is given
to outline the narrative situation. The second type refers to the key events which are often
conceived as moments of illumination for the stories told. There are also conflicts between
the protagonists and other characters or, in some cases, the protagonists’ struggles against
Mother Nature. These include the shipwreck in Lord Jim, critical moments such as when the
ship encounters a storm as in The Nigger of the ‘Narcissus’ and “Typhoor’, or in the case of
‘Falk, a Reminiscence’, the protagonist’s self-revelation of his past experience. Such conflicts
involve descriptions of actions, individuals’ reactions to emetrgencies and even internal
contflicts of the protagonists. Apart from The Nigger of the Narcissus’in which the primary
narrative starts at the beginning with the use of a homodiegetic narrator, the major events in
the other stories on the intradiegetic level are framed within an extradiegetic narrative
delivered by an unnamed heterodiegetic narrator (Lord Jim) or a homodiegetic narrator (‘Falk,
a Reminiscence’)!. We can find traits that reveal the narrator’s viewing position and
knowledge of the events. The present tense and proximal deictic references are sometimes

used to mark their comments.

In the next section, I will investigate the ideational structure and narratorial angle
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projected in the Chinese versions of Conrad’s stories. The analysis starts by considering the
ideological point of view and examining the set of belief systems underlying the stories. It is
followed by an examination of the perceptual point of view, which hints at the identities of
the narrators according to their participation in the plot and their knowledge of the events
and other characters. The focus of this chapter is on the narrating positions reflected in the
translations according to the linguistic characteristics found in the Chinese texts. While the
English originals are used as a point of reference, a compatison of features specific to the
source and target language systems is beyond the scope of this investigation. I will argue that
although the narrators in the Chinese versions are different from their counterparts in the
original English works, Chinese readers are unlikely to notice the differences until the
translators leave traces as they express their own world-views which clash with those of the
real author. Following this line of argument, I borrow the notion of ‘the reliable narrator’
from narratology in part three to discuss the reliability of the translator-narrators and how
they re-establish the credibility of their narration (that is, their translation) by constructing
the image of the implied author. In the fourth part of this chapter, I explain how the
translators make use of paratexts written in their own voice to instruct the reader to

appreciate the stories in the ‘correct’ way.

I1. Points of View in the Translated Narratives

The Ideological Point of View

Conrad’s sea stories are filled with technical terms and seafaring jargon. The fictional
world is made up of men ‘who hath known the bitterness of the Ocean’ (Conrad
1903/1998:105). They are connected to the sea and share the virility which is associated
with sailors. The lexical specificity unites those who share the vocabulary and the knowledge
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associated with it, building up a strong tie among the members and rejecting those who do
not belong to the profession. Here, the processes of overlexicalization and relexicalization
are at work. The same set of expressions is repeated in almost all the sea stories, including
the parts of a ship (deck, mast, bridge, galley, bunfker, port [the opening in a ship’s side|, batchway,
etc), the posts on board (captain, first mate, boatswain and donkeyman), the expressions used by
the sailors to refer to different types of ship (tugboats, steamers, barques, gunboats, and whalers)
and ship parts associated with specific operations (astern, aff, aloft, port [the left-hand side of
the ship|, starboard, leeward, windward, square the main yard and wear ship). The language here not
only denotes objects or activities on board, but also constructs for the reader the world of
the seamen and shows us how this world is organized as we share the sailors’ experience
using #hezr language. This effect is at its strongest in The Nigger of the Narcissus’ and
“Typhoon’, in which the sea and the fellowship bonding of the crew are compared with the
corrupting power of the land. The adventurous voyage of the sailors is contrasted with the
languid life of ‘merelandsmen’ and ‘landlubbers’, exemplified by the wives of Captain
MacWhirr and the chief engineer in “Typhoorn’, the sister and brother-in-law of Mr. Baker
(the chief mate) and the ‘old Board of Trade bird’ at the shipping office in The Nigger of the
Nareissus’. The two separate worlds should never overlap with each other (‘Let the earth and
the sea each have its own’) (Conrad 1897/1984:172). Readers who are not competent in the
signifying system and the set of values circulated in the world of the sea are alerted of their

outsider position throughout the tale.

Most of the narrators announce their affiliation as either a proud sailor ['We’ in The
Nigger of the Narvissus’) or a captain [Matlow in Lord Jim and the English captain in ‘Falk, a
Reminiscence’] at the beginning of the story. For the unknown heterodiegetic narrators in
Lord Jim and “Typhoor’, their bonding takes a comparatively less direct form — generic
statements celebrating the high calibre of the seamen and their brotherhood. In Lord Jim
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and ‘Falk’, stories in which the character of the protagonists is more or less problematic, the

heroic qualities are established through other characters. Examples of this include the

instructor on the training ship who organizes an operation to save the victims of a collision

in the first chapter and the Malay helmsmen who remain at the wheel in the alleged

shipwreck in Lord Jim, alongside the discussion about heroes and Captain Hermann’s

voluntary act in chasing the thief at the beginning of ‘Falk, a Reminiscence’. The generic

propositions are matked either by deontic modal auxiliary verbs in imperative mood

showing a strong sense of duty, or in the present tense as if the statements were universal

truth:

A water-clerk need not pass an examination in anything under the sun, but he
must have Ability in the abstract and demonstrate it practically...To the captain he
is faithful like a friend and attentive like a son, with the patience of Job, the
unselfish devotion of a woman, and the jollity of a boon companion. Later on the
bill is sent in. It is a beautiful and humane occupation. Therefore good

watet-clerks are scarce. (Lord Jins, Conrad 1900/2002:3; my emphasis.)

It relieved him as though that man had, by simply coming on deck, taken most of
the gale’s weight upon his shoulders. Such is the prestige, the privilege, and the
burden of command.

Captain MacWhirr could expect no relief of that sort from any one on
earth. Such is the loneliness of command. (“Typhoon’, Conrad 1903/1998:39-40;

my emphasis.)

Similar generic statements about the craft of seafaring are actually found on all diegetic

levels in all the sea stories in the corpus, as seen in the following examples:

This has nothing to do with Jim, directly; only he was outwardly so typical of that
good stupid kind we like to feel marching right and left of us in life, of the kind
that is not disturbed by the vagaries of intelligence and the perversions of — of
nerves, let us say...Haven’t I turned out youngsters enough in my time, for the
service of the Red Rag, to the craft of the sea, to the craft whose whole secret
could be expressed in one short sentence, and yet must be driven afresh every day
into young heads till it becomes the component part of every waking thought —
till it is present in every dream of their young sleep! (Matlow on the intradiegetic

level in Lord Jim, Conrad 1900/2002:32-3; my emphasis.)
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By-and-by, when he has learned all the little mysteries and the one great secret of
the craft, he shall be fit to live or die as the sea may decree; and the man who had
taken a hand in this fool game, in which the sea wins every toss, will be pleased to
have his back slapped by a heavy young hand, and to hear a cheery sea-puppy
voice: ‘Do you remember me, sir? The little So-and-so.” (Marlow on the

intradiegetic level in Lord Jim, Conrad 1900/2002:33-34; my emphasis.)

Or are those beings who exist beyond the pale of life stirred by his tales as by an
enigmatical disclosure of a resplendent world that exists within the frontier of
infamy and filth, within that border of dirt and hunger, of misery and dissipation,
that comes down on all sides to the water’s edge of the incorruptible ocean, and is
the only thing they know of life, the only thing they see of surrounding land —
those life-long prisoners of the sea? Mystery? (“We’ on the intradiegetic level in

The Nigger of the ‘Narcissus’, Conrad 1897/1984:6-7; my emphasis.)

But at times the spring-flood of memory sets with force up the dark River of the
Nine Bends. Then on the waters of the forlorn stream drifts a ship — a shadowy
ship manned by a crew of Shades. They pass and make a sign, in a shadowy hail.
Haven’t we, together and upon the immortal sea, wrung out a meaning from our
sinful lives? Good-bye, brothers! You were a good crowd. (I’ on the extradiegetic

level in The Nigger of the Narcissus’, Conrad 1897/1984:172-3; my emphasis.)

He who hath known the bitterness of the Ocean shall have its taste for ever in his

mouth. ("We’ on the extradiegetic level in ‘Falk, a Reminiscence’, Conrad

1903/1998:105; my emphasis.)

I prefer our way. The alliteration is good, and there is something in the
nomenclature that gives to us as a body the sense of corporate existence:
Apprentice, Mate, Master, in the ancient and honourable craft of the sea. (The
English captain on the intradiegetic level in ‘Falk, a Reminiscence’, Conrad

1903/1998:107-8; my emphasis.)

Statements like these cut across the diegetic levels. This implies that the conviction about the

upright qualities of seamen is common knowledge regardless of the temporal dimension.

Such pronouncements are not as notable a feature of the Chinese versions. While some
are marked by modal auxiliary verbs such as *“# [must] or emphatic words like 7¢1%f
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[absolutely], which underline the necessity expressed in the speech, the unmarked generic
sentences become something akin to personal reflections blended into the narration, thereby
contributing to the image of the story-teller who comments as he is telling the story. The
Chinese versions of the above excerpts display an increased number of modal operators

which compensate the lack of tense to indicate the speakers’ judgment:
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PERE - PR RIS T e po- J*I%'Ei'tl ° I*HIFEJ?EJ?E’J**"EI
e B S - R S PTTRLETRER A IS o S P
B ZRpu S YRR - ?#J{L?&? The 2 FJBLA pLEYIFT 1 A FTRL P R L (o1
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lﬁ’ﬁfl[ﬁw’f JE o (The English captain in ‘Fuke, yige huiyi’, Yuan tran 1937:135)

Almost all of the sentences are marked by one or more of the following adverbs:
[teally], ¥k, {1 [both of which mean ‘exactly/naturally’], 4 [as always], ] [on the
contrary/only], which function to accentuate the subjective tone of the speaker. With the
help of the present tense in English, the ideas in the originals are presented as they are. In
the Chinese versions, such comments are likely to be received by Chinese readers as the

narrator’s personal beliefs.

The ideological perspectives reflected in the Chinese versions hinge largely on
lexicalization — how the world is constructed and described through the choice of words.
The degree of lexical specificity naturally depends on the plot and the length of the text.
Where the climax of the story centres on actions taking place on the ship, as it does in The
Nigger of the Narcissus’ and “Typhoon’, there are more exchanges between the seamen
concerning steering, manoeuvring of the sails or masts or operations on different sections
of the ship. When a large part of the story takes place on shore or when a large proportion
of the narration is devoted to describing the feelings or reactions of the characters, as in
Lord Jim and ‘Falk, a Reminiscence’, there are relatively few specific references to such
matters. Setting aside such inherent factors of the originals, we can still see that the different
pictures of the world of the seafarers depicted in the Chinese versions have different

implications for the ideology behind the natration.

A network of navigational terms is developed in the Chinese versions. The terms used
in the four translations are more or less the same, centering around a few key concepts such
as fg[F1[deck], #54 [mast], and 4§ I[hatch]. Jimu ye is an exception in that Chinese readers

are presented with fewer technical items. Certain terms are frequently repeated but refer to
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different items. #§#T, for instance, is used as the translation for yards, masts and spar as they
appear in the original; iﬂFTEE is used for bow, stem-head and stenr; JEif7 is used as the translation
for both wheel and helm. The same titles are used throughout for the ship’s officers, including
lﬂﬁ} for the captain of the ship, the skipper, the shipmaster and the commander, *P?II'J for the chief
mate, the first mate, and the mate, and $§H1:= for the chief engineer, the first engineer, and the chief.
Some instruments are rendered into noun phrases, with the pre-modifier explaining the
function or describing the shape of the object. Spoke, for example, is translated into Jﬂi-iﬁ{pj[
%’?@éﬁﬁﬁg @ﬂ [handle(s) surrounding/revolving around the wheel]. This allows readers to

familiarize themselves with different instruments and positions. As a result, Chinese readers

are less likely to find the novel esoteric.

Another special feature of Jimu ye is the use of general terms in place of specific ones,
such as in the use of #ffi[chain] as the translation for mizzen-mast, the choice of [t]g#
[partition] for bulkhead, the use of A" [fence] for rail and balustrade, and the use of ik
[short rope] for lanyards. The same applies to expressions used by the sailors on board.
Phrases expounding details of the action are found, such as PR¥ZHERR[H * [quickly get (a)
man on the cuttet] for the original instruction ‘man the cutter’, *Hjﬁ"“'?;—i—j\ F7 [(the)
large ship already cannot move/can no longer move] for ‘that ship without steerage-way’;
and ?‘ﬁ’ff ) TkpUERE  [the method sailors use in the tropics to watch (during) the night]
for ‘Kalashee watch’. The translation undergoes a process of underlexicalization and the
narrator in the Chinese version, as a person who is as unfamiliar with the world of the sea
as the average reader, tries to depict the sea journey in layman’s terms. At times, the
translator even has to resort to periphrastic expressions. In other words, apart from the
limited references to the ship, the Chinese version is now readily understandable to readers

without specialist knowledge or explanatory notes.
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The changes made in the Chinese version may, of course, be regarded as necessary,
indicating knowledge gaps in the target culture. However, they can carry special significance
if we consider lexicalization as a process of negotiation. By establishing a language which
circulates only within a particular subgroup, the members draw a boundary between ‘us” and
‘them’. In modifying Halliday’s concept of ‘anti-languages’ from the plural (referring to the
varieties) to the singular, Fowler converts it into a process of ‘negotiation of status, identity
and ideology between an official establishment and a group which diverges from its norms’
(Fowler 1996/2002:157). Fowler also puts this process together with idiolect, sociolect and
dialect, as well as with occupational jargon, all of which function to identify the users
associated with a particular region, class or occupation as opposed to members of the
‘standard’ culture. As the translator simplifies the vocabulary, the translation imparts a
different set of social values, in this case that of the majority (that of the ‘legitimate’ or
‘standard’ culture) which is more readily understood by a new and wider readership. The
professional technicality that makes the stories ‘convincing yet mysterious to the ordinary
reader’ (Knowles and Moore 2000:368) is reduced to a form that is less symbolic than
functional. Instead of leading readers to enter the professional dimension of the seafarers,
the Chinese version is now largely simplified into a few basic ideas. The associating vocation,
the uniting spirit and the ethical code binding the nautical craft are largely subdued so that
the more important messages (as interpreted by the translator) become recognizable. The
story becomes a tale about individuals who happen to be on board a ship and get caught up

in a particular situation.

The world-view presented in Jimu ye is in stark contrast to that projected in ‘Fuke, yige
huiyi’, a text with a similar theme and narrative structure. There are obviously more specific
Chinese terms made up of characters related to ships, including Ejﬁ [boat/ship], ¥& [the
helm of a ship] and 4% [the side of a ship], such as in §%&* for bulwarks and ¥R for rail.
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Special words matching specific parts of the ship ate frequently employed. Parts that are
generalized as #4™ in Liang’s translation are now given separate names: [["“f+ for yard, =
for spar, 7%’]% for mast, Jﬂﬁﬁﬁ%l 15 for bowsprit, ﬁf]ﬁ,’fﬂ?j U EAf TS for fore-royal brace, ﬁiiﬁ for
wheel, Jﬂﬁiﬁi for rudder, and ¥&A| for ziller. Explanatory phrases are sometimes used to clarify
more complicated concepts such as &g EYFHVEIPY [carrying loads to weigh down the hold]
for in ballast; TRAFIfiZ=A<=" [nightshift sailors] for anchor-watchman, and SHEEFIFEH [tug
with double wings| fot paddle-tng. Such premodifications are usually followed by fiY. A
degree of variation can be found in the Chinese texts as in the case of #ug or tugboat, which
are translated as #*?ﬂfl*ﬂﬁ [tow lead boat/ship], #?Ejﬁ [tow boat/ship] and #*?3%-&] [tow ferry]
at times. ‘ﬂﬁ:‘% [head of the ship] mostly refers to #he skipper ot the captain, whereas Jﬂﬁ}
[master/owner of the ship] refers to #he owner ot the shipmaster towards the end of the story.
The use of synonyms to refer to the captains (which is the profession of the major
characters in the story) and the tugboat (which enables the protagonist Fuke to establish a
monopoly in the region) may be a sheer coincidence. However, the different terms used to
represent these two key concepts in the text may draw the attention of Chinese readers in
some way. Although the story does not centre on the lives or adventures of the seamen, the
frequent appearance of nautical terms prepares the reader for a world in which a separate

language is required to give an adequate description of events.

The effect of lexicalization is at its most intense in stories depicting adventures on a
sailing ship. The Nigger of the Narcissus’, a novella which was initially given the subtitle ‘A Tale
of the Forecastle’ (Knowles and Moore 2000:248), is about the unity and bondage among
the ordinary seamen living in the forecastle of the ship “I'’be Narcissus’. The whole novel is
loaded with terms that refer to the parts of a ship and eye-dialects representing the accents
of sailors from different part of the country. Chinese readers are required to learn the rich
and precise vocabulary and formulate a picture of the ship as they read along:
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lﬁFTE:'TE;I the poop; ‘ﬂmﬁ] bridge, ‘ﬂﬁﬁﬁ@rﬁ  forecastle head, lﬂﬁﬁﬁﬁ‘f W, =46 forecastle’;
HEEE bubwarks; f[lﬂfﬁf starboard bulwarks,

TP main deck; & Py, P, Fipial Wy decks; &P WS quarter-deck; PR %

the house,

ﬁﬁﬂﬁ masts; = MG mainmast; ¥gH| " mastheads, Ew;, BHT yards, = #5 ™ 4f7
main yard, ﬁqﬁﬁ?[ﬁﬁfﬁﬁ{ ﬁr];fc)’gjﬁ\ §7 foreyards, 159% yard-arms; M= spars,

M2 sails, FIGIN topsail, = Mgl main topsait, FlH* BH:—’%\» topsail sheet, ﬁrﬂﬂ%ﬁ[l
ENGIFN[P fore and mizzen topsails; [iM[" foresail,

AL VAT, AAT AT harches, Bl USTRA BEL 1 she afterbarch; AT 245
Jore hatch; =PRSS [E[ 12N guarter-hateh

lﬂﬁﬁﬁ bows, ‘ﬂﬁﬁﬁ%{ WG bowsprit, T8 EILJ’ﬁF‘[EE the weather bow,

i braces; VOB weather braces, THGIVR N IE foretack; i
i [;Hﬁ%gg% | foresheet cleat,

Eﬁiﬁﬁﬁg check-ropes; % ' J—EIUE?JJHF‘,?{% guarter-checks,

YRR il 6% fiforail.
The ship is described as if she were a living creature. Body parts are incorporated into the
Chinese terms for ship parts. Midship is rendered as *ﬂﬁﬁ%l in which i [waist| is a character
referring to a bodily part. ’ﬂﬁ%ﬁf [ship shell] is used for hul/ and hulk, and qtgqﬁ%& [wheel
shell] is used for whee/ box. Major sections and patts of a ship such as JﬂFT‘ETEI [ship head/bow],
iﬂﬁ@:’ [ship tail], F''#5 [deck], 4§ [cabin], # [mast], = [pole], [* [sail], Z#5 [hatch] are
repeated throughout the text, as well as basic nautical concepts like &' [up wind], ™ &
[down wind], and B [toward/facing the wind] in instructions such as #[EJF‘IEIETF%*:ZUW T
[lead/adjust the bow down wind] for the original wear ship and Z|| FE 3 [go upwind] for 2
windward. Along with the technical terms used, Chinese readers are overwhelmed by the large

number of notes given at the end of the translation. Of the 189 items, 83 are notes
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describing ship parts, instruments, and ship types. 18 of the notes explain expressions used
by sailors in steering or manoeuvring the ship. There are also 2 illustrations showing ship
parts and the different kinds of masts used on ships. Readers are ‘lectured’ on the craft of
seafaring, a knowledge of which is necessary to allow them to enter the fictional world of

adventures experienced by the crew.

To familiarize readers with the characters, the translator seems to have chosen the titles
given to the officers and seamen with a particular purpose in mind. Most of the time, the
captain is addressed as Hjﬁ;% [head of the ship], regardless of whether he is referred to as
the skipper, the captain ot the master in the original. This changes towards the end of the story
when he is called Ejﬁ} [master/ownet of the ship], a term which undetlines his role as the
leading figure and the respect accorded him as such after the voyage has ended. Another
important character, the cook, is addressed as '#ffj]{f# [chef master] and *“fj{f [big/great
master| for doctor in the original after he struggles back to the galley to prepare coffee for the
exhausted crew. The sailmaker is referred to as f*7 [sail worker] and is called [[*~" [sail boy]
by Bai’erfa (the Chinese counterpart of Belfast) to add a degree of intimacy as they prepare
the corpse of the West Indian sailor for the funeral. Tags used in different contexts to
desctribe members of the crew appear on numerous occasions. These include #~<~= [old
sailot] for shellback, =H 4 E;'l [senior/honourable seaman] for #he patriarchal seaman, T FITE
fu==PFI7[ #%=" [useless young guns| for a skeary (scary) greenhorn;, ==T{{" [officers], and | %
F1if [petty officers]. The crew is mostly referred to as == [water hands], but at times
becomes ¥ [fellows] and ‘ﬂﬁ*s/ [mates, shipmates] when a degree of affinity is
emphasized. This presents a stark contrast to the less competent sailors who behave like
land-dwellers. They are compared to ¥R fuEE P98 [landsmen who are sailing for the
first time] for merelandsmen, | ™ ’ﬂ'F‘[ElfJ@i*Iﬂiﬂ['FEJ [landsmen who have just disembarked from
a ship] for landlubbers and even H¥HL * [people in the town] for fownies. The new hands, or
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shore toff, are given the moniker of B iV b [rich young masters on shore] before the
voyage starts. The various names given to characters in different contexts and situations help

to shape the hierarchical community on board the ship.

Although Chinese readers can still find the same kind of community in “Taifeng’, fewer
characters are involved in the story and there are fewer endnotes as one would expect of a
short story. 51 out of the total of 79 endnotes are used to expound terms related to
navigation. “Taifeng’ basically shares the same glossary as that used in He: shuishon with the
exception of HEL [lookout] for bridge. The captain is mostly referred to as ’ﬂﬁi [head of
the ship] and occasionally as Jﬂﬁ} [master/owner of the ship] where the English original
uses the term zhe master. When he is called #he o/d man by his crew, the Chinese version reads
‘ﬂf‘fg A and subsequently # 11 which means ‘the eldest’ or ‘number one’, a title
commonly used by gang members to address their leader. The boatswain <= pi)d [leader
of the sailors] also has an intimate title “J<pfi (literally as ‘water head’, the shortened form
of = JHd) among the crew and is later referred to as “[<pfijj whereas the English

version reads bosun.

In an approach which is quite different from that adopted in the English originals, the
Chinese versions of the works examined here apparently target an audience who does not
have a professional knowledge of navigation. Liang Yuchun tones down the specificity of
the professional jargon to relocate the novel Jimu ye within a wider context. The story
depicted in this novel is about an individual torn between an idealized version of himself
and his true self who repeatedly flees in the face of a crisis. Yuan Jiahua, on the other hand,
makes his readers aware of the fact that to enter the fictional world, they must acquire
knowledge of nautical terms in order to feel sympathy for the protagonists given the
situations in which they find themselves. With the help of Chinese technical terms and a
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great quantity of footnotes, Yuan attempts to reconstruct the world in which the
characters — the English seamen — and their actions and words convey a symbolic bondage.
At the same time, through the endnotes, without which the technical terms would not be
meaningful, Chinese readers are reminded that they are being kept at a distance from the
narrative, which has to be mediated so that the average reader can begin to understand this

unfamiliar world.

Conflicting World-views

Another impression projected in the narratives is the racial superiority of the white
men, and of the white English men in particular'2. In almost all of the stories, the same

message is delivered in different ways:
PP BB AR RO  — SR B o [ PR
Ay ﬂ*’ﬁj o (Jimu ye, Llang tran 1934:9)
ST: They loved short passages, good deck-chairs, large native crews, and the

distinction of being white. (Lord Jim, Conrad 1900/2002:10)

5 Tﬂ%ﬁp NEUIAN ki?ﬁﬁu%‘[  TEHR lmumﬂfg’ =8 Ji‘ﬂflf.:fﬁcléﬁ“a T i
B (178 Mg fEd Y NI SR L A R B
IR T I DR AR > ——NIF | (Jimu ye, Liang tran 1934:27)

ST: You heard of it in the harbour office, at every ship-brokers, at your agent’s,

from whites, from natives, from half-castes, from the very boatman squatting
half-naked on the stone steps as you went up — by Jove! (Lord Jin, Conrad
1900/2002:27)

PORL (i & AR & o PRl THAE Elféﬁlﬁé‘r“rs PP 0EL  (Jimn ye, Liang tran 1934:81)
ST: He was a man of great experience, and he wanted #baf white Tuan to know

(Lord Jim, Conrad 1900/2002:71)

[ S P PR R LS P PERRH S i e, Liang
tran 1934:82)

ST: The whites did not give them half a glance, had probably forgotten their
existence. (Lord Jin, Conrad 1900/2002:72)
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i BRI [ERLE ) FUagf - FOwiss » 1B PO R -+ 17 B o
NIEE Al AL S TR i Elflféffﬁ%ﬁ (7% o (Hei shuishon, Yuan tran
1936:12)

ST: And at first it took the shape of a blanket thrown at him as he stood there
with the white skin of his limbs showing his human kinship through the black
fantasy of his rags. (The Nigger of the ‘Narcissus’, Conrad 1897/1984:12)

FIFS I ¢ ) AR TS TR S RS
PR EE AOVERR o g (Hed shuishuo, Yuan tran 1936:21)

ST: Besides, all hands were ready to admit that on a fitting occasion the mate
could jump down a fellow’s throat in a reg’lar Western Ocean style.” (The Nigger of
the Narcissus’, Conrad 1897/1984:21)

PR FER (R > R S Eﬁlﬁ'ﬁj‘\l * FRLE P EREGE o (‘Taifeng’, Yuan tran 1937:10)
ST: He was gruff, as became his racial superiority, but not unfriendly. (‘Typhoon’,

Conrad 1903/1998:13)

The world created through the stories and such statements is one in which people are
categorized by the colour of their skin, regardless of their disposition and ability. The white
men at the top are the administrators who set the standards to be followed by all and are
entitled to be oblivious to the existence of the coloured races because of their own assumed
superiority. At the same time, the coloured people look up to them for approval. The
message is unmistakable and can hardly be overlooked by Chinese readers of the time,
considering the political situation in Republican China and particularly in Shanghai, where

the translations were published!.

The target in The Nigger of the Narvissus’is the West Indian James Wait, who is called
‘the nigger’ in a derogatory tone throughout the English text. In the first chapter, the
Chinese narrator uses the more neutral version of £l * and [, meaning ‘black man’. The
more negative 1 ful(pronounced as he/ gni) [black ghost/devil] and El9Y [black slave] are

used later in the book by both the sailors and the narrator himself. In the scene where Belfast
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and Wait argue with each other, the hostility between the two is made explicit as Wait
protests against the use of the label ‘nayggur’ (nigger). The intent is inhibited in the Chinese

version as the voice of the translator intervenes in the form of brackets:
—— O S AR ST TN (B fasy ] —— MRS
MLy R - —— TS TTRLY RO - o IS B - G
Py H ("= ! (Yuan tran 1936:76, my emphasis)

For the first time in the text, the Chinese-speaking narrator imitates Belfast’s accent by using
the term Yaifd (pronounced as hai gui , meaning ‘sea ghost/devil’). The translator, however,
feels obliged to provide a ‘correct’ interpretation to avoid misunderstanding. As a result, the
word ! (he7) [black] in brackets is inserted next to Y4 (bad) [sea]. The racial discrimination
apparent in this passage is unlikely to appeal greatly to readers. The derogatory label used
and the abusive language uttered would be considered justifiable if directed only at Wait, an
irritating and lazy character, but not against the whole race. This may explain why a neutral

term is used in the first chapter before the negative image is established.

The other target group in the first nine chapters of Lord Jim is Arab people. They ate
called ‘niggers’ by the chief engineer and ‘beggars’ by Jim. These terms are translated into
FIp4 [black ghost/devil] and fIf f==" [beggar] respectively in the Chinese text. In comparison,
the references to Chinese people are minimal. At one point, the narrator describes serving
‘Chinamen, Arabs, half-castes’ as being as despicable as working for the devil (Conrad
1900/2002:10). In another instance, the old Chinese ship owner is described as being §ovial,
crafty’ (Conrad 1900/2002:17). In both cases, ‘Chinaman’ is rendered into a more neutral, yet
literal, translation: f[1 ~ [China/Chinese man/people]. Chinese readers would not find

this term objectionable.

The more direct confrontation appears in Taifeng ji gita [Typhoon and Other Stories| in
which the stories “Taifeng’ [Typhoon]| and ‘Fuke, yige huiyi’ [Falk, a Reminiscence]| are
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collected. Chinese people here are depicted in much more unpleasant terms. In ‘Fuke, yige
huiy?’, the English captain, an intradiegetic narrator, is robbed by the Chinese servant hired

to replace the steward, who is on sick leave. The description given is rather acerbic:
B U g O B R I B TR AT
O RIPESEIFOEIE M| o (Yuan tran 1937:142, my emphasis)
[Back translation: that ‘fellow’, you may say he is forty years old, (you) may say he
is one hundred and forty years old — an inscrutable with a face like that
on a corpse.]

ST: The ‘boy’ might have been forty or a hundred and forty for all you could tell —

one of those of the death’-head type of face and completely
inscrutable. (‘Falk, a Reminiscence’, Conrad 1903/1998:115)

He is then confirmed to be an ‘opium-devil’, a ‘gambler’, an ‘audacious thief” and a ‘top-rate
sprinter”: fRL{ETES P ﬂf[ﬁ‘ﬁjﬁfi’ FL{EEA I s fQL_f[E'PﬁPﬁ PLIFTRE=" B2 (Yuan tran
1937:142). Though the same term |1 * is used, a sickly and despicable image of the
character is presented to Chinese readers, one who is associated with Schomberg, an equally
irksome gossipmonger. The identity of the unsympathetic Chinese-speaking narrator is at

once put to the test.

The most serious conflict hits the reader head-on in “Taifeng’ when Chinese people
enter as a group. Just like the Arab pilgrims in Lord [im, the Chinese coolies are ‘a cargo’
being shipped back to their home village. The Chinese people here are characterized by their
dark clothes, yellow faces and pigtails (ffi|F 'T’??ﬁf@ TR ?ﬂﬂﬂfﬁﬁ FpYAGL %,:F'*'_] Ay
T ﬂ'?ﬁgﬁ' (T1FV57%8 (Yuan tran 1937:4). They are called ] * 24 [people of the heavenly
dynasty], a translation of the English term ‘Celestial” which is marked by Yuan as ‘a sarcastic
expression’ in a footnote to the Chinese version. The Chinese clerk who acts as the
interpreter on board is being mocked when Jukes, the chief mate, communicates with him in
pidgin English. Jukes, who seems to be hostile towards Chinese people, calls them 7"

[barbarian| and [’ ffifth [pathetic insects/bugs| in the metadiegetic narrative at the end of

50



the story. Compared with the original ‘brutes’ and ‘beggars’, these terms are somewhat
moderated in the Chinese text. The original derogative term ‘these Johnnies’, which refers to
people of a colonized country, is also moderated as it is rendered into a more neutral
reference [/ * [Chinese people]. The original has obviously been modified, though
Chinese readers can still sense the unfriendly attitude of the character (Jukes) and even of

the narrator who speaks in Chinese.

To distance himself from Jukes, the character who is responsible for such offensive
remarks, the Chinese-speaking narrator wears the translator’s hat and gives a verbatim record
of the conversation between Jukes and the Chinese interpreter. The English original is
retained in the main text and is immediately followed by the Chinese translation provided in

parentheses:
o 14938 T Come along, John Make [sic] look seel go (s » #i[d o A =L °)
lﬂﬁ RN R R R SN Y e TR S
F'Wanchee look see, all same look see can do. y» ( FZ,ITE[E”E FE Uﬁﬁ iﬂmﬁﬁj
FIRER ) AP d 3 PRE R ][ES“'HF[IE'LM-F RN LFLIFB»}f ' :L@“ﬁf °
|*H?F[E’J[—%‘ TR | e T Catchee number one piecie place to sleep in, Eh! y (& >
SR URERERLE IR E P 1)

TNo Catchee rain down there-savee? ; (#™ =ik

Sy 12 )
M?ﬁ%ﬁ > I'Suppose allée same fine weather, one piecie Coolie-man come
topside. g » (I Se B gl » HIVBer: g s, 0 P ISl 2] o 1y
oo ) PURETEES ’1¥ﬂ€f [T~ E 4" o T Make so-phoooool 4 (ﬁﬁ?ﬁ%ﬁ:‘ [ —
—PE ) PR I%Eﬂ'f“’jﬁﬂ » g PR o T Savee, John? Breath — fresh air,

Good, Eh? Washee him piecie pants Chow-chow topside-see, John? 5 ( P l’ﬁg )
Yy ? PR —— PR R o S 0 R IKR > B PR pzpa i o W
bd 2 ) (Yuan tran 1937:10-11)

The juxtaposition of the English original in the main text is unusual in comparison with
Liang’s translation, and even with Yuan’s early translations. That the Chinese translation is
presented as a supplementary explanation in brackets makes Jukes” whole speech all the

more outstanding. It would appear to Chinese readers that the form of the message (which
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is coded in pidgin English) is as important as its semantic content!. Shifting back to the
original language in the main text, the narrator informs readers of his hidden identity as a
translator who should not be held responsible!> for the speech and consequently for the
behaviour of the character. The distance created in the Chinese version is that between the
original (in English) and the translation (in Chinese) instead of that between the narrator’s
own group and others!. The fact that the original text is juxtaposed with the translation also
suggests that the translator relinquishes his authority to interpret the original on behalf of

bilingual Chinese readers.

Distancing of a similar nature is also found in the Chinese version of ‘Falk, a
Reminiscence’. German words are inserted in the main text in the form of direct quotations

from Captain Hermann:
Fhm bl EIF;[ El?ﬁﬁ}]ﬁpﬁ[ﬁ » T Himmel! Zwei dreissig Pfund! [sic] 4 (¥l =
1B L) ST IR MBHI9AIS - (Yoan tran 1937:144-145)

Y HE1T Zwei und dreissig Pfund 4( = - = @}* ),ﬁ g I T S (Yuan tran
1937:145)

ijﬁ\ ﬁ\ wj@[ s F‘E‘LEPIP =R PliﬂF[PFL[P@ 1 " Wie geht [sic] 4 f[‘ﬁg 2y 174 P,
(Yuan tran 1937:149)

i 4 VERIEE T Menchy [sic] (%) 5 SRR Tfresseny » v SEY o
#ﬁ[ ’ ﬁJ dir s P rERIRERL TIIPLJ (Yuan tran 1937:201)

In the original, the German words are there to reinforce the English captain’s position as a
narrator-focalizer. On three occasions the narrator emphasizes that the only bilinguals on the
scene are Captain Hermann and Captain Falk, who speak in English throughout ‘on his (the

narrator’s) account’. These statements are translated accordingly in the Chinese version:
i BB (A 1e o I S ¢ T BIRPARIE N B A 1
[Back translation: ...although the English he (Captain Hermann) speaks is still
comprehensible] © (Yuan tran 1937:137)
ST: ...though his English was faitly comprehensible. (Conrad 1903/1998:112)
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TR RV - iR D

[Back translation: From the beginning to the end he speaks English, of course for
my convenience] (Yuan tran 1937:198)

ST: Throughout he (Captain Falk) spoke English, of course on my account.
(Conrad 1903/1998:177)

S L T AR T4 <
[Back translation: This word for him perhaps is quite strange, although his English
is quite good] (Yuan tran 1937:207)

ST: Perhaps it was strange to him (Captain Falk), though his English was so good.
(Conrad 1903/1998:180)

To convey the following speeches in the English original, the narrator tries to convince
readers that they are direct quotes from the speakers in the language used (English or
German), thereby emphasizing his status as an honest monolingual reporter. By adding
Chinese translations next to the German words, however, the Chinese-speaking narrator can
no longer pretend to be monolingual. His voice is merged with that of the multilingual
translator who is capable of understanding and interpreting the German words and
expressions. Later in the text, the English words are put in brackets next to the keywords f&
{1y [the best] and =@V [the toughest]:

PHERLIE S 3 e i fpre FApdy o7 g PR TET S ST T IR RS (The

best) * %ﬁiﬁﬁ’rﬁ'f ° g
T f'5~"?[’?r,?ﬂ'£ﬁtzl]élfJ > SLIF [ (The toughtest) [siclf2 > 5 Z538 < 1

Fo TR Sl YRR RV AR < SR PR O HEIRY R T
é?ﬁ o (Yuan tran 1937:207)

By supplementing the English originals, the translator-narrator submits his translations for

examination to readers who are competent in English.

The eye-dialects that appear in the originals have the function of differentiating groups
of people who are attached to their own sets of social and cultural values. A buffer zone is
set up as the narrator quotes directly from ‘them’ who speak differently. In “Typhoorn’, ‘Falk,
a Reminiscence’ and Lord Jim, for example, the foreign words and ungrammatical English
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distinguish the groups of people of whose behaviour the narrator disapproves. As we can
see in the case of Jukes in “Typhoon’, the narrator, on the one hand, objects to Jukes” hostile
attitude towards the Chinese coolies, while on the other hand, he also looks down on the
ungrateful and uncivilized Chinese people. The Chinese interpreter, the only Chinese who
has a voice in the story, communicates with Jukes in pidgin English, the language of the
Chinese communities. The various dialects also mark the objects of observation such as the
sailors in the forecastle in The Nigger of the Warvissus’. Only the speeches of Craik (nicknamed
Belfast), Archie, and Donkin are marked with accents in contrast with those of the narrator
and officers like Mr. Baker (the chief mate), Singleton (the revered old sailor) and Captain
Allistoun. In Jimu ye and Hei shuishno, the Chinese versions of Lord Jim and The Nigger of the
Narcissus’, the distancing between the observer and the objects of observation is totally
ignored!’. It is only in “Taifeng’ [Typhoon] and ‘Fuke, yige huiyi’ [Falk, a Reminiscence] that
the translator includes the original text in English or German and reveals the narratot’s
hidden identity as the translator. The translator-narrator becomes the mediator interpreting
the original English or German text for Chinese readers. The image of the translator stands
between the original narrative and the readers, reminding Chinese readers of the reality that

this is merely a translation.

The Perceptual Point of View

When Fowler inspects the position of the narrator or the author in a narrative work of
fiction, all he can rely on are features found within the text. Within a narrative, the voices we
can hear are those of the narrative agents — the narrators and characters when quoted in
direct speech. Following Genette’s classification regarding the narrator’s relationship to the
story (1980:243-245), the narrators in the Chinese translations can be considered under two
headings: the heterodiegetic narrator who is absent from the story and the homodiegetic
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narrator who is present as a character participating in the narrative.

The heterodiegetic narrator often acts as a reporter introducing characters who may
take over the narration on a different narrative level. In the English original, the
heterodiegetic narrator relays stories passed on to him in the past tense and makes comments
on events or general remarks about the lives and qualities of seamen in the present tense.
This practice distinguishes his two identities: as the reporter of past events and as the
reflector from the present perspective, thereby emphasizing the different narrative levels on
which he is engaged. Some narrators’ positions are clearly defined, as is the case with the
unnamed heterodiegetic narrators in “Taifeng” (Typhoon), in the first four chapters of Jimu ye
(Lord Jim), and with the homodiegetic narrators who identify themselves as ‘we’ in He/
shuishon (The Nigger of the ‘Narcissus’) and in the opening of ‘Fuke, yige huiyi’ (Falk, a
Reminiscence). The more obscure natrators like Malou (Marlow) in Jinu ye and the English
captain in ‘Fuke, yige huiyi’ are first introduced as participating characters by the
heterodiegetic narrators on the extradiegetic narrative level and become the narrators of the
protagonists’ stories on the intradiegetic level. In these sea stories, both of them are
presented as venerable captains with typically virile qualities — men of integrity and
experience. The intradiegetic narrative takes off as they look back to the past, recounting the

events they witnessed in person.

Apart from the narrative levels, Fowler’s analysis is also concerned with the angle of
observation. Genette attributes such discussion under the topic of narrative moods, which
addresses the question of who sees? (1980:186). In contrast with the analysis of the ideological
perspective, the perceptual position taken up by the narrator in one story can be very
different from that in another, depending on the plot and the design of the author. The
picture becomes more complicated when more than one narrator emerges at different stages
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and on different narrative levels in the same story, as in the case of Lord Jim. For this reason,
I will examine the perceptual points of view in the Chinese versions of the four sea stories
separately. After that, I will summarize the performance of the Chinese narrators in

comparison with that of their counterparts in the originals.

B Heishuishou (The Nigger of the ‘Narcissus’)

Of the three works covered in this study, He: shuishon is the only story which is told
chronologically by a homodiegetic narrator identified as Z%{¥ [we]. The narrator makes his
first appearance in the eighth paragraph of the first chapter in brackets — ([ U5 (7%
F,}i’fﬁ%ﬁﬂ?; e fﬁ,?{‘ ) [(as we calculated according to his resume)] (Yuan tran. 1936:6-7) —
pointing to a member of the crew on board of ##{[l|5% fﬁl?’f (The Narcissus). Chinese readers
are soon reminded of the identity of the narrator in the eleventh paragraph: =5 {[éiffl 1+ Z]]
[we absolutely never thought/could never imagine] (Yuan tran 1936:9), even though the
original does not make such a suggestion: ‘nobody could possibly be supposed’ (Conrad
1879/1984:10). The narrator, as a member of a closely knit group, can also be identified
from the Chinese collective pronoun % [everyone/us], which points to a group of
people within an area, mostly including the speaker. The use of the collective pronoun in the
text is important in defining ‘us’ as the sailors in the forecastle as opposed to the other
characters — the officers on the bridge (the captain, the first and second mates) and more
importantly, the ‘others’ including Jimi (the Chinese counterpart of James Wiait), the West
Indian sailor who dodges work by feigning illness from his first day on board, and possibly
Tanggeng (the Chinese counterpart of Donkin, a character who ‘can’t do most things and
won’t do the rest’, as stated in the text) (Conrad 1894/1984:11). The story is witnessed and
narrated by a representative of the whole group until the crew is disbanded in the last
chapter, where the narrator redefines himself in the singular pronoun ¥ [I/me] to give an
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objective description of his former shipmates.

The narrator is presented as a witness to the events. While the narrator would set the
time frames for certain actions, much attention is shifted to indicating aspects of the actions
involved with the help of aspectual markers, especially from the perspectives of the speakers
(who can be the narrators or characters). These markers such as the perfective — 1" and the
durative 7+ and —%| give more substance to the verbs. When the perfective marker —" is
added to the verb, the action involved is often viewed ‘in its entirety’ in the sense that the
action will now be closely linked to the temporal, spatial or conceptual limits placed on it (Li
and Thompson 1981:185-186)!8. Chinese readers are naturally drawn to the circumstances
surrounding the event, as presented by the reporter on the scene. The durative marker —%)
signals ‘the ongoing posture or physical disposition of an entity at a location’ (Li and
Thompson 1981:219). The marker 7+ carries a similar function, as both —%; and 7
reinforce the activity verbs to ‘signal the active participation and involvement of an animate
subject in an event’ (Li and Thompson 1981:217), presenting a vivid description of the event.
In the closing, however, one can see a significant increase in the use of the experiential
aspectual suffix -3 after the ship enters the dock and the narrator resumes his identity as an
individual. This is especially obvious in the first mate’s recollection of his family after the
crew has departed the ship and in Tanggeng’s direct speech in which he protests vehemently
after his fellow crew members refuse to go with him for a drink. The experiential aspect
marker -iff] is different from the perfective -+ in that it emphasizes the speaker’s personal
experience rather than the fact that an event has taken place (Li and Thompson 1981:232).
The speaker’s current state of mind is foregrounded as she recalls whether the same material,
mental, or verbal process has taken place before. It helps to create a strong link between the
character and the action delivered by the verb. One can also find a large number of adverbs
indicating the petfective “I13%, progressive [, and imminent {} aspects. Together, these
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features form the impression of a narrator who impersonates the characters’ voices. He sees
through their eyes even at moments when he (as a crew member) cannot be there and is not
in a position to know what is on the mind of the characters concerned. The use of verbs
indicating perceptive and cognitive processes reinforces this image of a narrator who has

perfect knowledge of what the other characters see, hear, feel and think.

That the narrator observes events from the prism of the omniscient author coincides
with the general emphasis on the time frames within which the events are described. The
Chinese version features a proliferation of temporal clauses marked by words such as E"EHT
[at the time], EJJ: f and Eﬁ (both mean ‘whern’), TﬁJE\JJ: [at the same time], lF;LEH]: [at this
time], and ﬂl'ﬁE\ﬂj [at that time]. Adverbs such as [#i% [after that] are used to emphasize the
sequence of events, conjunctions like #°fL [as a result/then] are employed to indicate the
consequence of an action, and adverbs including ZEJR, ZIR, and A IR (all means
‘suddenly’) are used as signposts for critical moments. This is especially noticeable in
passages describing major events such as when the ship is caught in the storm and when a
rescue operation is organized to search for Jimi. Chinese readers are guided through the
action in the rhythm prescribed by the narrator. Processes which are marked by verbs in
passive voice or nominalization in the original are rewritten into operative clauses. The actors
are also propetly inserted, thereby enhancing the clarity and intensity of the story and

helping to build it up to the climax.

Considering the limited number of emotive clauses in the text, the narration appears to
be impartial most of the time. When the feelings and reactions of the characters are
mentioned, such emotions are mainly conveyed by four-character constructions and Chinese
idioms such as -& ?EETS,N [heart and spitit not (being) calm] for ‘mental disquiet’, L& ik
[losing one’s soul/spirit] for ‘to lose heart’ and %2 'FJ{I [ [fuming with the flame of anger]
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for ‘very angry’. Some of them are written in long nominal groups, a construction made
possible by the practice of differentiating between the premodified [V asin — FEf Vs
FUHSR [a shiver of a hanging heart and gall] (the original reads ‘a shiver of suspense’) and
the possessive %! asin ("% Zf[ﬁ’ﬁ%’, #% [their patience and suffering] (the original
reads ‘their patience and their suffering’). Longer sentence structures such as réq‘[%? | TT\YF{J\
ﬁlfi?&[\ﬁ WG [stll harbout/carry the grip of a never-ending horror/feat] (the original
reads ‘with the grip of an undying fear’) become clearer and relatively comprehensible to
Chinese readers. However, the nominalization of processes in the text presents to readers a

static picture painted in figurative language or slightly Europeanized constructions.

In comparison with the other three Chinese versions, Hez shuishon contains
comparatively few modal verbs. There are even fewer verbs indicating ability, acceptability or
possibility. The word # is used to render ability (‘could’) and volition (‘have to” and ‘must’)
as they appear in the original. Adverbs like %]}, {]7, the verb [t and the auxiliary ][y
are mostly used to project the narrator’s subjective interpretation of the setting or scene in
the form of similes. Jerky movements of a caged bird’ is rendered into iﬁ - B Fﬁ%x} il
AYELpT [vividly like a bird locked in a cage]; ‘sent a wave of” becomes {ii— i’ [I[295% (=
7 [start like a gust of wind]; ‘his little beady eyes’ is translated into [4#[Zk="{]f-] Eﬂﬁﬁ
[those bead-like eyes of his]; and ‘shone in pillars of light’ is rendered into 1 Eﬁ’l%ﬁfﬁ f sk A=
IIFoRfFEE) [white light tower shining like a pillar of light]. Combined with the
nominalization found in the Chinese version, the comparisons and figurative images used
create for readers a buffer between the fictional world and reality. The narration is largely

mediated by the reporter, who gives an account of the event concerned in the voices of the

characters. The scenes and events are largely filtered by this storyteller.
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B ‘Taifeng’ (Typhoon)

The narrative structure of “Taifeng’ is similar to that of He7 shuishou in the sense that
there is only one narrator telling the story on the diegetic level. However, where the
narrative structures of these two translations differ is that the narrator of ‘Taifeng’ is an
unnamed heterodiegetic narrator who does not participate in the story. Instead, he gives an
account of the events in the third person and assumes an omniscient presence in the story.
As a result, he does not need to mark the timing of the events to separate the past from the
present until the last chapter, where more time adverbials appear. This arrangement may be
necessary as the ending of the story is made up of the personal reflections of the captain,
the chief engineer, and the first mate on the voyage which are delivered in the form of
letters to their wives and friends in London. In the first mate’s letter to his friend in the
Western Ocean trade, we find a report on the conclusion of the crisis caused by the Chinese
coolies. The scene shifts, therefore, make it imperative for the translator to reset the
geographical and temporal dimension for each narrative. As the characters express
themselves in direct speech, the voice of the narrator diminishes and is reserved solely for

describing the wives as they read the letters.

The heterodiegetic narrator in “Taifeng’ places as much emphasis on the organization
of the events as does the narrator in He: shuishou. In “Taifeng’, there is more variety in the
words used to describe the main actions in the Chinese version and to mark the imminent
aspect through terms such as J, - [at once], [} [soon]; turning points like YH IR, &, IR
IR IR (all means ‘suddenly’); and the sequence of events: Fi-, &L (both means ‘at
first’); I'J* [before]; %4 [subsequently], and F#fN [as a result]. The Chinese narrator
completely takes over the presentation of the story and proceeds to narrate at his own pace.
He appears to be an onlooker as the plot unfolds. This position is indicated by the proximal
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deictics used in the descriptions of the major events. The same pattern can be found in the
three letters mentioned in the last chapter, which are quoted in direct speech of the

characters. When the Chinese proximal deictic [this] is used, it usually appears in clustets,

—Fii

pointing to the current moment, the continuance of actions, and the participating

characters.

The perceptive and cognitive processes of the characters are detailed in the narration,
thereby disclosing both what they see and hear and what they know and understand. The
narrator does show some signs of distancing. As he reports the inner feelings of the

characters in the opening and at the onset of the typhoon, more nominal groups presenting

the cognition and emotions of the characters are preserved as in lﬁﬁf‘ B [these sensations]
for ‘sensations of” in the original; — (LMY ]'% . [one dull conviction] for ‘a dull
conviction’y and 4 1.5 lj 4 S EPEREY E 4. [his own not being utterly destroyed conviction]
for ‘the conviction of not being utterly destroyed’. As the narrative reaches the halfway
point, the narrator seems to become more assured and restores verbs indicating cognitive
processes such as F%T 4 [cannot recognize| for ‘lost to view’ in the original, Hff "
[reminded] for ‘kept them in mind’, fE & [looked down on] for ‘“full of scorn’, &I
[hesitated] for ‘with a pause’, and FI1HI* Ji”ﬁ‘[“‘u”[‘f, 4’ [more intimately understood] for ‘give
him...knowledge of’. In the closing, the nominalization of mental processes as in ‘had a
dam’ poor opinion’, ‘got a hint’, and ‘to give the impression’ are rendered into proper
cognitive processes marked by verbs like % [feel] and .7 " [cannot forget]. There are
mote emotive processes indicating what the characters love’ marked by the verb %, what
they ‘wish for/want’ marked by the verb {§i, or what they ‘dislike” marked by the verb 7
H#. All these features indicate that the narrator is imposing his subjective feelings on the
characters. However, the most interesting point is that while many of the abstract nouns
used to express emotions are rendered into emotive processes in chapter three, they are
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retained intact in chapter five, the section of the text in which the conflict between the
seamen and the land dwellers, as well as that between the Chinese coolies and the Western
crew members, reaches a climax. While the characters’ inner state of mind is amply
illustrated most of the time, a buffer zone is deliberately built up in the last chapter. The
nominal clauses employed present a blurry portrayal of the reactions of the Chinese coolies
and the Western sailors. As the story nears its conclusion, the narrator suddenly hides

himself behind the characters’ narration.

A notable feature of ‘Taifeng’ is that the narrator does not speak in an assertive tone
throughout the story. His reporting of past events is sometimes interrupted by interpretive
words like (i, {IJf%, and & This is especially obvious when offensive images are

ey

mentioned, such as references made to ‘pigtails” (¥ [lgﬁ I TJpUS2EE [plait like a pigtail]), ‘a
ridiculous Noah’s Ark elephant in the ensign of one’s ship’ (5] [I5e! ]V 54 [elephant
like a kid’s toy]) which refers to the pattern on the Siamese flag, ‘coming from the far ends of
the world” (7 #pRLIEH] P s mt AU PE Y [as if it came from the far ends of the world])
which refers to the hulk surviving the storm, ‘something had moved him to express an
increased longing for the companionship of the jolly woman’ (F94 i<+ [+ B4 E [as if he
wete moved by some type of emotion/feeling]) which describes the unusual expressions
found in the chief engineer’s letter, and the letter written by Jukes in which the phrase
‘calculated to give the impression of light-hearted, indomitable resolution’ (]'l‘}*‘ﬁﬁl]ﬂuﬁiﬁﬂ
Q.\T ’J'ﬂﬂ@‘%rﬁj‘[‘ﬂ{ [as if deliberately asking the reader not to forget that lightness (and)
happiness]) is found. While he retains the original references, the Chinese-speaking narrator
shows a degree of reservation, or a hint of uncertainty, in the description. One notices a

divergence between the Chinese narrator and the characters, and possibly between the

Chinese narrator and the author, in their perspectives on events.
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B Jimu ye (Lotd Jim)

The voices of the narrators in the two other narrative texts examined here are not as
clearly defined as in He/ shuishon and ‘Taifeng’. The narrators on the intradiegetic level are
introduced on the extradiegetic level by an unidentified voice in Lord Jim and ‘we’ in ‘Falk, a
Reminiscence’. Both Marlow and the English captain are involved in actions on the
intradiegetic level as they collect fragments of past incidents, including the personal
experiences of the protagonists — Jim and Falk. The stylistic features of the Chinese versions
of these two works also show that the positioning of the narrators is different from that in

the two stories analyzed in the previous sections.

The heterodiegetic narrator in Jimu ye identifies himself as Z3 [ [we] on one occasion
in chapter three as he reports the history of Jimu (Jim). This unnamed narrator has full
knowledge of Jimu, whose position as the protagonist is secured as all the third-person
masculine pronouns [J refer to him alone. There is no use of the third-person feminine 4
ot neuter ¥ /7 pronouns which were gaining currency in the 1920s and 1930s. ‘She’ for
the ship in the original is rendered as Jﬂﬁ [ship] ot lﬁl'ﬁfﬁjﬁ [this ship] in the Chinese version.
The narrator observes events through the eyes and ears of Jimu as he is endowed with a
cognitive but predominantly perceptive consciousness marked by verbs like ¥ [see/look],
Z8 [hear/listen] and &% [feel], indicating Jimu as the senser in these mental processes. The

proximal determiner lﬂ [this] also points to the protagonist as in ﬁ[ﬁ * [this man] ,

—Fiii

K

5 [he in this manner/as he...in this mannet] or P‘ﬂ;ﬁ][ﬁ* [he this man/a person like this].
The abundant use of proximal demonstratives places the protagonist at the centre of

attention, presenting him as the single active agent in the opening,

The narrator, however, does not identify entirely with Jimu. He functions more like a
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spokesman who travels from one narrative level to another. He sometimes appears on the
same temporal plane as Jimu and gives a contemporaneous report of the series of actions.
Emphasis is placed on the durative aspect marked by -# and on the perfective aspect
marked by -+, differentiating actions in progress from those that are bounded and that must
be viewed with reference to the context in which the actions are observed. Instead of stating
whether the event is set in the past or the present, temporal clauses marked by words like Eﬁ
f and Fh[Eﬁ (both means ‘during/when’) are used to set the time frame for relevant actions.
Time adverbials such as &7 [at first] and & [then/afterwards] are also added to
indicate the sequence of actions. Events are therefore narrated in an organized manner by an
observer who knows more than any of the characters in the story. Comments are mostly
rendered into unmarked sentences as if the narrator were speaking on the extradiegetic level.
Unlike readers of the original, who are given signposts enabling them to differentiate the
reporter speaking in the past tense from the reflector commenting in the present tense,
Chinese readers find themselves listening to a single voice. This impression is reinforced by
the use of the modal adverbials 7ffl and ¥kl (both means ‘always/all the time’), implying
that events unfold as the narrator expects. The persona of the storyteller occasionally stands
out when he uses the first person reflective [lc! [self] without using the first person
pronoun *% [I/me] in front. The inclusive collective pronoun % [everyone here/us| and
the second-person pronoun ' [you] are sometimes used, hinting at the narratees or
audience he addresses. As such speeches are neither encased with quotation marks nor

accompanied by reporting clauses, Chinese readers can easily infer that the storyteller is

addressing them directly.

The narrator presents himself as the storyteller in the opening two chapters and leads
readers through the chain of events. He arranges and reports the events as he perceives them.
He places the protagonist Jimu at the centre of the stage, exposing his inner world to readers.
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His narration is characterized by the large quantity of interpretive words such as h#} [as
if/as though] , A& [probably /possibly] and ...f5+" [the appearance of], as well as by
words indicating comparisons such as ¥ and § (both mean ‘like’) followed by images
conjured up by the speakers. We can also find in the Chinese version expressions of
indefiniteness like | E’!]‘ [ little], Fﬁ?’ﬂ' [so-called], #$~ [almost] and 4 ' I'J3T [(one) can
say], suggesting a degree of uncertainty on the part of the narrator. These features, however,
are somehow neutralized by the Chinese modal system which reinforces the narrator’s
judgement and ethical values on individual events and issues, identifying the narrator’s
opinions on what can be done (fi'I'] [can/acceptable], [ [can/capable of]) and what
should be done (’[:%?}, FE)”/, pointing to what is expected/logically probable). Taking into
account the presentation ‘designed’ by the narrator, he still appears to be rather assertive and

his viewpoint dictates the story as it develops.

The unnamed storyteller continues to dominate until the last two paragraphs in chapter
four, where the character Malou [Marlow| comes onto the stage. The transition is explicitly
signalled by the sentence ‘f*’jiﬁE'fjiF%FQ:%ﬁY Hi ?’fﬂﬁﬁ"‘\%&f'ﬁﬁ]ﬁﬂiéU " o’ [He relates in
detail this long story perhaps (at the time) when we have had dinner.] The adverb *JF
[perhaps] suggests that the upcoming chapters concern a hypothetical situation in which
Malou may relay Jimu’s story. The rest of the paragraph then reverts to a more assertive tone.
The impression of uncertainty is further strengthened by the advetb *““#& [probably
/possibly] in the reporting clause at the beginning of chapter five: ‘,R%é'{ﬁfﬂiﬁﬁé' il
[Malou probably/possibly begins in this manner]. The uncertainty dissolves as the narrating

of the heterodiegetic narrator passes on to Malou, the homodiegetic narrator.

Malou takes up a comparatively objective position. He does not zoom in on Jimu as
does the unnamed storyteller. Instead, he establishes himself as an investigator in the
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intradiegetic narrative collecting information from different characters including the principal
shipping-master, the German skipper, the chief engineer, and finally Jimu. He quotes them
mostly in direct speech. As is the case with the unknown storyteller, not many time phrases
or adverbials are found to enable readers to distinguish present comments from past events.
They are used, again, to mark the sequence of events, as indicated by EHJ‘: f [duting/when],
"FT?; [once/already], “I5% [already], % [firstly]... % [next/then/afterwards]. Malou
displays a reasonably good knowledge of the events and characters on both the intradiegetic
and metadiegetic levels. Malou basically shares with the heterodiegetic narrator the same
modal concepts, which are applied to assess the acceptability of the incidents and the

capabilities and volatility of the agents involved. Hypothetical conditions are now interpreted

mostly in terms of possibility, as indicated by the modal verb %’7 [will].

As readers are led to Ji mu’s account of his own experience in direct speech on the
metadiegetic level, one can see a significant increase in the use of adverbs marking turning
points: ZKJR, IR (both mean ‘suddenly’); EIIEJJ‘? [at the time]. Jimu the narrator now draws
his audience (Malou and Chinese readers) into his narrative by raising the level of tension.
The shipwreck becomes the highlight on this narrative level. Verbs indicating emotive
processes such as f! [fear] and Ii"‘[EIﬂFf [is afraid that] are more commonly used. At the
same time, however, one notices the nominalization of a limited amount of processes in the
narrator’s speech, which creates an alienating effect. A large variety of expressions indicate
his subjective interpretation, ranging from +(i, & and 7]}, which are also found in
the previous chapters, to longer expressions such as [’ kL [can be considered as], * #ff’
I'JF |practically can be said], "‘”JP’%‘ and ['I'|GRL (both mean ‘can be said/so to speak’).
There are also affirmative adverbs such as [V and J&{} (both mean ‘really/honestly’)
which Jimu uses to reiterate the validity of his personal opinions concerning the dubious
nature of the incidents observed through his own eyes. Among the three narrators in this
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novel we have discussed — the unnamed heterodiegetic narrator, Malou the narrator on the
intradiegetic level, and Jimu the narrator on the metadiegetic level — Jimu as the
character-narrator is appatently the least informed and his narration is probably the least

convincing,

B ‘Fuke, yige huiyi’ (Falk, 2 Reminiscence)

The structure of ‘Falk, a Reminiscence’ follows the same pattern as that of Lord Jim.
Both stories start with an extradiegetic narrative introduced by a heterodiegetic narrator.
This unnamed narrator identifies himself as ‘we’ and introduces the character, an old
English captain in ‘Falk, a Reminiscence’, who begins the diegetic narrative in the form of
free direct speech. The captain’s narration starts with a simple word ‘said’ in English. The
Chinese version carries a dramatic effect which is marked abruptly by the reporting clause
PR iﬂfl i1’ [he suddenly speaks/spoke]. The homodiegetic narrator then takes over and
continues to recount his personal encounters with Fuke (the Chinese counterpart of Falk)
and other characters before relaying Fuke’s confession of ‘having eaten men’ in indirect
discourse towards the end. In contrast to Jimu, however, Fuke never gets to tell the story in
his own words. Only his reflections on the incidents are quoted directly before and after the
narrator relates his tale. As the protagonist of a story that carries his name, Fuke is
presented as merely one of the characters (as opposed to Jimu’s status as the

character-narrator) in the intradiegetic narrative.

There are fewer time adverbials found in the narrative of the English captain, possibly
because of the nature of the story. In comparison with the other three sea stories discussed
above, ‘Falk, a Reminiscence’ involves fewer actions. Instead, the story is composed of a
series of episodes experienced by the narrator himself. In the intradiegetic narrative of these
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episodes, as well as in that of Falk’s past, the emphasis is placed on the personal experience
of the participating characters, as highlighted by the frequent appearance of the adverb =!

A% [already] and the excessive use of the experiential aspectual marker —iffi. Apart from the
usual combination in ?wﬁ} [have/had been], 7 [have/had killed], 283 [have/had
heard] and zi] * [have/had eaten], there are some unusual collocations associated with
shott-lived actions as in: ﬁ Pz [have/had gulped], ﬁ]?}(’,qﬁ} [have/had swept], and ?F’[PI
i [have/had greeted], actions which indicate a change of state as in &g [have/had
recovered], and individual feelings as in #5553 [have/had felt bad/suffered]. The narrator
positions himself in the present, retrospectively relating the events and depicting the
reactions of the characters, and of Fuke in particular, in a highly sympathetic tone. In
compatison, the durative aspectual marker —#; and the adverbial [~ which signals an
ongoing action, are not used as frequently as they are in the other three Chinese translations.
Words marking a sequence including ¥ kL [then], V& [afterwards], and Eﬁ [duting] are
also used less frequently, as are adverbials such as 2§} and IR (both mean ‘suddenly’).
Expressions which signal the temporal dimension such as ‘now’ and ‘for an instant’ are
omitted in the Chinese version. The English captain as the narrator is not as knowledgeable
as his counterparts in the other sea-stories. He simply relates the unfortunate incident Fuke
has lived through and, at the same time, distances himself from the actual events and

characters of the past, without seeking to dramatize the narration.

This tendency corresponds to the use of the distal deictic #[| [that] in the text. While
the proximal ;,F;; [this] and distal #[} are more evenly distributed in the opening, there is a
shift to the use of %[ towards the end of the story. This is especially noticeable in the
narrator’s description of Fuke’s past experience. Proximal deictics used in the original such
as ‘this’ and ‘these’ are also rendered into distal deictics: E[#E= FIJ BT~ [those lovely

children]; #[E=. FEI-<= [those German sailors]; #[i=F%~" [those children]; fﬁ(ﬂﬂ[ﬂ'
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[that ...of yours]; H[FEHI" E&"@S’ﬁ@ﬁf‘([ﬁﬁﬁﬁ * [that ruthless lover of the five senses].
This technique suggests a distance between the narrator and the story which takes place in a
different temporal dimension. Processes which describe the feelings of the characters are
sometimes nominalized as in the following cases: {H¢ Jﬁ'ﬁil [have respect], (Lg+ /% [have
good feelings], FA'[? |3 fUE [} [have too many emotions], <" ¢"... 5 {1 [affected by
troubles/sorrows], . ffifiZ [show...appearance], .. S EREUMIE [feigning a
mannet], and fg‘{ﬁﬁlﬁ ’E’XIFFJ [freezing emotions]. As a result, these are fewer mental processes

which grant readers access to the inner world of the characters. These Europeanized

constructions may together have a slightly alienating impact on Chinese readers.

In a manner similar to that of all the other Chinese-speaking narrators, the narrator in
‘Fuke, yige huiyi’ also gives his subjective interpretation of the details of events. Interpretive
words including the following are found: 1>, &, Mh#), “ s .. [IJpY (all mean Tike/
as if), as are expressions that have a similar effect like fi’ fTiL [can be said], especially in the
narrator’s depiction of the facial expressions and reactions of other characters. ‘Heavy
eyelids’ is rendered as & T FU{IJVIE [eyelids (so heavy) as if (you) could not lift (them
up)]; ‘she would blush in gitlish confusion’ is translated as P& 5 H FF R TIPUR PR
"7 [she is like a girl who is scared/confused and blushes]; ‘had a severe and statuesque
quality’ is rendered as (ﬁﬂf‘?ﬁi OFETRB I GV ISR [so neat and tidy that (they)
look like (they have been) carved (into that shape)]; ‘with an air of civic virtue’ becomes [*I
e B RS NP E) [looking as if (they are) serious and obedient]. In all these
Chinese expressions, the narrator conjures up a figurative image to present an animated
pictute of the object. On other occasions, as in ‘and in Platt-Deutsch’ rendered into Mgl
1= @r?ﬁ [probably in Northern German language], ‘the only trace on boatrd’ translated
into [’ FlRLd-IE— AUETF [one can say it is the only trace...], and ‘they were exercising’
which becomes (] f=fel |:F, iﬁ]{;ﬁﬂg' » i [they probably want to borrow this dumb figure],
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he signals his personal speculation. Like the narrator in “Taifeng’, the narrator in ‘Fuke, yige
huiyt’ deliberately distances himself from the experience of other characters, and at times

even distances himself from his own observations of other characters and events.

Nevertheless, the narrator in the Chinese version does not take up an entirely external
perspective in his narration. He uses more perceptive verbs expressing visual sensations
(such as £, )L and [& all mean ‘see/look’) and audio sensations (likeZ#[L [can listen])
as well as those used to express the subjective feelings of the characters (asin @ and ¥
fH, meaning ‘feel’). There are also more cognitive and emotive processes as many of the
nominalized processes are rendered into operative clauses. As a result, the narrator appears
to have access to the internal state of mind of certain characters. Emotive meanings are also
conveyed via four-character idiomatic expressions such as in the use of " JRe 15 [pleasant
with a happy facial expression] to render ‘of a gay complexion’, i [showing mercy]
to render ‘work up their compassion’, /I, THFHf [heart troubled and confused,
not knowing what to do] to render ‘covered with confusion’, &> f4fi4 [hearted frightened
and soul disturbed] to render ‘impressive and alarming” and & «"P’J H ﬁ[ }iﬁjﬁﬂi?{, ﬁ%ﬁ{ﬁi’ir}“ﬂ, ﬁﬂ

7

(" [heart (in) so much pain that tears ran down (her face), slobbering (at the

PO BT RN
N L

mouth), but (feeling) helpless] to render ‘with tears of regret, covetousness and despair’.

The Narrators in the Chinese versions

Genette identifies three areas in which a narrative discourse can be analyzed: the
temporal dimension(s) of the narrative, modalities (forms and degrees) of narrative
representation, and the narrator’s voice which refers to ‘a relation with the subject of the
enunciating’ (Genette 1980:31-2). A narration is not necessarily focalized through the eyes of
the speaker. A narrative may have an omniscient narrator who knows more than any of the
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characters. It may be delivered through a character-narrator who knows as much as the
character should know or it may give an objective account through which the narrator tells
readers much less than the character actually knows. The three types of focalization are

referred to as zero focalization, internal focalization and external focalization respectively.

Of the four English texts, the narrator who speaks in the first-person collective in The
Nigger of the ‘Narcissus’ is the only one to adopt the internal focalization approach. The
character-focalizer himself has a participating role as the story develops. However, as a
member of the crew, the narrator has knowledge of events from which the other crew
members announce their absence, such as the actions and inner thoughts of the chief mate
after the sailors have left the ship towards the end of the story. The narrator delivers
information which can only be supplied by the author. The unknown narrator in “Typhoon’
also has perfect knowledge of the whole voyage until the last chapter, in which the
characters — Captain MacWhirr, Solomon Rout the chief engineer, and Jukes the chief
mate — take over the narration in the form of letters, filling readers in on the conclusion of
the scuffle among the Chinese coolies. The narrative situations in Lord Jim and ‘Falk, a
Reminiscence’ ate similar in the sense that the primary narrative is framed by an extradiegetic
narrative. The narrator-focalizers — Marlow and the English captain — introduce the stories
reported by the characters on the metadiegetic level through either direct speech or indirect
speech. The narrator has only restricted access to the ‘facts’ of the past. We can see that as
long as the translator recreates the same natrative situation and maintains the position of the
narrator without changing the pronouns, replacing or relocating the characters, the narrative
structure should be more or less preserved. In a translated narrative, however, the narrator
now speaks a different language and delivers a story filtered by a third person (the translator).
The Chinese-speaking narrator now gives a different representation of the relations between
the narration and the story, and also between the narration and the reader.
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How exactly does the change of language affect the points of view expressed in the
Chinese versions? Certain linguistic features provide hints on the quantity and quality of the
narrative information provided o, in other words, on how much detail is supplied to the
reader and how reliable such information is. As the observers, Marlow and the English
captain describe only actions they have witnessed with their own eyes and speculate on the
reactions and feelings of the protagonists. To create this image for readers, the events are
mostly depicted and projected from the narrators’ viewing position. Subjects are often
obfuscated as their observations are phrased using passive voice or through nominalization
of certain mental processes. The narrators use the hypothetical past tense every now and
then to reiterate subjective conjecture on their part. The position of the narrator-focalizer is
firmly established throughout the text and a contrast is drawn between factual reports and

subjective speculation.

Without the assistance of tense on the grammatical level, the hypothetical situations in
the Chinese versions are mostly conceived as real events. The original passive voice and
nominalization of mental processes, especially those concerning the cognitive and perceptive
processes of the characters or of the narrators themselves, are rendered into operative
clauses in which the sensers are restored. In the case of Jimu ye (Lord Jim), the translator even
connects emotive verbs with the corresponding characters, thereby showing that the narrator
has access to their inner feelings. Subjective interpretation marked by speculative verbs such
as ‘appear’ and ‘suggest’ are rendered in a more assertive tone as cognitive or perceptive
processes are the sensers inserted. With the exception of the English captain in ‘Fuke, yige
huiy?’, the narrators in the Chinese versions generally project a more self-assured image in
the narrative. Any uncertainty on the part of the narrator over the events or the characters’
reactions can be detected only occasionally through the use of words indicating subjective
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speculation.

The style of the narrators in the Chinese versions is also different in terms of the
distance separating the story from the reader. In the English originals, events in the past are
marked by the use of the past tense and distal deictics. The reader is cleatly located on the
same narrative level as the narrator in the here and now. The Chinese narrators, and
particulatly those in Jimu ye and Hei shuishuo, shorten the psychological distance which
separates the story and the audience by using proximal deictics, especially in describing
events that build up to the climax of the story. Chinese readers are drawn into the temporal
dimension of the intradiegetic or even of the metadiegetic narratives in which the actions
proceed (as opposed to the timing of the extradiegetic or intradiegetic narratives in Lord Jim
and ‘Falk, a Reminiscence’ when Marlow and the English captain tell their own stories, as is
the case in the English originals) to allow them to visualize what is happening. Liang Yuchun
and occasionally Yuan Jiahua use time adverbials indicating the present moment such as 7l

7+ [now] and [14 [now/at this moment] to refer to the timing of the story:

T SOPEIRT, » SR AR SRR P
(AR e o PPV Make him think [that] now someone will soon

come to take over his shift] ¢ (The heterodiegetic narrator in Jimu ye; Liang tran

1934:15)

F P Fl TR E[ B8 Now I see that young man there] » TV 3 B U= »
young f
TR, PRI RLE R | PRLITIR R+ LI PR - -
(Malou in Jimu ye; Liang tran 1934:33)

I ’EW/ + ’ﬁE"JJT %= [I now should not express anything] » {f kL~ 7 /]
SN '\Ffrf[* (=2 SEES H — {3 Vﬁﬁ‘??%ﬂﬂéﬂ : jﬁ,%t}ﬁ]t VIR, il HEY
Fle s 2 g SRR - (Malou in Jimu ye; Liang tran 1934:89)

fad 3 8- TR [*‘J:i[] o [He since last year has been lying to him till now]
(The English captain in ‘Fuke, yige huiyi’; Yuan tran 1937:20)
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PORFIRCGE ST PRopse > [NEL > BEIRFIFEEL FPRUAVRIRORETS > S
o 53 R RGO S RAY. [But now, he is
obviously scared that (he will) get my rejection] ° (The English captain in ‘Fuke,

yige huiyi’; Yuan tran 1937:218)

One should note that in the above cases, the time adverbial Z7 [now] freezes the action at
that moment to allow the reader to probe the state of mind of the character or narrator,
who ponders the situation at hand. In other words, the reader is invited to identify with the
narrator or characters in the fictional world. Combined with the intensive use of adverbs and
aspectual markers to report completed and ongoing actions, Chinese readers ate drawn in to
witness the actions as they proceed. In the case of ‘Fuke, yige huiyi’, they get even closer to
the characters through the use of the experiential marker -iffj, which highlights the
characters’ personal experiences. Since all the narrators place a great deal of weight on
depicting the psychological condition of the characters, readers are able to establish a direct
connection with the characters as constructed by the narrator. The narrator is in total control
of the narrative as an author would be, conflating the focalizations into those of the

omniscient authot.

In all the Chinese texts, there is clearly a dominant voice which creates a narrative
situation. Apart from the unknown narrator in “Taifeng’, the others can be identified by the
names or titles attached to specific identities (such as Malou, the English captain) or as ‘we’
or ‘1" in He7 shuishou and ‘Fuke, yige huiyi’. In the case of Jimu ye, the supposedly unnamed
narrator identifies himself as ‘we’” on one occasion in chapter three. This identification of the
narrators changes the tone of the narration at once. While the reader can still more or less
distinguish the narrative levels from one another as the story develops, the voices are less
clearly differentiated. As the narrative now concentrates on the intradiegetic level where the
actions are found, we can be more precise in describing the Chinese versions as simultaneous

narratives according to the temporal determination of the narrator, which Genette defines as
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‘narrative in the present contemporaneous with the action’ (1980:217). Given the temporal
dimension in which the single voice of the narrator is found, Chinese readers are most likely
to interpret any general statement that resembles an opinion as a kind of running
commentary. The narratives on all levels create a centripetal force that pulls the reader into
the intradiegetic narrative. Instead of passing from one narrative situation to another in
different temporal dimensions, Chinese readers notice only the transition from one

storyteller to another.

If the narratees targeted by the narrators in the originals are compared with those
targeted in the translations, the extent to which the narration is mediated by the translator
becomes even more apparent. As soon as the narration enters the intradiegetic level, the
narrator-focalizer, such as Marlow in Lord Jin and the English captain in ‘Falk, a
Reminiscence’, addresses a group of the audience (‘you’) which can be traced as friends at a
gathering mentioned at the beginning of the story. The Chinese versions are clearly different
from the English originals in this respect as the Chinese natrators also target readers beyond
the narrative levels. In Jimu ye, Malou addresses the reader (rather than his friends at the

gathering) directly when he first takes over the narration:
iﬁ%'f“\i?i§9§jﬁu$7\ L F,JKII? T F’TE#. °[This state of mind I cannot tell/T cannot

express in a more explicit way, (I) will leave the reader(s)| to grasp the meaning
(between the lines)|(Liang tran 1934:33, my emphasis)

ST: ...if you understand what I mean... (Conrad 1900/2002:32)

In the Chinese version, the original second-person pronoun ‘you’ is replaced by #i# |[the
reader(s)]. In “Taifeng’, the Chinese narrator does the same as he comments on Zhukeshi’s
(the Chinese counterpart of Jukes) letter to his friend. He acknowledges in black and white

the presence of the reader, whereas it is merely implied in the original:

R TR o (1 RG] T SRR T [ WSS - [In the
letter a few words and phrases seem deliberately to ask [the reader(s)| not to forget
that lightness and happiness...](Yuan tran 1937: 92, my emphasis)
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ST: There were phrases in it calculated to give the impression of light-hearted,

indomitable resolution. (Conrad 1903/1998:97)

Apparently, ‘the reader(s)’” in both excerpts refers to those who are reading the Chinese
translations. Chinese readers are therefore invited to communicate with the narrator of the
text. Even though the narratees are not specified in He/ shuishon and ‘Fuke, yige huiyi’, the use
of the third-person feminine and neuter pronouns — #fi[she] and *[it for an inanimate
object]/ 4 [it for an animate object] — which all share the same pronunciation 7z, also
unavoidably defines the narrative as a written text rather than an oral one. The Chinese
narrators somehow ignore the narratees implied in the narrative texts and aim to establish

direct contact with the readet.

While one may say that the structural differences between English and Chinese do not
give the translators much choice to reproduce the same features in the Chinese narratives, 1
would argue that the question to ask here is not what the translators could do or could have
done but why the translators behaved as they did. If we address the issue from the stance of
the general reader in Republican China, we see that the reader would not acknowledge such
changes in perspective in terms of the identity of the narrators in the Chinese versions. Most
of them were unlikely to have access to the English versions and certainly would not think
of comparing the Chinese translations with the originals in normal circumstances. Chinese
readers would naturally regard the Chinese versions as the ‘original’. This image of the
Chinese versions would be reinforced by the voice of the assertive omniscient narrator.
Nevertheless, the occasional Europeanized sentence structure, unfamiliar words and Western
concepts, as well as the conflicting world-views may undermine the authenticity of the
Chinese versions. These features remind the target readers that the narrator, who is reporting
and commenting at the same time, is located in spatial and temporal dimensions that are

different from their own. The estranged effect is more likely a result of the translator’s
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attempt to reproduce the point of view on the ideological plane in the target culture. This

double voice of the Chinese narrators takes a form which is not intended by the author.

III. ‘The Unreliable Narrator

Not all translations arouse suspicion among readers. By ‘suspicion’, I am not thinking
of the classical metaphor of ‘les belles infidéles’ in which the fidelity of the translation
/translator is assessed by a bilingual or multilingual reader capable of comparing the
translation with the original. The reader questions the reliability of a narrative discourse
when contradictions or conflicting views crop up. Here I am using the notion as proposed by
Wayne Booth in his 1961 discussion of the narrator. Booth describes a narrator as ‘reliable’
‘when he speaks for or acts in accordance with the norms of the work (which is to say, the
implied authot’s norms), unteliable when he does not” (Booth 1961/1983:158-159). This
concept was further clarified by Seymour Chatman, who looks into the elements that make a
narration unreliable. A narration, he said, is unreliable when ‘the implied reader senses a
discrepancy between a reasonable reconstruction of the story and the account given by the
narratot’ (Chatman 1978:233), and the causes of this unreliability can be cupidity, cretinism,
gullibility, psychological and moral obtuseness, perplexity and lack of information, innocence,
or simply some ‘baffling mixtures’ (ibid). Shlomith Rimmon-Kenan transforms these
abstract nouns into concrete situations in which the narrator’s limited knowledge, her

personal involvement, and a problematic value-scheme cause doubts to form among readers:

when the facts contradict the narrator’s views, the latter is judged to be
unreliable...; when the outcome of the action proves the narrator wrong, a doubt
is retrospectively cast over his reliability in reporting eatlier events; when the views
of other characters consistently clash with the narrator’s, suspicion may arise in
the reader’s mind; and when the narrator’s language contains internal
contradictions, double-edged images, and the like, it may have a boomerang effect,

undermining the reliability of its user (Rimmon-Kenan 1983/2002:100-101).
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Considering the elaborations provided by Chatman and Rimmon-Kenan, we may
define ‘the norms of the work’ as the content of the narrative which can be isolated from
the narrator’s subjective voice; that is, the part of the narrative which is not focalized
through the narrator. The crux of the question is the narrator’s positioning in the narration.
When the narrator presents herself as an individual straying from the voice of a higher order
(where the author is assumed to be found), she no longer enjoys the authority conferred on
her. Therefore, when the narrator shows limited knowledge of what should have been
known, false judgment of the events and characters in the narration, or his or her own set of
values is not compatible with that endorsed in the work, the narrator’s role as an honest and
competent reporter will no longer stand. Chatman points out that to say a narration is
unreliable, the reader has to be aware of the existence of the implied author who sends

messages or hints bypassing the narrator, as shown in the following diagram (Chatman

1978:233):

‘ A
Implied R Implied
author [~~~ » narrator » narratee [----- »  reader

Whenever there appears to be an obvious credibility gap between what the narrator says and
what the narrative is believed to be, the reader is prepared to go back to the higher order, the

implied authort, for verification.

We can apply this notion to translated narrative discourse and consider the act of
translating to be one of narrating, Just like the narrator discussed above, the translator can
choose to imitate the original and hide her voice behind the characters/natrators ot to relay
the original in a more mediated way. I would like to reiterate that for the moment, the

concept of ‘mediation’ has nothing to do with the kind of translational problems caused by
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cultural differences during the actual translation process. Instead, I am looking at the
translator as narrator and the ‘narrative situations’ she creates through the presentation of
the translated narrative text. The translator of Jimu ye (Lotrd Jim), for example, speaks
through the voice of the narrator, who takes on the role of a storyteller. Most of the time,
he shows himself to have full knowledge of the characters and events and speaks in a
confident tone. The Chinese text is not interrupted by direct quotations in the original
language. German words such as ‘Schwein’ and ‘Ewigkeit’ are rendered directly into the
Chinese words Eﬁ [pig] and “<% [eternal life] respectively. Only Liang Yuchun is
acknowledged as the translator on the cover and title pages, although the translator’s preface
is written by Yuan Jiahua, whose work is acknowledged only in the ‘Editor’s Note. Despite
the fact that the translator intervenes extensively to modify the text for the Chinese audience,
there are few traces left on the textual level that reveal it to be a mediated version of the
original. We may even go so far as to suggest that the translator assimilates himself into the
text and speaks for the narrator and the characters, narrating the original from an internal

petspective.

The translator of He: shuishon (The Nigger of the Narcissus’) takes up a similar position.
The pun on the name ‘James Wait” and the imperative form of the verb ‘Wait!” in the scene
where the chief mate musters the crew is reproduced. The name of the black sailor is
translated into ?,ZI%'ETT - {#H (pronounced as jimusi buite). The request is rendered into [fi'p,
which is prounced as huifou, to recreate the effect of the pun on the surname buite. “Wait’ is
replaced by a different action - [filji, literally means ‘turn back (your) head” or ‘look back’.
However, the Chinese version is presented so naturally that it does not stir up suspicion. The
major difference between Jinu ye and Hei shuishon is that the latter is heavily annotated. The
narrative is constantly interrupted by a voice which carries authority and speaks beyond the
narrative levels, a voice which resembles that of the author in the sense that it addresses
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readers directly and guides them through the reading, providing information which is
necessary for a ‘correct’ understanding of the text. In these paratexts, the translator separates

himself from the narrator and speaks for the author in a didactic tone.

In contrast with this authoritative position, the translator of the two stories, “Taifeng’
(Typhoon) and ‘Fu ke, yi ge hui yi’ (Falk, a Reminiscence), which are collected in the same
book entitled Tuifeng ji gita, reveals himself in both Chinese texts in parentheses following
direct quotations from the source texts. The act of the translator-narrator in distancing
himself from the objects of observation in “Taifeng’ should also take into account the use of
words like #¥{§, {Jf% and {I]~7 which are added to indicate subjective interpretation. The
translator-narrator modifies metaphors Chinese readers may find offensive, especially in the
scene where the Chinese coolies are brutally subdued by the white men. Apart from ‘pigtails’,
which is rendered into a simile ﬁ*f = I|pUSZRE [the pigtail-like plait], there are also
descriptions of the operation as ‘an altogether fiendish business’ (translated into ;,F;E] H kL
PYRELAVHER 2 Fh[ [this thing/business is like a devilish deal in hell]) and the special ‘quality’
of the Chinese people after being beaten up — ‘something about him that is deuced tough’
(translated into 1~ 1] 4] H[Hrlﬁﬁﬂ [Chinese people seem to be particularly toughl).
The wording prompts the Chinese-speaking translator-narrator to keep a distance from the
speakers — the character and the character-narrator in the original text. At the same time,
however, he wishes to remain impartial and report truthfully the original story together with
the attached value system. The resulting Chinese version will only expose his difficult

position if it is contrasted with the English original.

Translated discourse is not unreliable by nature. Considering the fact that most
translations of literature are presented as the only version available to the reader, just like any
original narrative work of fiction, the narrator should enjoy the same kind of trust until
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proven to be untrustworthy. However, there are cases in which the translator relinquishes the
authority to speak on behalf of the author. In such cases, the translator may choose to
juxtapose the original text with the translation so that any competent bilingual reader can
challenge the reliability of the translated text. Some translators choose to adhere closely to
the original sentence structures, producing highly foreign or even unintelligible translations
for the target readers. In such cases, the translator admits that the translation is but one of
many interpretations of a superior text. But how can translators defend their works as one
of the many ‘faithful’ interpretations of the original? How can the reader trust the translator
to be a reliable narrator of the original when she is not the only narrator to speak for the real
author? As discussed eatlier, the reader tends to seek proof from the author when the
reliability of a narrative is called into question. To defend their work against the criticism of
being ‘unfaithful’, some translators seek to establish their credibility by giving an authentic
definition of the ‘implied author’, which Ansgar F. Ninning considers to be ‘the only

yardstick’ for evaluating a narrator’s unreliability (2005:91).

The notion of the implied author was first designed by Booth to serve as the definitive
image of the author. It refers to the second self of the real author as projected in a novel as
opposed to the ‘real” author, which Booth later called the flesh-and-blood person (FBP). It is
the sum of the decisions made by the author in terms of the style of the author’s language
and ethical judgments — an idealized version of the author attached to a particular piece of
work. It is ‘the core of norms and choices’ (Booth 1961:74-5) and points to the only correct
interpretation dictated by the FBP. In similar terms, Chatman defines the implied author as
‘the invention and intent’ of the novel (Chatman 1990:85). Based on this image inferred
from the novel, the reader receives directions on how to understand and appreciate the piece
of work, as it is designed by the ‘author’. It is the label given to the properties of a novel and
has no voice (hence ‘it’ instead of ‘she’). It is ‘implied’ in the sense that the reader has to
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‘reconstruct’ this image following the traits laid out in the narrative (Chatman 1978:148;
1990:74). Preferring the word ‘reconstruct’ to ‘construct’, Chatman agrees with Booth that
the construction of a text ‘pre-exists’ any individual act of reading, thereby emphasizing the

directing function of the implied author.

Gérard Genette takes issue with Booth in arguing that the implied author described by
Booth is identical to the real author provided that the image presented is faithful. The
‘faithfulness’ of the author’s image hinges on two factors: (1) its production by the (real)
author; and (2) its reception by the reader. The ‘real” author, in Genette’s description, is not
the FBP to which Booth refers, which is an entity independent of the novel. On the contrary,
the author cannot be separated from the text. The author is the agent who produces the text
and the person who is responsible for its reception. Regardless of how much authority she
enjoys, the author cannot dictate how the reader interprets the text. Genette goes further by
suggesting that the reader can provide a more accurate reading of the work and construe a
more reliable/faithful image than the FBP (Genette 1988:143). The task of interpretation is
vested entirely with the reader. What Booth and others refer to as the ‘implied author’ should
be replaced by the concept of the ‘inferred authot’ and should not be considered a narrative
agent (ibid:148). This means that the implied or inferred author has neither a voice nor a

position within the narrative, as Chatman suggests.

The above discussion is significant for understanding the concept of the ‘faithfulness’
of translated discourse. For Booth and Chatman, the faithfulness of an interpretation rests
entirely on the readet’s ability to decode the hints laid out in the narrative. As Harry E. Shaw
points out, there is a ‘rhetoric’ informing a narrative work which the reader must decipher to
‘inhabit a world of internality’ as constructed by the author (Shaw 2005:300). Unless the
author provides explicit instructions or guidelines, there is no objective standard by which to
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assess the ‘accuracy’ of any interpretation. In most situations, this is not even necessary.
However, the case is different for a translated discourse. The translator, by definition, is
supposed to reconstruct the world inhabited by the author into another written text for a
different readership if the translation is to be claimed as the work of the same author. What
starts as a product of an ‘external observation’ as perceived by the reader-translator must be
transformed into an ‘authentic’ version of the original narrative. The prerequisite for a
successful transformation is to establish the image of a reliable translator who is capable of
interpreting both the novel and the author in a faithful manner. The translator must gain

access to the implied author.

The (re)construction of the ‘implied authot’ relies on the translator’s interpretation of
the narrative text, which starts with the rhetorical devices found in the text. Franz Stanzel
compares this concept of the ‘implied authot’ to terms such as ‘the spitit of narration’ and
‘narrative function’ and called it ‘the deep structure’ of a narrative work, which can be
brought to the reader only through ‘theoretical operations’ (Stanzel 1984:16). Only readers
who are capable of such ‘theoretical operations’ are in a position to gain access to the
implied author, which represents ‘the results of the investigation of the meaning of a text,
and not the source of that meaning’ (Bal 1985:120). As we shall see in the next section, the
translators of the works of Conrad establish themselves as qualified readers who are
competent to define the implied author by presenting themselves as educated scholars in
English literature. They collect data from English language books and academic articles on
the original and the author. They also prepare commentaries for the translations on behalf
of the original author. The implied author described by the translator is exactly the ‘meaning’
of the narrative text which is preserved in the translation. As the translator-narrator
illustrates what the original is and defines the image of the implied author, the reliability of
the narration — now in the form of a translated text — can withstand a challenge from any
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average reader.

IV. The Translator’s Authentic Voice

The construction of the implied author takes place on both the textual and paratextual
levels. As noted in previous sections, the translators mostly speak in the voice of the
narrators or characters within the narrative texts. Their presence can be detected only when
there is a conflict between their views and those expressed in the original, most (but not all)
of which concern ideological differences. However, to reinforce the image of the implied
author they construct on the textual level and to secure their authority to establish that image,
the translators use paratexts to define the ‘author’ in their own voice. These paratexts should
therefore be considered as part of the translators’ effort to represent the original and the
author. Paratexts refer to accompanying productions which are regarded as belonging to a
text ‘in order to present it’ and ‘to make present, to ensure the text’s presence in the world, its
“reception” and consumption in the form of a book’ (Genette 1997:1). They include covers,
titles, dedications and inscriptions, prefaces/postsctipts, notes, and even texts which are not
attached to the book itself and can be grouped under the term ‘epitexts’ such as reviews,
interviews, correspondence, etc. The function of paratexts is to influence the public and to
facilitate ‘a better reception for the text and a more pertinent reading of it’ (Genette 1997:2).
Paratexts therefore carry a directing force aimed at drawing the attention of potential readers

to certain aspects of the book.

The three books covered in this chapter have an almost identical layout. On the cover,
the Chinese title is arranged vertically in the middle of the page and appears in a larger font
size than the other characters. The name of the publisher ﬁ@ﬁfﬁj?{ﬁﬁ (The Commetcial
Press) is printed in the bottom left-hand corner. In the top right-hand corner, the Chinese
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transcription of the authot’s name, ¥ i (kanglade), is juxtaposed with the name of the
translator next to it on the left. From the outset, the translator is honoured as much as the
author, whose name is represented in Chinese characters. All the words are hand-written in
the form of Chinese calligraphy, a feature of the production that is likely to impress the
reader. The title page repeats the details that appeat on the cover. The name of the author is
now printed in English as Joseph Conrad’ and the editor 1% Ff =l £ & 5 ﬁ?ﬁ%é
Fl f{ (The Committee on Editing and Translation of the China Foundation for the
Promotion of Education and Culture) is added next to the publisher’s name. The translator’s
preface appears before the authot’s preface and the translation propet, functioning as the

‘reporting clause’ to introduce the author and his work.

At the beginning of Jimu ye, Hu Shi, the Chairman of the Committee on Editing and
Translation, writes a note in memory of the late translator, Liang Yuchun. He endorses him
as a talented young writer and as a faithful and enthusiastic translator. He also introduces his
successor, Yuan Jiahua, who translated half of the novel after Liang’s unfortunate death. In
spite of this, Yuan’s name is neither recorded on the cover page or in the colophon, nor does
he sign the translator’s preface written by him. In the preface, Yuan gives a biographical
account of Joseph Conrad and a description of his major novels, short stories, essays, and a
play. In defining his works, Yuan identifies the ocean as the common background to the
stories. The author writes about ocean-going ships, sailors, merchants, and indigenous people
in the East (Yuan 1934:5). The purpose of the technical nautical terms that appear in the
stories is described as purely functional and the theme of his novels as the loneliness of the
soul and the fatalism exhibited through the losing battle human beings fight against Nature
(Yuan 1934:6). He draws attention to the melancholy mood which colours both the novel
Lord Jin and its protagonist. This brings the reader down from a state of excitement to one
of deep sadness as the sense of fatalism develops (ibid). Readers of the Chinese translation
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are led to focus on the theme, which is universal in nature and can be readily appreciated
without further assistance. Yuan presents Liang Yuchun as the only translator of the Chinese
version and depicts him as a friend whose life was too short, a desolate figure, and the first
and only translator of Conrad’s works at that time. Even though Liang does not speak in
person in the preface, he is the only translator presented to readers, a translator who is
capable of sympathizing with the protagonist’s fate and bringing out the ‘spirit’ of the piece.
The preface sets the frame not only for this translation, but also for the others to come as

the project progressed?!.

The official introduction comes with the translation of The Nigger of the ‘Narcissus’,
which was published in 1936. On the one hand, the writer aims to establish the translator’s
position as the spokesman endorsed by the author. On the other hand, he also has to work
on the portrayal of the author who was not widely known in China at that time. Immediately
after the title page there appears a photograph of Joseph Conrad with his autograph beneath
it. This arrangement ensures that the author is no longer just a name on a piece of paper. His
image and handwriting bring in a personal touch, strengthening the ties between the author
and his representative (the translator) in the Chinese context. Yuan wrote the thirteen-page
preface at the foot of which his own name appears. His qualification for the task is further
consolidated at the end of the preface. Twelve English books are provided as references,
implying his intellectual competence in the author and in English literature in general. Yuan
starts by listing Conrad’s achievements in the literary field. The author is described as an
‘international writer” who travelled widely as a sailor. Possibly because of Conrad’s eatly
careet, which involved him in the sea trade, and due to the fact that Conrad was Polish by
origin, Yuan identifies him as a ‘cultural invader, at the same time assimilated by other races’
(Yuan 1936:1). Yuan does not elaborate on the sensitive term ‘invadet’?? and instead
concentrates on Conrad the writer. His achievements and his view of fiction as a form of art
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are compared to those of novelists who were more famous in China such as Thomas Hardy,
Henry James, Robert Louis Stevenson, John Galsworthy and Arnold Bennett. That Conrad is
comparable to these well-known foreign writers shows that Chinese scholars have not done
justice to this accomplished novelist and, more importantly, Liang Yuchun, the translator, is
one who appreciates the value of his works. According to Yuan, Conrad’s concept of the
novelist’s mission is to discover the truth of the universe and human life and to convey it in
the most efficient and skilful way. The novelist traces emotions back to their sources. Once
again, the emotions and feelings expressed in Conrad’s works are considered to be the
distinctive features of his style as a writer. Such sentiments, Yuan writes in the preface, can
be comprehended only by as sympathetic a reader as the translator. Throughout the preface,
Yuan reports Conrad’s ideas on fiction and describes his style in third-person indirect speech.
His account of Conrad’s style is supported by Conrad’s own writings in direct quotations
which are translated into Chinese. Without supplying the original English text, the translator
creates the illusion that the author is elucidating his own views in person despite the fact that

it is Yuan who gives a diegetic report on Conrad the author, an image which is largely created

by him?3.

The translator again quotes directly from Conrad on the theme of The Nigger of the
‘Narcissus’, which is to explore the depth of the mind and the essence of life (=TGR, %
FAH T A%-=). In his own words, Yuan proceeds to analyze Conrad’s narrating skills — =JlIjiu#
4%, which is followed by an English version in brackets: ‘(Oblique method of narration)’.

The essence of Conrad’s art is depicted in figurative language:

T efER > A EE  SS0ENH e RS PR > S \;fﬁi’%%~ RN
PR TR B BT PR SR ESAORI 4 - (Yuan
1936:8)

[Back translation: Hitting and knocking at the sides, as if coming close, then
drifting away, (it) traps the reader in a mesmerized alien land. At the end, suddenly

a flash of light, the profile and demeanour of the characters are projected cleatly.
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(This) accidental glimpse leaves you with an impression which can never be

erased.]

On the narration’s impact on the reader, Yuan writes:

A PRI CRLIEH i e I R [ (P H o o i IR
7o (Yuan 1936:8)
[Back translation: The shipmates’ delights are the author’s or the narrator’s delights,

which also become those of the readers or observers like us.]

To say that the reader experiences the same feelings as the narrator and the characters
indicates that the whole narrative is delivered from an internal perspective. The
author-narrator intends that the mental processes the shipmates go through are to be shared
by the reader. In other words, there is only one diegetic level on which all parties, including

the author and readers (who are not narrative agents by definition) converge.

He further elaborates on the focalization in the novel in part three:

FHIFH ALY ﬁ"&ﬂ'%EILE'J e AL e L R IF‘A’F}
A IR N2 S0 RO R © TRLESRE B« iF
(= B i_ifﬁj%k“%¢ £ o RLEMPEH R BT l?ﬂ'i“?fmiﬁ?" RESRP ﬁf i
Frel; \ S #jft J??rEE[gLﬁ{I_F{Ir’:FFIJUJ—A AV S =R ;"F* 7{7 FREFIE
(Yuan 1936.10)

[Back translation: The narrator usually uses first person in the book. Apparently,
(he) is one of the members of the crew, but in fact they are not actually related to
each other. He disappears and reappears from one moment to the next. His
entrances and exits do not follow a regular pattern, (and he acts) like an
omniscient detached observer, possibly the young Marlow. This observer is the
magnifying glass itself, the totality of the temperament, feelings, and
understanding of the artist, (he) is Conrad himself. However, this novel is
Conrad’s first masterpiece in his eatly years, and this technique is not yet

clear/recognizable.]

Yuan identifies the unnamed first-person narrator with Marlow, who also appears in the first
Chinese translation of Lord Jim, and Conrad the author. He points out that the narrator as
the omniscient author is a typical feature of Conrad’s novels, implying that the same

perspective is adopted in other works by the same author. The inner world of the seamen is
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summarized in the preface:
FE PR SR AT SR BT UL
S [T IR R R J[ [‘FE (Yuan 1936:10)
[Back translation: The characters and lives of the seamen are harsh yet gentle,
cruel yet generous. Humour and sarcasm are only a mask behind which lies deep
sympathy.|

The translator once again draws attention to the intensity of sentiments expressed in the

text.

The translator also goes back to Conrad’s style by addressing the abstract idea of the

ambience (Ff#) built up in the novella:

TR RURL S J}VKF: > IR RLB T IR il > AT TR0 P
T B K- PRSI © (Yuan 1936: 11)
[Back translation: What is called ‘ambience’ is originally the psychological
condition, (which is) also the colour tone which fills the space. (It) leads us
unconsciously to immerse (ourselves), to become permeated in and drunk on a

spiritual gas/smoke.]

Such an ambience, he continues, is accumulated through the description of the setting and
the natural environment, as well as of the actions of the sailors. In other words, it is the
poetic quality of the language which holds this ‘magic’ (Jf£7), in Yuan’s words, and it is not

casy to translate:
AR T SRR 2 DAL BRI - R
ka FL[ b1 (Yuan 1936:11)
[Back translation: We know that poetry is untranslatable. In that case, poetic prose,
to say the least, is not easy to translate. Retaining the style (of the original) is easier

said than donel]

The translator does not go on to elaborate on the language of the original in concrete terms.

He again resorts to figurative language:
=5 PRI b BT SRR > S BRI [l R e A TR R e =72
B3 (Yuan 1936:11)
[Back translation: As we read, (we) only find every single character ablaze and rich,
every single character shivering/clinking and sonorous, while at the same time, the

collocation and shape of words and phrases are beautiful and balanced.]
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Chinese readers are not encouraged to attend to the more technical aspects of the original
text such as the specific rhetorical devices which contribute to the writing style, a topic which
scholars and theorists have reiterated was the main purpose of translating Western literature
during the Republican period. The translator explains neither the translation method adopted
nor the principles regulating his work. The only remark concerning the translation is the
statement: ‘Naturally, translation is an honest job’ (Yuan 1936:11). While the mood of the
narrative and its impact on the reader are explained in some detail, the authot’s style and its
reproduction in the translation are wrapped up in language commonly used in traditional
criticism of Chinese literature. The use of words like ‘ablaze and rich’ and ‘sonorous’ to
describe the literary effect is mostly subjective and impressionistic and the key feature
invariably falls back on the text’s power to affect readers and to appeal to their emotions.
Although he starts by assuming the persona of the FBP, Joseph Conrad, the translator
gradually slips out of this persona to adopt the image of the implied author, initially based
on his interpretation of the English original, and later through a gradual shift to the features

retained in the Chinese version he translates.

The endnotes to the translation are written in a similar tone. The content of the
endnotes coheres with the packaging of the novella of sea adventures. Over two-thirds of
the notes are used to expound operations and concepts related to navigation and
geographical knowledge which is essential to an understanding of the dangers to which the
seamen were exposed, though many are not necessary for an understanding of the texts.
Notes are also provided to illustrate the cultural concepts and intertextual references to
Greek mythology and the Bible. In some of these items, the translator speaks in the voice of
the author to explain certain intended effects of words or expressions that appear in the text.
We find an example in the note on ‘Pelham’ ‘Conrad, to contrast life at sea with that on land,
uses this novel to show the sailors’ special curiosity about the darkness of life on land.” (Yuan
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1936:176). Sometimes, the subject (that is, the author) is hinted at implicitly as in the note
provided for the expression ‘could have been expressed in six words™ ‘to express
Xinge’erdun’s (Singleton’s) naivety’ (Yuan 1936:178). Even in the endnotes, the translator
seldom discusses his own translation or explains his choice of words. On limited occasions,
Yuen illustrates his knowledge of the English words used in the original and points out the
differences between the Chinese and English versions. On his translation of ‘Dutchman’ as
[£~"2% Yuan analyzes the original in detail, explaining that ‘that blooming Dutchman’ can
either refer to the Norwegian sailor or can be used as a pun to hint at “I'’be Narcissus’. He
justifies his own choice by using the determiner #[i{ji' (that)?. The translator also uses the
endnotes to give specific guidance to readers so that they can correctly decode individual
clauses found in the translated text and gradually build up an image of the ‘authot’ that tallies
with the one constructed and dictated in the preface and created through Yuan’s translation.
This is necessary to enhance the translator’s prestige (as an expert who understands the
English text and discerns the true intention of the ‘real’ author) and hence his authority to

interpret the original.

The preface to Taifeng ji gita is structured in a similar way — as a combination of
personal opinions and scholatly reviews. The text, however, is written in a rather different
tone in that the authoritative voice is somehow weakened. The preface starts with a personal
review of Typhoon and Other Stories and provides factual background information. There are
only two quotations in the five pages that comprise the preface, both of which are translated
into Chinese: one is a statement about the close relation between Conrad’s style and his
former profession as a sailor, while the other is from a letter written by George Gissing in
1903 that discusses the female characters in Conrad’s novels. Five endnotes are included in
the preface. Apart from the second direct quotation just mentioned (the source of the first
one is not revealed), two of the notes are about English references on Conrad’s works and
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the other two list sources for Conrad’s views on Galsworthy’s fiction and his own work. The
whole text appears to be a commentary on the English original and the author’s style when
he composed the stories. The translator tends to maintain an independent voice that
separates him from the author and identifies him as a reader. When he comments on
Conrad’s play ‘One Day More’, which is adapted from the story “Tomorrow’, we see for the
first time Yuan’s criticism of Conrad’s monotonous style and lack of organization. As Yuan
appraises the authot’ literary achievement in “Typhoor’, he unavoidably points out the
redundancy and verbiage exhibited not only in the play, but also in the author’s early works.
While he does not name any names, it is not difficult to see that readers are likely to make an

association with the Chinese translations published in the past few years.

It is also in this preface (in the last two paragraphs) that Yuan first reveals that he
considers himself a humble translator. He acknowledges help from his wife and the possible
blemishes readers may find in the text as a result of his incompetence. At the same time,

however, the author’s style is reproduced in his translation:
ERLFATRY T ST SR - FHRRS L -
PRZEBY )+ AL A T R R I - R
ek PR TRRLT 7 P B TR R B R AL
%ﬁﬁ'}ﬁﬁ“’W‘J o — FOY ﬂ,,E-I?J ﬂ,@iﬁﬁ , EVEJ ﬂ”Eﬁﬁ\ B’:J—F’j:g, > (Yuan 1937:5)
[Back translation: But in these few translations, I know that there are still parts in
which (the language) is not natural. This, of course, is my responsibility. If there
are parts which are obscure, perhaps it is because I did not understand (the text)
thoroughly, or my translation is not idiomatic, or perhaps it is the true face of
Conrad. As long as the obscure parts are not incomprehensible, obscurity can be a
unique style — or (one) may say shortcomings. A language has its own

characteristics, and its own suggestive powet.|

Here, Yuan clearly considers the Chinese text to be an interpretation of the original. The
translator is but one of many readers. The success of the translation largely depends on his

understanding of the original and his rendition into the Chinese language. There is a gap
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between the two languages which cannot be bridged during the translation process because
of the uniqueness of each language. His remarks echo the German words and pidgin
English left intact in the Chinese version. The translator cannot speak for the author; readers
have to decide for themselves what the original means. In the end, he surrenders his

authority by admitting that he is but a meek translator:

[ B RSE E T SLR FIE - £ R ] L S
@%ﬁiﬁumﬂjﬁwm A SR - R Euﬁa@tﬂu
ﬁ‘ﬁﬁ_”gjﬁﬁl Ff o (Yuan 1937:5)

[Back translation: Besides, these explanatory notes do not necessarily help the
reader. Sometimes (the notes) may cause hindrance. Therefore, I hope that readers
will ignore them if they can help it...I have to admit that a translator’s

interpretation is not necessarily superior to the reader’s understanding. |

This may explain why the preface to this translation was renamed the 7 #H[ff F%[ [Additional

note from the translator] to underline the humble position the translator now assumes.

In comparison with the impression given in the preface, the image of the translator
projected in the endnotes is not as inferior. Among the 79 items, there are more intertextual
references to Conrad’s other works such as ‘A Personal Record’, The Schombergs in [7ctory,
[HANUPE (The Great Beyond) in The Nigger of the ‘Narcissus’, and ‘Nan-Shan’ in ‘Freya of
the Seven Isles’. These hints may, to a certain extent, emphasize the translator’s knowledge
of Joseph Conrad and his works. There is another type of endnote concerning the
discriminating expressions found in the texts. The translator identifies these possibly
offensive expressions and provides explanations, such as in the term ‘Celestials’ mocking the
Chinese people, ‘brass-bound uniform’ used against the ‘ship’s boy’ (Yuan tran 1937:262-3),
and the Chinese expression “5f J\E}JF’[ ~~~~~~ FE3Y [you wave your thumb] used against
another character, meaning ‘you are an ass’ (Yuan tran 1937:263). Having identified himself
as a reader in the preface, such interpretations would appear to be personal opinions put

forward for the reference of Chinese readers.
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The three prefaces we have discussed so far were written by the same translator, Yuan
Jiahua. In the first two prefaces, the translators are entitled to a degree of authority equal to,
if not greater than, that of the author. They are depicted as reliable and competent
mediators who are capable of communicating with the author and the original work,
considering their ability to sympathize with the protagonist in the novel and their knowledge
in the relevant areas. As readers accept their authority to interpret the original and to
prescribe the image of the author established in the preface, the Chinese translations too are
likely to be accepted as reliable even though the characters speak fluently and even use
colloquial Chinese expressions. In the preface to Taifeng ji gita (Typhoon and Other Stories),
Yuan gives up an authentic position and refuses to assimilate into the image of the original.
As I have just demonstrated, the translator no longer sides with the author and maintains his
position as a privileged reader. The image of the implied author projected in the stories
becomes a variable to be determined by Chinese readers. While certain parts of the original
text are supplied in the translation, Chinese readers, and monolingual readers in particular,
can only follow the traits laid out in the Chinese version prepared by the translator. Although
the translator may have kept his distance from the author and the source text, he does not

relinquish the power to define the effect of the original.

V. Conclusion

In a translated narrative, the translator functions as a narrator as she recounts the
author’s story in a different language. The difference between the narrator and the translator
is that the former is a narrative agent designed by the author, whereas the latter can choose
to establish herself as one or more of the narrative agents ot to exist beyond the narrative
levels by commenting in paratexts. With the help of Roger Fowler’s concepts of ideological
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and perceptual points of view, the analysis in this chapter demonstrates that the translators
of Joseph Conrad’s sea stories are selective in how they position themselves within their
translations. Liang Yuchun renders the novel originally narrated from an estranged
perspective into an internal narrative told by a storyteller in the image of the omniscient
author. The ideological plane has also been negotiated for the average reader who is not
familiar with the world of seafaring. Even though the plot and the content remain largely the
same, the voices are in the Chinese version are merged into one of a single narrator, who
effectively takes over the original story and reshapes the narrative in the Chinese model,
producing a lively account of events highlighting the tension between the characters as the
tale unfolds and the mental conditions of the protagonist. Yuan Jiahua assumes a similar
position in his translation of The Nigger of the Narcissus’in the sense that the narrator, also in
the image of the storyteller, has full knowledge of the storyline and of the characters and
their state of mind. He makes use of the different aspectual markers, and of the experiential
markers in particular, to present the actions vividly so that Chinese readers feel as if they
were experiencing as the characters did in person. The Chinese narrators’ positions in the
translated narratives conform to the introductions to the novel and novella found in the
prefaces. The translations ‘accurately’ reproduce the theme of man’s battle against the ocean
and the fragility of humankind. In He7 shuishou (The Nigger of the Narcissus’), the Chinese
narrator successfully dramatizes the adventure of the crew on the ‘Narcissus’ and shows
their determination to weather the difficult situation in which they find themselves. Once the
translators successfully define the implied author, any change in the narratorial perspective

adopted in the Chinese version can easily be justified.

The translator does not necessarily adopt a sympathetic position and impersonate the
narrator or author. As we see in the translations of “Typhoon’ and ‘Falk, a Reminiscence’,
Yuan separates himself from the narrator within the text and from the author on the
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paratextual levels. To describe his position as ‘antagonistic’ may be an exaggeration, but Yuan
obviously refuses to speak for the author in his interpretation of the stories. Now identifying
himself as just another ordinary reader, the translator puts himself on an equal footing with
other Chinese readers. We note that the Chinese narrators in these two stories lose
confidence in their narration considering the large number of words for interpretive words
inserted into the Chinese version. On certain occasions, the original texts are included in the
main text or are supplemented in brackets for the reference of competent bilingual readers.
This image of a humble translator stands in stark contrast to that of the self-assertive
spokesman seen in the other two translations, despite the fact that the reader relies on him to

translate these sea stories.

Why does the same translator seek to place himself and, indeed, his translation in a
seemingly vulnerable position? If we consider translation as a kind of natrration and compare
the translator to the narrator, the reliability of the translated narrative largely hinges on the
position taken up by the translator-narrator. Whether we call it the ‘implied author’ according
to the term coined by Booth or the ‘inferred author’ following Genette’s argument, the
translator-narrator has to identify with the author if she is to smooth away the inherent
incongruities between the Chinese language and the original exotic setting. In other words, if
the Chinese translation is to be considered reliable, and hence faithful, the translator-narrator
must convince the reader that the narrator in the Chinese version and the author are
speaking in the same voice and share the same set of social and cultural values. It is possible
that Yuan chooses to drift apart from the narrator of the original text in order to dissociate
himself, the Chinese translator, from the characters whose world-views clash with his own.
By taking up such a stance, Yuan also imposes his interpretation of the source text on his
readers by drawing their attention to details which may be considered repellent in the
Chinese context.
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Whether the translators choose to adopt a sympathetic, apathetic, or even antagonistic
position, their presence at different levels in the translated text is a significant factor in how
Chinese readers receive the original text and their perception of the authors and their works.
If we consider the translators’ positioning in translated narratives as one way to describe
their practice, how can we account for such a practice as reflected in their work? In the next
two chapters, I will examine two factors which have an impact on shaping the translators’

behaviour: patronage and discourse on translation.

Notes

1 Shen draws examples from English translations of Chinese traditional realistic fiction, in
this case Honglon meng. She does not differentiate the narrative agents from the non-narrative
agents in a narrative discourse. “The author’ is interchangeable with ‘the authorial narrator’,
‘the dramatized narrator’ and ‘the implied author’.

2 T use the term ‘point of view’” here according to Fowler’s definition illustrated later in the
same paragraph. The definition, however, is challenged by the narratologists. Gérard Genette
considers it to be misleading and replaces it with focalization (1980:29-30). Rimmon-Kenan
also adopts a narrow definition, referring to it as the ‘prism’, or ‘angle of vision’ through
which the story is perceived (2002:72). Throughout the analysis, ‘point of view’ is used as a
general term, whereas the more specific viewing position is referred to as ‘focalization’.

3 Fowler considers language to be part of, as well as a result of, social process and that it
helps consolidate social structure ‘along with the power of state agencies, corporations and
other institutions’ (Fowler and Kress 1979b:190). While most scholars apply CDA to
contemporary texts such as political statements and journalistic articles (Fowler and Kress
1979a, Fairclough 1995, 2001 and 2003, Kuo and Nakamura 2005), Fowler is one of the few
who use the model to examine literary texts.

4+ The notion of anti-languages was coined by Halliday in 1976 in a paper entitled
‘Anti-languages’ (UEA Papers in Linguistics, 1, 15-45; also a shorter version in Langnage as Social
Semiotic in 1978).

5> Relexicalization was not included in Fowler’s scheme in 1996, but it is discussed at length
in his other articles, for example, in Fowler 1981.

¢ Halliday draws his example from Elizabethan rogues’ cant. A wide range of terms were
available to name outlaws of different natures, their specific roles in the crime, the tools used,
and the penalties imposed (Fowler 1981:147).

7 In his own analysis of Keats’s poem “To Autumn’, Fowler points out that the word “fruit’ is
used three times (twice as ‘fruit’ and once as ‘fruitfulness’). Different kinds of fruit (“apples’,
‘gourd’, ‘vines’, ‘hazel’, ‘flowers’), words describing the maturing process of the fruits (‘swell’,
‘plump’, “fill’, ‘o’er-brimm’d’), and near-synonyms for the concept (‘maturing’, ‘ripeness’) are
found in abundance in the poem (Fowler 1996/2002:219-220).

8 I will only discuss the first fifteen chapters here because Liang Yuchun is the only
translator mentioned on the cover page and in the colophon.

¥ “Amei - fuside’ (Amy Foster) and ‘Mingzhao’ (Tomorrow) from the translation Taifeng ji gita
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and Bu'an de gushi (‘Unrest story’ — a Chinese version of Tales of Unresf] by Guan Qitong
published in 1936 are generally classified as ‘land stories’, so they are not covered in this
chapter.
10 The story “Typhoon’ also starts with the primary narrative. The conclusion of the crisis
caused by the Chinese people on board, however, is disclosed in the form of a letter which
Jukes, the first mate, writes to his friend.
11 In The Nigger of the Narcissus’, the crew also use the term ‘the old man’ to refer to the
captain. It is rendered literally as &~ by Yuan Jiahua.
12 This is quite obvious in the four stories. Europeans are seldom shown communicating in
direct speech. The Russian Finn and the Scandinavians in The Nigger of the Narcissus’ remain
mute. Those who do speak are portrayed in a negative or flawed light, like the villainous
German captain of the ‘Pama’ in Lord [im, the squeamish German Captain Hermann, the
unfeeling Scandinavian monopolist Captain Falk, and the untrustworthy Alsatian humbug
Schomberg in ‘Falk, a Reminiscence’. In contrast to Jim, they are not given the opportunity
to defend themselves and in Falk’s case, he is not given the opportunity to do so in his own
voice.
13 Foreign concessions were established in the major treaty ports following China’s repeated
defeats in wars with foreign countries in the nineteenth and early twentieth centuries. In
these regions, the Chinese authorities were not able to restrict, regulate, license or tax foreign
nationals directly. The foreign community enjoyed self-jurisdiction. Under the clause of
extraterritoriality, defendants could be tried only in the courts of their own countries and
according to the laws of those countries even where they were engaged in disputes in which
the plaintiffs were Chinese people (Feuerwerker 1983:150). Such rights were often backed up
by the armies and navies stationed in China. In Shanghai, there were two large foreign
concessions: the International Settlement and the French Concession. They continued to
expand in the name of development, which aroused anti-foreign sentiments in the Chinese
community. Huang Fu’s inaugural speech as the mayor of the Shanghai Special Municipal
Government delivered on 7 July, 1927 sheds light on the general atmosphere at that time:
The imperialist powers had shown by the very failure of their colonial
administration in the International Settlement and French Concession that foreign
domination, and especially extraterritoriality that gave haven to Chinese criminals
fleeing the central government’s justice, only sided and abetted ctime...now that
the Nationalists had taken power, this corruption would be cleansed — at least in
the portions of the city under Chinese domination (Wakeman 1995:45).
14 Pidgin’ is defined as a simplified language which comes into being when people from two
‘mutually unintelligible speech communities are attempting to communicate’ (Crystal
1991:264; Burchfield 1998:596). In this sense, the resulting language is a shared property of
both communities. Until the early twentieth century, however, it seems that the pidgin
English used in China or among the overseas Chinese communities was largely considered to
be invented and owned by the Chinese:
Pidgin English came into being in China in the seventeenth century when the
pioneer foreigners established themselves in Canton. Although they were there to
court trade with the Chinese, the idea of mastering an Oriental tongue appealed to
very few of them. So, in time, the natives obligingly accepted the mental
responsibilities necessary to relieve the situation and set about trying to converse
in the foreigner’s which was, for the most part, English. The Cantonese did not
make this concession without reservations. Apparently they retained the right to
discard from English certain disagreeable elements having to do with structure
and sound and to substitute for them some highly delightful and fantastic features
reflecting their own ingenuity. The result was pidgin (Armstrong 1928:240).
In some cases, the language was more than a communicating tool. In another article
published in the China Weekly Review on 9 February 1929, Arthur A. Young quotes an
advertisement for a Chinese dealer in oriental goods in America who drew the attention of
American readers using pidgin English. In his conclusion, Young considers pidgin English to
be an ‘advertising weapon’ which ‘derives its value essentially from the American passion for
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novelty, and if such novelty is tinged with humor, its effect is all the more electric’ (1929:456).
In the eyes of Chinese bilingual readers, pidgin English, when it was not used for the
purpose of communication between two ‘mutually unintelligible’ groups of people as in
novel writing, could have a mocking effect.
15 The concept of responsibility in the case of quotations has been discussed by Clark and
Gerrig (1990), who point out that it is the original speaker who is accountable for the
content in the quotation (Hermans 2007:67). The concept is crucial to establishing the
reliability of the translated narrative, which is discussed below.
16 In other stories, Conrad also uses eye-dialect to mimic the speeches of other characters, as
in the case of Belfast, Archie and Donkin in The Nigger of the Narcissus’. Yuan Jiahua simply
translates the semantic meaning without attending to the phonological features. In Lord Jim,
the direct speech of the German skipper in a rage is written as follows:
Look at dese cattle (Conrad 1900/2002:11)
Bah! The Pacific is big, my friendt. You damned Englishmen can do your worst; 1
know where there’s plenty room for a man like me: I am well aguaindt in Apia, in
Honoluly, in...
..I don’t want the certificate. A man like me don’t want your verfluchte certificate.
I shpit on it...I vill an Amerigan citizen begome. (Conrad 1900/2002:31)
Such features are also not translated or reproduced in the Chinese version by Liang Yuchun:
fac E]lrér L1 (Liang tran 1934:11)
SRR TS o i IFEJLHIJ st R NS
,9;[¢[’sjgiylﬂmij NEIRURLEI LS SN S T P ,ﬂg;ﬂ

5] %"j““”ﬁ'“ S O TR BRI R
ri&}{—J U v . (Liang tran 1934:32
17 While the onomatopoeic word ‘brr’ is kept intact in the Chinese text without any
adornment, the gesture did not necessarily arouse suspicion as it was an accepted practice in
modern Chinese writings at that time.
18 Li and Thompson define ‘perfectivity’ not simply as a completed set of actions. The event
is viewed in its entirety, and is bounded temporally, spatially or conceptually. An event can be
bounded in four ways: ‘(a) by being a quantified event; (b) by being a definite or specific
event; (c) by being inherently bounded because of the meaning of the verb; (d) by being the
first event in a sequence’ (1981:185-186). In their summary, they point out that the perfective
aspect in Chinese does not mean the past tense. It seems to offer more details on the state of
the action or how the action is perceived by the speaker on the spot. In this sense, it is
similar to the function of the perfective aspect expressed by the —# form in Japanese, which
Cockerill recognizes as showing ‘the narrator’s presence in the story more clearly than that
which expresses the past tense’ (2006:30).
19 Both are pronounced as “.4¢’ in Putonghua/Mandarin Chinese. As Lin Zhenghua discusses
in the article ‘bez ping han yn “de, dei, di, .de” deng 3i wen ti zong lun’ [Discussion of Beiping
Chinese “.de, dei, di, .de’], the use of “.de "%’ as a marker of possessive can be traced to ancient
Chinese texts from the Song Dynasty. It was commonly found in novels written in
Republican China in the 1930s, but it was not considered standardized usage. In fact, in the
translations by Yuan, there are ‘grammatical mistakes’ in which 7%’ is used in
premodification.
20° A more detailed analysis of the paratexts will be given in the next section.
2l The project to translate the complete works of Joseph Conrad launched by the
Committee on Editing and Translation of the China Foundation will be discussed in detail in
the next chapter.
22 The original reads, ‘FIRL{AY {=F5H, T 3]:”‘1‘%‘1:1 FIJDJTJ?JPJ (=77 o7 (Yuan 1936:1). Yuan
does not give any further explanation, poss1bly for two reasons. First, having identified
Conrad as a man who worked as a seaman for twenty years who had sailed widely to the
American continents, East and Southeast Asia, Chinese readers in the Republican petiod
would most probably have set him alongside the imperialists of the U.S. and European
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countries who had invaded China by sea since the nineteenth century. Second, the China
Foundation was funded by the American government. The board members were also closely
connected with the local and international foreign communities. To explore this topic would
have put the translator and the institution in an embarrassing situation.
23 Hermans gives an in-depth discussion of the eight types of reported speech based on
Kristiina Taivalkoski-Shilov’s categorization (Hermans 2008:72-75). The examples used are
representations of individual texts. I borrow the concept to the translator’s introduction of
the author, which is often a mosaic, a collection of fragments from the authot’s own
accounts or relays of such accounts in biographies. To a certain extent, this is also a
representation of the authot’s words in indirect speech.
24 According to Hanyn da cidian |Chinese Dictionary], [~ is a derogatory word refers to a
person who speaks in a different accent from that of the locals.
25 The original reads, ‘4 {5~ (that blooming Dutchman):}# " ¥ # > Dutchman “4&
Ejftr’fﬂMH@ﬁG [NV & - Dutchman Fl:%ilt ot B IS R AR [ EL R
) pi% Eh%ﬁﬁrg Bl | Bl iEa s FEa  — ;;ga, it “l%;E' » 24 Dutchy ﬁlJakﬁ s Dutchy
e Dutc man T lpakg‘ﬂf:!}?f'ﬂ p S WIUI ITPU ’glﬁﬂjip BRI lF* ’[ﬂagj [ilﬂﬁﬁfg
17 FJT =R UER=C U DF]%EJ% Eﬁfﬁﬁﬂfﬁlp['*lﬁﬁsﬁ * ?‘7 [ Gl O
IERL Dutchman’ Vil =] ‘that }“Fl—l 7 F*a?] o U151 5T EEEELTUYT o (Yuan tran
1936:188)
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Chapter Three: The Translators in the Institutions

Translations of Joseph Conrad’s novels were first made available to Chinese readers in
1929. Of the six translations published in book form before 1937, four were sponsored by
the Committee on Editing and Translation of the China Foundation for the Promotion of
Education and Culture. Although the translators did not say much about how the translation
project as a whole came into being, it seems that Liang Yuchun, who translated one of the
first Chinese versions of Conrad’s short story “Youth’, published by the Beixin Bookstore!,
initiated and intended to complete the project. In contrast to the authors whose works were
translated in other projects funded by the same programme, Joseph Conrad was not among
the eminent English writers who were celebrated in Republican China including William
Shakespeare, Chatles Dickens, Jane Austen, Bernard Shaw, and Thomas Hardy, to name but a
few. The first mention of Conrad’s name in the literary journal Wenxue [Literature| was a
report of his death that appeared on 11 August 1924. It took another five years for the first
Chinese translation of his work, a translation of ‘The Lagoon’ by Li Qi, to come out in
Xinyue [Crescent Moon], another literary journal. Unlike the translation projects for the
works of Shakespeare, Austen, and Hardy, the project to translate Conrad’s complete works
was not in any sense attached to a prominent literary figure or returned professor of foreign
literature. Although Liang Yuchun had established a reputation for himself as an essayist in
literary circles, he was not on a par with Liang Shiqiu (who translated Shakespeare’s plays into
prose), Chen Yuan (who was reported to have started translating Jane Austen’s novels) or Xu
Zhimo (an enthusiast who promoted Hardy’s poems and other works even though he was

not personally involved in their translation).

In the previous chapter, I have depicted the practices of two of the three translators
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involved in this translation project with an analysis of their translations of Conrad’s sea
stories. When the translations are considered within the historical context, however, we
would see that these Chinese versions would not have come into existence without the
support of the patron. If we regard the project to translate Joseph Conrad’s works as just
another ordinary literary translation undertaking, it is difficult to explain why a
foreign-funded institution such as the China Foundation, which was first established to
advance scientific knowledge among the Chinese people, came to finance the translation of
foreign literature including novels written by a lesser known writer like Conrad. By providing
a historical account of the composition and operation of the China Foundation duting the
Republican period, this chapter investigates the role played by institutions in translation
practice. Rather than considering them as patrons who financed the relevant work, the focus
of analysis is the intricate relationship between the translator and the institution and
examining how the Foundation integrated its translation projects into the scientific education
programme it launched at a sensitive time when the nation was in crisis in all respects.
Further issues of interest examined here include how the initiators of such translation
projects and the translators who worked on them operated under the aegis of an institution
which strove to preserve its financial and political independence against external interference,
and how the translations of Conrad’s works responded to the social and political orientation

of the Foundation.

I will start with background information on the China Foundation, after which the
focus shifts to the establishment of the Committee on Editing and Translation. I seek to
demonstrate that the translation projects launched by the Committee were largely steered by
Hu Shi, its Chairman, and his groups of friends, who advocated the idea of having
specialists run the country to oppose the monopoly held by the militarists in the government.

In the final section of this chapter, the translation strategies employed by the three
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translators of Conrad’s works are examined on the basis of the ‘specialists’ concept. The
overall aim of this chapter is to relate the translators’ behaviour, as reflected in their

translations, to the institution which commissioned the project.

1. The Institution

The China Foundation for the Promotion of Education and Culture was established at
a time of political instability. In the early twentieth century, China faced both external and
internal threats. During the Warlord Era (1916-1928), China was effectively divided among
warlords who were generals of the former Qing court. They were mostly profit-oriented,
constantly challenged each other, and sometimes joined forces to extend their territories and
influence. Their regional rule was only transitory in nature. This administrative transience
also applied to the central government in Beijing as the president of the day was restored or
supported by individual warlords and was challenged by others. The lack of a stable
administration meant that China remained open to exploitation despite the diminishing
influence of the treaty powers, which were preoccupied with the situation in Europe. It was
not until after the National Government was proclaimed in Canton in 1925 that officials of
the Guomindang (the Nationalist Party) started negotiations with Western countries to
recover China’s sovereign rights. On a national level, the first half of the 1920s witnessed the
burgeoning of social discontent as a result of a combination of events: famines in Northern
China, exploitation by warlords and undisciplined soldiers, and the activities of missionaries
in society, especially the influence they wielded through education. In comparison to the
broadly privileged position they enjoyed in the first two decades of the twentieth century,
foreign residents faced a surge in anti-foreign sentiment in the 1920s. The nationalist
sentiment of the Chinese people had been stirred. As Walter Williams, the President of the

World Press Conference, observed in a speech he delivered in 1927, ‘the Chinese nation is
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losing its inferiority complex, and is attempting to do away with the sense of social
superiority of Westerners visiting there’ (Williams 1927). Evidence supporting this view
included the increasing number of incidents in which foreign nationals were abducted or
assaulted. Such events culminated in the May Thirtieth Incident, a national strike against the
imperialist countries held on 30 May 1925, in which students and workers protested against
the unequal treaties. Demonstrators were shot in the International Settlement in Shanghai.

This incident spatked off anti-foreign demonstrations and riots across the nation.

Against this backdrop, it is not surprising that the remission of the Boxer Indemnity
aroused a great deal of concern in the Chinese community. After the government of the
United Kingdom suggested a rebate of the Boxer indemnity in 19222, the United States
assented to the proposal and in 1924 was the first to organize a committee made up of
members from both the U.S. and China to oversee the administration of education funds.
Other countries - France, Belgium, Italy, Holland and Japan - followed suit and set up
enterprises of different natures. The gesture was generally welcomed as it resulted in the
injection of a large sum of money to strengthen and reconstruct China. The public response
was not, however, unanimous. Charles C.S. Wang’s reaction was a typical example of the
mixed feelings found among Chinese intellectuals. While he supported such settlements,
which would provide funding needed for the construction of railways and other productive
enterprises in China, he had reservations about the money being ‘wasted in training Chinese
students to become merely colonials or compradors instead of good Chinese Citizens’
(Chatles C.S. Wang 1931). Many Chinese were suspicious about the intention of the foreign
governments. The founding of schools was regarded as an advancement of the foreign
governments as the missionary scholars offered ‘sanctuary for spies’ (Guang Y1 1925; Guo
Shuxun 1925:7). Apart from educational undertakings, the projects to be funded also

included the building of railway systems and water conservancy projects®. The terms
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stipulated that raw materials and expertise were to be imported from the country of origin
of the funds, providing foreign countries with an opportunity to probe the social and
geographical conditions of inland regions and even to exercise control over transportation
facilities. The unequal terms of the settlements and the intention of some countries to
colonize China further were acknowledged by the Ministry of Education in Diyici zhonghna
mingno jiaoyn nianjian [The First Yearbook on Education of the Republic of China] published
in 1934. The process of negotiations between the Chinese authority and the British and
French governments was documented. Japan was severely reprimanded for seeking to

further malicious ambitions on Chinese soil.

The composition of the committees was another cause for concern. While some held
the opinion that the funds should be placed at the disposal of the Chinese people and that
foreign countries should not interfere with their appropriation, others queried the inclusion
of government officials of doubtful character such as Gu Weijun, the Minister of Foreign
Affairs in Cao Kun’s administration and the acting Prime Minister before he retired upon the

resignation of the Cabinet en bloc in October 1924 (Guang Yi 1925; Hu Qinye 1925).

In addition to being the first Boxer Indemnity advisory committee, the China
Foundation for the Promotion of Education and Culture was also the only foundation which
committed its efforts entirely to education and academic pursuits. Before it adopted a policy
of retrenchment in 1937 due to the termination of funding from the U.S. government and
the outbreak of the Sino-Japanese War, the Foundation financed a wide range of
programmes to facilitate science teaching and encourage academic research in areas other
than the natural sciences. After the reorganization of the Advisory Committee on Science
Education in 1930, it is obvious that the Foundation further widened its scope to subsidize

projects in subjects such as history, linguistics, architecture, and archaeology. In the following
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section, I will give an account of the origins of the Foundation and the composition of its
Board of Trustees. The focus is on its management and its delicate positioning in modern
China due to its makeup and the sensitive political environment in which it operated. This is
followed by an outline of the various programmes funded by the institution to establish the
background for an analysis of the programme initiated in 1929-1930 by Hu Shi, then the
Chairman of the newly founded Committee on Editing and Translation, to translate world

classics including the works of Joseph Conrad.

Origins and Organization

In 1909, the government of the United States remitted the excessive Boxer Indemnity
to China for the purpose of education in a move designed ‘to show her magnanimity
towards China’ (First Report 1926:1-2). Chinese students were awarded scholarships to study
in American universities and the Qinghua School was set up in 1911 to prepare candidates
for their studies abroad. The second remission in 1924 can be considered a further step
taken to assist China. In contrast with the first remission, which was ‘devoted to a single
purpose and had a very restricted policy’ (First Report 1926:23), the second remission was
founded on a more diversified basis. The large amount of money involved aroused interest
in academic circles. It is not clear how the decision to support programmes promoting
scientific knowledge was made, but there were obviously lobbying activities underway. Ren
Hongjun and Zhu Jingnong from Zhonggno kexne she [The Science Society of China] sought
help from Hu Shi, then already a young scholar who had gained fame for his contribution to
the New Culture Movement, in persuading the American representatives to vote in favour of
science education in China in May 1925 (Ji Weilong 1995:188). The final result was
announced at the meeting held on 2 June 1925. The funds remitted to the China Foundation

for the Promotion of Education and Culture by the United States were to be devoted to the
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promotion of science in China, a purpose which was specifically defined as
the development of scientific knowledge and the application of such knowledge
to conditions in China through the promotion of technical training on scientific
research, experimentation and demonstration, and of training in science teaching,
and to the advancement of cultural enterprises of a permanent character, such as

libraries and the like (Firsz Report 1926:40).

The Foundation also set itself a goal of fostering educational and cultural enterprises
in what were called ‘areas of national significance’ (First Report 1926:24). Some of the
relevant programmes were initiated by the National Government, which was officially
inaugurated in Nanjing in 1928 with Jiang Jieshi as the President, or by divisions operating
under the aegis of Academia Sinica, an organization set up in the same year. It is certain that
the China Foundation was, in many ways, closely linked to the Jiang administration and there
are records of government officials approaching members of the Board — Hu Shi and Cai
Yuanpei, for example — for grants. It would be too hasty to come to the conclusion that the
Foundation was no more than a subsidiary of the Ministry of Education or of the National
Government. In fact, the Board of Trustees tried to maintain a respectable distance between
the Foundation and political circles and to uphold its independence as an educational and

academic institution#.

The Personnel and Positioning

The Foundation was run by its Board of Trustees. Issues were discussed in the
Executive Committee and decisions were then submitted to the Board at the annual meeting
for approval. The Board comprised fifteen members, five of whom came from the United

States and ten of whom were Chinese. The founding members - Yan Huiqing (W.W. Yen),
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Gu Weijun (V.K. Wellington Koo), Shi Zhaoji (Sao-ke Alfred Sze), Fan Yuanlian (Fan
Yuan-lien), Huang Yanpei (Huang Yen-pei), Jiang Menglin (Chiang Monlin), Zhang Boling
(Chang Poling), Guo Bingwen (P.W. Kuo), Zhou Yichun (Y.T. Tsur), Ding Wenjiang (V.K.
Ting), Paul Monroe, John Dewey, John Earl Baker, Roger S. Greene, and C.R. Bennett - were
appointed pursuant to the mandate issued by Cao Kun, then the President of the Republic
of China, on 17 September 1924. The constitution issued in August 1925 stipulated that any
vacancies that arose would be filled by members elected by the board members. The result
would be reported to the Chinese government. W.W. Willoughby, J.L.. Stuart, Cai Yuanpei

(Tsai Yuan-pei), Hu Shi, and Weng Wenhao (Wong Wen-hao) were recruited in this manner>.

Apart from Fan, Ding, and Cai, the Chinese members were all students who had
returned from the United States or former officials who had spent time there®. Most of them
had ties with previous administrations or were leading figures in the education field. Some
were invited to serve in the newly established National Government. Yan, Shi, Gu, Fan, and
Cai were experienced politicians and diplomats’, whereas the rest were ‘educators’ by
profession®. The connection with the administration did not fade with the Nationalists’
accession to power. Cai Yuanpei was appointed to head first the Ministry of Education and
Research and then the National Central Academy (later renamed ‘Academia Sinica’), the
highest-ranking cultural organization of the Republic. Ren Hongjun, the Director of the
Foundation since 1928, had been a candidate to be the second president of Academia Sinica
and was invited by the government to ‘undertake the important task of directing and
developing the National University of Szechuan [Sichuan]’ in 1936 during the Japanese
invasion (Eleventl Report 1936:5). With its personnel and their experience in the diplomatic
and political arenas, the Foundation was well-informed of the domestic and international

situation and was well-equipped for any foreseeable negotiations with the authorities.
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The China Foundation had established itself as an independent organization from the
beginning, a stance deemed necessary given the transient nature of the governments that had
held power since 1916. The autonomy of the institution was held in high regard, a view
highlighted in Hu Shi’s letter to Cai Yuanpei dated 11 August 1928. The third of the
Foundation’s six principles of funding stipulated that ‘no distinction shall be drawn between
government and private institutions’ (First Report 1926:39). Although the government was
entitled to send observers to Board of Trustees meetings, it was not until 1930, after head-on
clashes between the Board of Trustees and the National Government in 1928-29, that
representatives from the Ministry of Foreign Affairs and the Ministry of Education were in

attendance at stated meetings and annual meetings®.

The Foundation’s background as an American funding body might have provided the
footing required for an autonomous organization outside the jurisdiction of the Chinese
government, maintaining such a position would have required the existence of a core group
committed to the goal. As noted eatlier in this section, the board members shared similar
educational backgrounds as returned students from America and five had been on
scholarships financed by the first remission of the Boxer Indemnity in 190910, They
belonged to a modern intelligentsia characterized by strong nationalism and an
accompanying mistrust of state authorities. They believed in reforming China through the
cultivation of scientific thinking and yearned for a democratic government which would
heed the needs of its people. The membership of the Board and other committees was
relatively stable. Apart from the major changes in personnel made in 1928 due to the
interference of the National Government, most members were re-elected unanimously when
their terms expired and remained in their positions for several years!!. Members who were
ousted in 1928, including Guo Bingwen, Zhou Yichun, and Zhang Boling, continued to

serve on the committees of direct enterprises or subsidized institutions. Although they both
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resigned from their respective positions in 1932, Zhao Yuanren continued to serve as a
member of the Committee on Editing and Translation, while Jiang Menglin was made
Chairman of the Board of Management for the National Library of Peiping in 1935-36 and
was reappointed as the Chairman of the Board of Trustees in 1946. The depth of
commitment demonstrated by the members made it possible for the Foundation to fulfil its

objectives.

While the China Foundation showed support for the government’s education proposals,
including the merger of the Peiping Library and the Metropolitan Library (Fourth Report
1929:11) and for research projects of Academia Sinica and the Compulsory Education
Program in 19372, it was not directly involved in policy-making, Possibly aware of its
sensitive status as a foreign-funded organization, it generally adopted an apolitical stance and
established itself as an academic and educational institution. The subsidized institutes and
researchers also subscribed to the same principle. In research projects launched by the direct
enterprises, researchers were careful in how they handled sensitive topics of the time. In
reports published by the Social Research Department, for example, researchers studied the
working class and labour unions as a social phenomenon and avoided associating the
subjects with the communists. The preface to a study of labour in China by Tao Ligong is
illustrative of this point. While he acknowledges the sensitive nature of the topic by stating
that ‘even a strictly theoretical discussion of it [labour] was hardly considered proper, as it
was apprehended that it might be a propaganda of socialistic ideas in disguise’ (Tao Ligong
ed. 1928:v, my emphasis), he is still careful to make the point that the Nationalist
Government adopted ‘a liberal policy toward labout’ (Tao Liigong ed. 1928:v). According to
his observation, labour unions were simply banned and ‘any intercourse between an educated
person and a labourer might entail danger to both’ in areas outside the jurisdiction of the

Nationalist Party (Tao Liigong ed. 1928:v). In other words, the Nationalist Party adopted a
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lenient policy towards unions and workers. While one cannot completely reject the possibility
of government censorship at work in this case, judging from the way in which investigations
were conducted and the cautious tone of the writing, the phrasing was likely a result of
self-discipline. Given Tao’s background as the Director of the Social Research Department
and later of the Social Research Institute under Academia Sinica in 1928, and also being an
acquaintance of Hu Shi and Ding Wenjiang, Tao would have known the rules and tried to

avoid any unnecessaty speculation among the authorities.

Similar gestures made to neutralize political overtones in writing are also found in the
annual reports of the Foundation. Words which are less emotionally charged and words of
negation are used. In the introductory remarks to the Second Report, for example, China is
described as having undergone ‘some very abnormal times’ (Second Report 1927:1-2). The
conflicts that had begun with the Communist Party by the end of 1928 are generalized as
‘social unrest’ (Fourth Report 1929:14). When referring to events in the international arena, the
incursions of the USSR and Japan are interpreted as the ‘Sino-Russian Crisis’ (Fifth Report
1930:406) and the ‘Sino-Japanese controversy’ (Seventh Report 1932:90-1) so that the identities
of the aggressors are obfuscated. Such a position is also indicated by the use of
nominalization in referring to the Japanese invasion as merely ‘the outbreak of hostilities™3.
The same situation is again referred to as ‘the abnormal conditions prevailing in China in
general’ in the Fourteenth Report (1939:18). The writers of these reports obviously refused to

judge or attribute responsibility to any of the parties involved in these incidents.

The Foundation’s position of neutrality was further emphasized when the Foundation
showed its disapproval of beneficiaries who violated this principle and revealed their political
leanings. A strong statement was issued in the Fiffh Report issued in 1930 after a subsidized

institute had acted in a manner hostile to the government:
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In April 1930, the students of the Normal School of Rural Education at Hsiao
Chuang committed acts which were considered as disobedience to governmental
orders. The school was taken over by the National Government and temporarily
closed. It is regrettable that such an organ for educational experimentation should
defeat its own purpose by being involved in political activities (F7f#h Report,

1930:80, my emphasis).

Even so, the Foundation still avoids commenting on political issues by using the passive
voice in the first sentence. Instead of denouncing the alleged anti-government behaviour, the
statement is directed at the fact that educational institutions or activities had become

politicized, a situation that hindered the fulfillment of their original objectives.

This position of political neutrality was adopted and vigorously defended by board
members of the China Foundation after the inauguration of the new government in Nanjing,
Tension had started to build up following the Foundation’ first encounter with the National
Government in 1928. Cai Yuanpei and Yang Quan, then the President and Vice-President of
the Ministry of Education and Research!4, proposed the replacement of five board members
- Gu Weijun, Yan Huiqing, Zhang Boling, Guo Pingwen, and Zhou Yichun - with ‘eminent
scholars and experienced administrators’ — Wu Chaoshu, Zhao Yuanren, Li Shizeng, Sun Ke,
and Wang Zhaoming (Fourth Report 1929:2; Gao Pingshu ed. 1988:253-255). Cai also
suggested amending the constitution so that members would be nominated by the Ministry
of Education and Research and appointed by the National Government. The appointment
of such high-ranking officials exposed the government’s intention to reshuffle the position
of the institution within the hierarchy'>. The overwhelming concern about possible
government intervention was expressed by Hu Shi, who was still careful not to direct
criticism at the new government. Instead, he alerted Cai in his letter to protect the
Foundation from abuse at the hands of the ‘successors’ (& J #) and politicians!6. The U.S.
government ultimately offered to assist in negotiations and Jiang Menglin, himself a board

member and Cai’s successor as the Minister of Education, advised Jiang Jieshi, then the
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President of the National Government, to nullify the motion and restore the original board.
However, the China Foundation was to amend the terms of its constitution to recognize the
status of the new government. The original phrase in Article 3 whereby board members
were to be ‘appointed in the first instance by the President of the Republic of China’ (First
Report 1926:36), which was a statement of historical fact, was amended to ‘appointed in the
first instance by the Government of the Republic of China’. The principal office of the
Board on paper was moved from the city of Beijing (Peking) to ‘the capital city of China’
(Fourth Report 1929:61-3), that is, Nanjing, which had become the capital in 1928. These
amendments were more or less a matter of formality. There is no record indicating that the
office of the Board was moved from Beijing (which was renamed Peiping in 1928) to

Nanjing,

More substantial changes were made to the constitution, indicating the sense of
mistrust that existed between the Foundation and the government as a result of their
encounter. Where the first version reads ‘the officers of the Board of Trustees shall be a
Chairman, two Vice-Chairman...” (First Report 1926:37), the new version states point-blank
that ‘the Board of Trustees shall elect from among themselves the following officers: a
Chairman...”(Fourth Report 1929:61-63, my emphasis), thereby highlighting the autonomy of
the boatd. In subsequent requests made by the Ministry of Education and by joint
enterprises co-supervised by the Foundation and the government, the Board was highly alert
to any possible manipulation. The Ministry’s request for financial aid to purchase rare books
and art treasures was rejected. The special book funds requested by the National Library of
Peiping were to be referred back to the Executive Committee for ‘careful consideration’. On
the subsidy application to invent a Chinese typewriter in the United States, an application
submitted by Academia Sinica on behalf of Lin Yutang, funding was granted subject to a

condition — that the patent rights for the typewriter ‘should be the property of Academia
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Sinica’ (Sixth Report 1931:19-20). The Ninth Report shows that the Foundation’s relation with
the government did not improve. A similar but more explicit remark was made concerning a
subsidized enterprise founded in 1931-1932 called “The Golden Sea Research Institute of

Chemical Industry” which conducted research into industrial fermentation and fertilizers:

The results of research of the Golden Sea Institute should be made available to

the public. Such results as well as those of its research fellows should not be used

for applying monopoly patent from the Government (Ninth Report 1934:7, my

emphasis).

The influential position of Hu Shi in the Foundation stands out in these incidents. He
was generally regarded as the mastermind behind the actions taken by the Board of Trustees.
This view is supported by the fact that Hu submitted his own resignation in the 1928 episode,
as did the five members named in Cai’s proposall?, simply to show that the Foundation
would not surrender to the authorities. Hu Shi was succeeded by Ren Hongjun, who was not
appointed by the government. The five government appointees sent a letter declaring that ‘in
their sincere desire to respect the original constitution of the Foundation, they were willing
to waive whatever status they had as appointed trustees, and “request the Board freely elect
propetly qualified persons to fill vacancies that may occur in the membership™ (Hu Shi
1929a). As Hu claimed in an English article entitled ‘China Foundation Regains its
Independence’ which was first published in The North-China Daily News on 17 January 1929,
the Board ultimately preserved both the principle of self-perpetuation and the credibility and
independence of the Foundation (ibid)!8. At the seventh annual meeting held in June 1931,
Hu Shi presented the annual report in his capacity as Honorary Sectretary of the Executive
Committee. He called for a special focus on ‘the co-operative research fund with the
National University of Peking and the 1931-32 book fund of the National Library of
Peiping’ (Sixth Report 1931:26). This statement is significant not only in itself, but also in the

sense that it was allowed to be documented, considering the low profile the Foundation
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normally adopted!®. Another point of interest is that the statement was made at a time when
Jiang Jieshi was serving concurrently as the Minister of Education (from December 1930 —

June 19312,

That the China Foundation should take up such a firm position against the National
Government is perhaps not difficult to comprehend. Under the auspices of the American
government and based on their reputation as scholars and cultural leaders trained in the US,,
the members of the Board seem to have taken up the attitude of the foreign governments in
their assessment of circumstances involving the Chinese government. Their nationalistic
sentiments were not expressed in the form of blind submission, but as rational and scholarly
assessments. Hu Shi described his attitude toward these issues as one of ‘disinterested
interest’, a stance which can be associated with the lofty position adopted by intellectuals on
political issues. In reading the Foundation’s annual report, one cannot fail to notice that it
often addressed the government on an equal footing. This was certainly the case before the
United States withdrew its support for the Foundation and was most noticeable when the
National Government postponed its indemnity payments for a year from 1 March 1932. The
American government responded by suspending remission payments at the same time?!. The
Board’s reactions to these two decisions differed to a remarkable extent. While Roger S.
Greene was asked to verify the decision of the American government, Cai Yuanpei was
assigned the task to ‘make strong presentations to the Chinese government for the
exemption of the remitted American share of the Boxer Indemnity from the postponement
scheme’ (Seventh Report 1932:24). In spite of the special loan arrangements it had made with

the Ministry of Finance, the Board issued a vehement statement at its eighth annual meeting:
Be it resolved, that the Board of Trustees of the China Foundation assembled
at its Eighth Annual Meeting wishes to place itself on record as being strongly

opposed to a renewal of a similar suspension in the future and further wishes to
express the fervent hope that losses thus sustained by the National Tsing Hua
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University and the China Foundation will, in some way, be made good by the
Chinese Government (Seventh Report 1932:32, my emphasis).

The intimidating wording put the Foundation in a position close to that of the treaty powers
in holding the Chinese government entirely responsible for the loss it had suffered and
demanding damages in return. The report also states that copies of the resolution were sent
to the Ministry of Finance, the Ministry of Education, and the Ministry of Foreign Affairs
to document the protest. Another copy was to be sent to the Legation of the United States
of America for reference. The position the Foundation adopted stands in stark contrast to
the one it took up in 1938 when the remission was formally terminated. The word
‘suspension’ was used and remedial measures were adopted ‘until the indemnity payments are
resumed’ (Fourteenth Report 1939:3-4). However, no party was held responsible in this instance.
In the first ten years following its establishment, the Foundation adopted a position that
elevated it above and isolated it from the political struggles that took place between the
different parties and among factions within Jiang’s administration. Rather than being framed

within the government hierarchy, it lined itself up on the same level as the government.

The Programmes

In its eatly days, the China Foundation financed research projects and educational
programmes in two categories: as direct enterprises run by the Foundation or as subsidized
undertakings carried out by other organizations. From 1928, it also entered into cooperative
arrangements with other institutions including the government which constituted a third
category of joint ventures. The programmes pursued covered a wide range of areas. Other
than scientific research and education, there were also projects aimed at cultural reinstitution
such as the establishment of the Metropolitan Library and the Palace Museum and the

unification of the national language.
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b Subsidized Institutions

Grants were awarded to institutions which launched projects on their own initiative.
The funding covered a wide range of organizations including colleges, universities, research
institutes such as the Science Society of China, the Geological Survey of China, the Institute
of Chinese Architecture, and the Golden Sea Research Institute of Chemical Industry, as
well as three institutes that operated under the aegis of Academia Sinica: the Institute of
History and Linguistics, which was renamed the Research Institute of History and Philology
in 1935-36, the Institute of Meteorology, and the Institute of Social Sciences. Various
cultural organizations such as the National Association of Mass Education Movement, the
National Association for the Advancement of Education, the Society for the Unification of
the National Language (renamed Gwoyeu Toong-1 Chourbey Huey in the Ninth Report
published in 1934), and the Palace Museum also received financial support from the China

Foundation.

Institutions applying for subsidies were required to submit proposals for consideration
by the Board. Investigations were then conducted through visits and collecting opinions
from specialists in the field or from the intelligentsia in the region. Although some subsidies
were one-off grants, most were paid over a period of three years and were renewable subject
to the discretion of the Board, which assessed the merits of such extensions based on
reports received and the availability of funds. Funding would be terminated if the progress
made in an organization’s activities was unsatisfactory. The number of organizations
financed by the Foundation reached its height in the 1931-32 financial year. The annual
report for that year recorded a total of 32 grant-receiving organizations: 17 colleges and

universities, 8 research institutes, and 7 educational and cultural organizations?2. Due to the
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increase in the price of gold and the economic depression of the early 1930s, which were
compounded by the suspension of indemnity payments in 1932, the Foundation
implemented a policy of retrenchment in 1933. The Executive Committee was instructed to
‘study the various activities of the Foundation and those of a similar nature of other
institutions with a view to effecting a reduction in the duplication of work and bringing
about better co-operation and co-relations’ (Eighth Report 1933:3). The result of this policy
was a sharp decrease in the number of subsidized institutions from 25 in 1932-33, 20 in

1933-34, and 16 in 1934-5, before reaching its lowest point of 15 in 1935-36.

B Joint Enterprises

This category of programmes came into existence when the Fan Memorial Biological
Institute was established in 1928 in memory of Fan Yuanlian, the late Director of the
Foundation. The second enterprise to be established through joint efforts involving the
Foundation was the National Library of Peiping, which was the result of the merger between
the Peiping Library and the Metropolitan Library, stemming from a proposal made by the
Ministry of Education in 1929. While the merged library was jointly supervisd by the
government and the Foundation, its operations were more closely supervised by the latter.
Other enterprises that fell into this category include the Summer Institute for Biological
Research, which was run in collaboration with Amoy University and the National University
of Peking, and the Foundation Co-operative Research Fund (or the Co-operative Research
Fund of the National University of Peking and the China Foundation), which operated from

1931-19372.

Although the joint enterprises had independent boards of management, their members

were predominantly people closely associated with the Foundation?%. The collaborative
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relationships that were established to operate these enterprises did not generally last for long,
the Fan Memorial Biological Institute being the only exception. The Summer Institute for
Biological Research ran for only one month of each year from 15 July to 19 August. Mention
of the Cooperation Research Fund ceased to appear in the Foundation’s reports once the
Foundation had fulfilled its obligations. The Library of Peiping was transferred into a

subsidized institution in 1945.

» Direct Enterprises

The Foundation was the initiator of the direct enterprises through which its projects
and programmes were pursued. At the Foundation’s third annual meeting, the Board agreed
that funds should be applied to ‘a few constructive projects which could be carried out
instead of applying them to a large number of institutions’ (Third Report 1929:3), hinting at a
policy of concentrating its resources on enterprises which had a more solid foundation. It
was hoped that this approach would guarantee the quality of the direct and joint enterprises.
Although the number of direct enterprises run by the Foundation was relatively small, it
remained quite stable. Some of the programmes run via direct enterprises were reorganized
over the years. The Metropolitan Library became a joint enterprise, while the China Institute
in America and the Social Research Department were converted into subsidized institutions
in 1931 and 1934, respectively. The core programmes pursued involved the award of
scholarships and prizes for scientific research. The Examination Committee for the Award
of Research Fellowships and Prizes was set up in 1927 to assess and award professorships,
fellowships, and prizes. Lin Kesheng (Robert K.S. Lim) was appointed its chairman in 1927
and remained in this position until 19392>. The committee differs slightly in nature from the
other managing bodies of the Foundation. Lin was not on the Board of Trustees. Of the six

members on the committee at any one time, very few were Board members over the years —
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Wang Wenhao in 1927-33, Ren Hongjun in 1921-31 and 1933-36, and C.L. Senn in 1933-39.
The selection process was transparent: abstracts of the work of the researchers and awardees
were attached to the annual report, together with the committee’s report in which details

such as the number of applications received and the subjects of study were documented.

Another activity the Foundation initiated at around the same time was the preparation
of science textbooks and apparatus. At the third annual meeting in 1927, the Advisory
Committee on Science Education was established to facilitate science education by preparing
books for students and researchers in China. It was chaired by Wang Jin, a professor of
Chemistry at Central University. Ten members were assigned to five different sections:
Mathematics, Physics, Chemistry, Biology, and Geology and Geography. Nine of these
members were professors from universities in major Chinese cities?®. The reports the
Advisory Committee submitted to the Board of Trustees included records of its meetings
and descriptions of the content and progress of the various projects it oversaw. Even the
names of the examiners of textbook manuscripts were included in some instances. The
attention to detail exhibited in the reports is similar to that seen in reports prepared by the

Committee on Examination for the Award of Research Fellowships and Prizes.

The difference in the operation of the direct enterprises may be related to those put in
charge of such enterprises. As Lin Kesheng and Wang Jin were not on the Board of Trustees,
the meticulousness of their reports may indicate that both scholars were aware of the public
concerns addressed at the beginning of this chapter. Their reaction was natural considering
the large amount of money involved. The style of the Advisory Committee’s reports
changed completely after Hu Shi took over in 1928. The reorganization of the committee
also marked a shift of emphasis towards the humanities at the beginning of the 1930s. At the

tenth annual meeting in June 1934, the scope of ‘scientific research’ was redefined. While the
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charter in the Firsz Report classified cultural enterprises as a separate category subordinated to

scientific research, the new definition included such enterprises within the realm of science:

The scope of the activities of the Foundation should be limited, as far as possible,
to scientific research, applications of science and scientific education, the terms
‘science’ and ‘scientific’ being herein understood in their broader sense so as not

to exclude the social and historical sciences (INzu#h Report 1934:5).

The extension of the definition of science coincided with the publication of books on
history and philosophy (the history of thought) in the same year by the newly reorganized
Committee on Editing and Translation. This trend was also observed in the scientific
research fellowships and prizes awarded in 1936-7, which was the first year in which
applications were accepted from scholars in the social sciences and history. For the first time,
the Committee on Examination recommended that the scientific research prize be awarded
to a researcher in history, Prof. Chen Yinque. A history research project was one of the four
proposals for which a class A scientific research fellowship was awarded, the title of the
thesis being ‘A Study of the Eatly Jesuit Fathers in China: Their Influence on Chinese
Intellectual History from the Sixteenth to the Eighteenth Century’ (Twelfth Report 1937:16-17).

The significance of the newly established committee should not be underestimated.

The China Foundation, which was established at a time when China was anything but
stable, adopted a special position in the first half of the twentieth century. The fact that it
was funded by the United States, a foreign country which many viewed with hostility,
complicated the matter, even though the appropriation of funds was in the hands of Chinese
nationals who comprised two-thirds of the board of fifteen trustees. To achieve what it had
set out to do, it was imperative that the Foundation establish a neutral position and preserve
its independence from all political forces. Hu Shi highlighted this principle in his letter to Cai

Yuanpei and in the article dated 26 January 1929.

121



In Hu Shi’s own words, the principle of self-perpetuation and freedom from political
control and interference was ‘vital to the permanence and responsibility of the Board of
Trustees in charge of educational and scientific foundations’ (Hu Shi 1929:368). This could
be part of the reason the Foundation started out by promoting science education and
research. However, at the beginning of the 1930s, the China Foundation began to place
more emphasis on the development of historical sciences and the humanities. One area in
which it began to show some interest was the translation of foreign literary works. In light
of the strong stance of the Foundation and the individual responsible for its translation
projects, in the following section I will provide an overview of the projects pursued and an
analysis of the influence the institution may have on the translation of Joseph Conrad’s

works.

II. The Translation Projects

As noted in the previous section, the translation work commissioned by the Advisory
Committee on Science Education was first limited to textbooks on natural sciences such as
physics and mathematics and human sciences including geography and geology. The
committee’s focus changed once Hu Shi became chairman and reorganized it into the
Committee on Editing and Translation in 1930. As I will discuss in the following section, the
new committee published more Chinese translations of Western literature than its
predecessor. To confine the discussion within the literary field and consider the influence of
these translations purely on the development of Chinese vernacular literature and the
national language, we will overlook the facts that such translations were commissioned by an
institution involved in other educational programmes and that the translators who worked on
them operated within an institution which aspired to transform the minds of the Chinese

people in general. The contention here is that the translation projects (including those on
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textbooks and literary works) launched by the committee fulfilled the ambitious goal of
steering a new course for a modernized China, a new nation which drew on the experience
of the West. The orientation of the committee was closely related to both the positioning of
the Foundation and the attitude of Hu Shi, who was determined to stay out of domestic
political entanglements and concentrated on the intellectuals’ mission of rehabilitating the
Chinese nation in their capacity as specialists and experts in their respective fields. This
section starts with an overview of the translation projects undertaken by the Foundation and
the stance of the Committee on Editing and Translation before looking into the committee’s
relationship with the Xinyxe [Crescent Moon]| group. The impact the translation projects had
on wortld literature is then discussed before one of these projects — the complete works of

Joseph Conrad — is examined.

The Committee on Editing and Translation

The Committee on Editing and Translation was one of the few direct enterprises
operated by a member of the Board before the outbreak of the Sino-Japanese War. It was
founded on the basis of and took over the role of the Advisory Committee on Science
Education, which was reorganized in 1930 when the Board saw ‘an urgent need for a fuller
knowledge of the culture and history of the outside wotld” (Fzf#h Report 1930:106). The
Committee on Editing and Translation was given an increased budget of M$50,000 for
1930-31%7. Hu Shi was appointed chairman and Zhang Zhun, a professor of Chemistry at
the University of Nanking, was appointed vice-chairman. According to “The Rules
Governing the Establishment of the Committee on Editing and Translation’, the chairman
and vice-chairman were to select the members of the committee subject to the approval of
the Executive Committee. The Committee on Editing and Translation would then draft a

separate set of regulations regarding the selection of works, the invitation of translators, and
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the acceptance of manuscripts and publications (Fifth Report 1930:106-7). None of these

documents appeared in subsequent annual reports?.

In terms of its personnel and the scope of the projects it undertook, the Committee
on Editing and Translation was in many respects different from the other direct enterprises.
Opver half of the committee members came from literary circles. While the committee
continued publishing science textbooks and references, it also established a new Division of
History and Literature, after which the emphasis shifted to the translation of books in
humanities. Evidence supporting this change of track can be found in the list of publications
attached to the Ninth Report. Of the 10 titles published, only one was from the natural
sciences. The others comprised 5 titles on history, 2 on philosophy, and 2 translations of
Western literature. This trend persisted until Hu Shi left China for the United States. As
recorded in the Eleventh Report, 25 titles were published in 1935-36: 15 on literature, 5 on
philosophy, 1 on history and 4 on natural sciences. Of the 13 titles referred to in the Twelfth
Report (1936-37), 6 were on literature, 2 on history, 1 on philosophy, and 4 on natural sciences.
Only 6 titles were brought out in 1937-38, all of which were from the history (1) and

literature (5) fields.

The unique position of the Committee on Editing and Translation can also be
observed from the annual reports prepared by Hu Shi, as indicated in his diary. Compared
with those of the other programmes and of the former Advisory Committee, these reports
are relatively brief. The first few issues outline future plans. Factors affecting its output are
also listed and elaborated. From the Tenth Report (1935) onwards, the section of the reports
outlining the committee’s activities provides only basic information - translations in progress,
works completed or under review, and a list of publications released during the year. Only

the titles of the books issued and the names of the authors’ and translators’ are provided.

124



None of the committee meetings are even alluded to, let alone the agenda items discussed.
The brevity of these reports may to a certain extent hint at the autonomy of the committee,
which probably stemmed from Hu’s prominent position in the Foundation. After Hu was
appointed Chinese Ambassador to the United States on 17 September 1937, Ren Hongjun
acted on his behalf as chairman. It was then decided that a policy of retrenchment should be

adopted, after which no new project was launched?.

According to the summary of activities given in the Fourteenth Report (1939), a total of
145 books had been edited and translated over the course of the ten preceding years. Not all
the completed translations were published; only 79 of the edited and translated manuscripts
were published or sent to press. According to the data provided in the reports, 64 were
translations of books on history, philosophy, or literature®. Hu Shi was actively involved in
every aspect of the committee’s activities. While decisions on natural science books were
made by the relevant division, Hu Shi attended the meeting the scientists held to draft the list
of publications. As Hu indicates in his diary, the makeup of the list of texts that fell into the
history and literature category was largely based on his own proposals (Cao Boyan ed.
20012:759). Over 40 works passed the first stage of deliberations. According to the plan,
which was also drafted by Hu himself, the aim was to import texts on the history of a
particular country or on a certain historical era. Philosophical and literary works which
epitomized the country or era concerned would be translated to facilitate a better

understanding and present a full picture of foreign cultures (Ji Weilong ed 2003a: 574-5).

If the translation of literary texts was only supplementary to projects involving
historical and philosophical texts, it is difficult to explain why 30 out of the 64 books
published are literary texts and that the projects on William Shakespeare, Thomas Hardy, and

Joseph Conrad were accorded great importance in the reports in comparison with those
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involving historical and philosophical texts. I suggest that the translation projects the
committee pursued should be examined in light of articles found in Xinyne [Crescent Moon],
the literary journal with which three of the committee members — Liang Shiqiu, Wen Yiduo,
and Chen Yuan — as well as Hu Shi himself were closely associated. The works of Thomas
Hardy were given much coverage from the first issue of Xinyue released in March 1928, an
issue which features a portrait of the writer and an introduction to and translations of his
poems by Xu Zhimo. More can be found in the third issue, including a description of Guo
Youshou’s personal encounter with the writer. The first issue also features an article on
drama written by Yu Shangyuan and a discussion of Ibsen’s plays. Plays written by Ouyang
Yugian, Chen Chuhuai, and Yu Shangyuan himself were published in the next few issues.
The name ‘Shakespeare’ appears in the ninth issue published in November 1928 in a
translation entitled ‘Shashibiya shidai zhi yingguo yu lundun’ [England and London in the
time of Shakespeare] and again in the eleventh issue released in January 1929, which features
a biography of Shakespeare. Both articles were prepared by Liang Shiqiu, the designated
translator for the project. A translation of Conrad’s short story “The Lagoon’ was published
in July 1929, the earliest translation of this work to appear in China. All the evidence points
to a close link between the general design of the translation projects pursued by the
committee and Hu Shi’s circle of friends. While I am not suggesting that the Xinyue group of
intellectuals dictated the plan of the translation projects commissioned by the China
Foundation, suffice it to say that the translators shared with Hu the same view on language
and literature which contrasted with the arguments put forward by left-wing writers at the

time.

The Translation of World Literature

In the 1931 edition of Who’s Who in China, the fourth edition edited by the China Weekly
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Review since 1918, Hu Shi was said to have ‘moved back to Peiping to undertake the editing
of a series of Chinese translations of European classics and history” in 1930 (Whos Who in
China 1931:180). According to the recollections of Liang Shiqiu and Zhang Guruo, Hu Shi
was both the originator and the administrator of these projects, which not only provided a
platform for Hu Shi and his group of friends to put into practice their views on language
and literature, but also acted as the training ground for young translators?!. That concern for
the quality of the translations was constantly reiterated® may suggest that the translators
were instructed or coached to acquire a certain set of values regarding the conception of

‘good translations’.

We can divide the committee’s translation projects into two categories according to the
nature of the original and the background of the translator: those prepared by ‘specialists’
and those undertaken by ‘student-translators’, a term which should be understood in its
broad sense to refer to university graduates and young writers or translators who had not yet
established their reputation in academic circles. The first group includes translators who
worked in universities or higher institutions such as Zhou Zuoren, Chen Mian, and Liang
Shigiu. They were addressed as ‘professors™3 to highlight their qualifications for the task,
even though they were not always specialists in the relevant areas or authors. Liang Shigiu
candidly admitted that he did not know much about Shakespeare when he first started

working on the project:

When I started, reference books were scarcel... I did not know much of
Shakespeare’s works. 1 had only studied The Merchant of 1 enice, Hamlet, Julins
Caesar, Macbeth, and Henry I17. When I was overseas, I had only watched Walter
Hampden in Hamlet and Warfield in the Merchant of 1Venice. 1 did not have
extensive knowledge and I would dare to translate his works! It was

presumptuous of me to do so (Liang Shiqiu 1981:348).

While all the translations were to be proofread by members of the committee or specialists

in the relevant area whose names would also be listed alongside those of the translators in
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the colophons, there was a key difference between the projects taken up by established
scholars such as Liang Shiqiu and those undertaken by young translators. Hu had suggested
in the preliminary plan that the five translators for the Shakespeare project should circulate
their translations and review their own works. Although Liang was the only one who
remained committed to the work at the end, it seems that his translations were proofread by
editors of the Commercial Press without obtaining approval from Liang in advance. One
can still see the influence of the prestige in which he was held as the expert. Guan Qitong,
the Committee Secretary, had deliberately written to Liang to apologize for the ‘correction’
(which turned out to be a mistake) made by the editor when the translation of O#hello was

launched in January 1937 (Liang Shiqiu 1981:355).

The notion of ‘experts’ or ‘specialists’ was taken seriously by Hu Shi and certain
members of the Xinyne group of intellectuals. Luo Longji, one of the editors of the literary
journal, elaborated on this concept in an article entitled “Zhuanjia zhengzhi’ [Specialists in
Politics] in 1929. He levelled criticism at the corrupt political scene which had come to be
monopolized by militarists under a ‘spoils system’ [cronyism]. Luo wrote that to improve the
situation, the government had to be reformed and run by competent people who had
acquired specific knowledge in particular disciplines, a trend which would become
widespread in the twentieth century, the age of science and specialists (Luo Longji 1929a:7).
In Hu Shi’s plan for editing and translating world literature, he did not opt for the general
term of ‘translators’. He insisted that ‘specialists’ be invited to draw up the list of books to
be translated and that people of competence, or ‘scholars’ as they were referred to, be

commissioned to undertake translation projects (Ji Weilong ed. 2003a:574).

Hu Shi’s stance was understandable if we see that translators in the first group were

assigned the specific tasks explicated in the Ximyue articles. Through the Chinese translations,
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the Xinyne group could reiterate their ideological convictions or refute the leftists’ views on
translation and literature. The Shakespeare project, the most important one initiated in
1929-30, was accompanied by full publicity. Opinions were solicited from dramatists
including Yang Zhensheng and Zhao Taimou in the preparatory stage. In an article
published in April 1931 entitled ‘Fanyi Shashibiya’ [Translating Shakespeare], Yu Shangyuan
gave a detailed account of translation projects on Shakespeare’s works carried out in Japan
and Hungary. He explained in great detail the project led by Janos Arany (referred to as
‘John Arany’ in the article) in Hungary in the nineteenth century and its contribution to the
vernacular movement. Yu concluded his article by proposing that a similar project be
launched by the Committee on Editing and Translation chaired by Hu Shi (Yu Shangyuan
1931:12). The objective of the project was made explicit: the Chinese vernacular was now
fully developed, as was the case in Hungary. Competent translators — scholars — would
celebrate this achievement by introducing great Western works to the Chinese readership.
Heeding the call issued in the article, as it might have appeared to Chinese readers of the
time, a sub-committee comprising well-known scholars - Xu Zhimo?*, Ye Gongchao, Chen
Yuan, Wen Yiduo, and Liang Shiqiu - was set up. The Six#h Report documented the project in

considerable detail:

In the field of literature, the complete dramatic works of Shakespeare were
chosen for translation and a sub-committee of five is organized to experiment
on this gigantic undertaking. Their work at present is to decide the style and
language of the Chinese version by making experiments on the vatious plays. It
is hoped to have the work completed in five or ten years. For other works of
literature, largely novels and plays, a number of competent persons have been

engaged for the translation (Szx#h Report 1931:45).

The projects carried out by Zhou Zuoren, Chen Mian, and Li Jianwu, who had
translated directly from the Greek classics and French literature, were designed in the same

light. They opposed the view put forward by Zheng Zhenduo and Lu Xun that the need for
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relay translations was ‘a sad but inevitable reality’ (Zheng Zhenduo 1921:24)35. Both Hu Shi
and Liang Shiqiu had written against indirect translations (of French and Russian literature in
particular) based on Japanese or English versions. Liang pointed out that all translations
deviated from the original, however well the translators might perform. It would be very
difficult to ensure that relay translations remained faithful to the original (Liang Shiqiu
1928:4). In reply to Liang’s article, Hu added that students and scholars of English and
American literature should devote themselves to translating masterpieces in English (Hu Shi
1929b:1)36. A translation of an English article commenting on the poor quality of some
English translations of Russian novels was published in Xinyxe in May 1929. In the postsctipt,
the translator, Bi Shutang, declared his aim of alerting translators and readers that many
Chinese translations (of Russian literary works in this case) were relayed from English
versions (Bi Shutang 1929:15). The fact that Zhou’s translation of Mimiamboi of Herodas and
Theokritos was among the first batch of translations to be published in 1934 makes the case
clear?. The project was continued by Luo Niansheng, who translated six other pieces. In
common with Zhou’s work, these translations were specifically noted to be translated directly
from Greek. The French translation projects undertaken by Chen Mian and Li Jianwu were
completed in 1934-35. Li translated Flaubert’s Trois Contes and wrote another book which was
a critical study on the author. Chen rendered Racine’s Andromaque and Corneille’s e Cid in
addition to translating five other works by Delance, Maugham, Dumas fils, Henry Bataille

and Jeffrey Dell in the following year3®.

The second group, referred to as the ‘student-translators’ in this thesis, includes Zhang
Guruo, Xiong Shiyi, Liang Yuchun, Guan Qitong, and Yuan Jiahua. Most of these
translators were graduates of Chinese universities and had not furthered their education
overseas by the time the translations were published®. The aim of the projects on which

these translators worked was not as clearly defined as was the objective of the translations
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rendered by the specialists. While the committee might have chosen to translate the works
of Thomas Hardy and Joseph Conrad, other translation projects could have simply been
chosen by the translators themselves, who submitted their work to the committee for
approval. If a piece proved to be of good quality, the translator might be invited to work on
another book by the same author (Zhang Guoruo 1936, 1989; Zhou Zuoren 1934; He Yin
1981; Cao Boyan ed. 2001a: 360, 502, 646, 689). While the young translators had the
opportunity to discuss their work with Hu and to be awarded a grant, their translations were
not necessarily published. Xiong Shiyi’s translations of J.M. Barrie’s plays, which were
recorded as completed in the Seventh Report, were not published due to their poor quality (He
Yin 1981:65). More than one translator was engaged for projects designated by the
committee: Zhang Guruo and Shih Min for Thomas Hardy; Liang Yuchun, Yuan Jiahua, and
Guan Qitong for Joseph Conrad; Pan Jiaxun and Mr. and Mrs. Chen Yuan for Jane Austen.
While progress was constantly updated in the reports, no specific plan such as the one used
for the Shakespeare project was formulated. The Austen project was soon dropped. The

remaining two projects were mentioned in the Tenth Report:

...and that the attempt to translate the complete literary works of Hardy and
Conrad is still being undertaken by Messts. E.Y. Chang (Zhang Guruo), C.H.
Yuan (Yuan Jiahua) and others (Tenth Report 1935:19-20).

The translators in the second group enjoyed no less freedom in the rendition of the
texts, at least on paper. In “The Plan for Editing and Translation’ drafted by Hu Shi,
translators were instructed to translate into vernacular Chinese using the new set of
punctuation marks. They were also required to pay attention to the translation of names of
people and places and to add explanations where necessatry. The translation approach

adopted was summarized in two sentences:

[the translator] must preserve the original meaning of the author on the one
hand and make the reader understand [OR write in understandable language]. So

the only principle for translation is: if the author had written in Chinese, how
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would [he] have written this sentence?’ (Ji Weilong ed. 2003a:574-576)

They were encouraged to rearrange the syntax and sentences and to elucidate the original in
their own words. In Zhang Guruo’s two translations of Thomas Hardy’s Tess of #he
D’Urbervilles and The Return of the Native, he replaces the original Dorset dialect with a
Shandong dialect to reproduce the stylistic effects in the original. This approach was
obviously endorsed by Hu Shi, who proofread the manuscripts himself. In spite of Hu Shi’s
editorial input, we can still see evidence of the strategies adopted by the student-translators

on their own initiative.

The Joseph Conrad project is significant considering the number of translators
involved (three) and the number and type of translations published (a novel, a novella and
two collections of short stories)*. In the following section, I will describe the translation
strategies reflected in these translations and explore the possible links between the

institution that commissioned them and the practice of the three translators.

III. The Translators as Specialists

Liang Yuchun, Yuan Jiahua, and Guan Qitong were confronted with a daunting task
when they started to translate the works of Joseph Conrad. The three translators had not
obtained qualifications on the same level as those of the scholars in the first group who had
studied overseas. Liang Yuchun was an experienced translator by the time he took up the
project, but the other two were not. The project they tackled was also different from the
William Shakespeare and Thomas Hardy projects undertaken by the specialists in that only a
limited amount of information on Conrad was available from the Chinese literary scene. The
Conrad translators faced two major tasks. First, they had to provide trustworthy

representations of the masterpieces of a lesser known foreign author. Second, they were
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required to educate Chinese readers and provide them with guidance on how to appreciate
his works by painting Conrad as an admirable writer whose name deserved to be mentioned

in the same breath as those of other great authors.

To account for the work of the translators, I begin with a general description of the
extent to which the works of Joseph Conrad were known in China in the second and third
decades of the twentieth century, that is, before the translations were published, emphasizing
the limited resources the translators could muster at the time. I will also provide the profiles
of the three translators and assess their positions within the literary field. It is against this
background that the strategies the translators adopted are analyzed, concentrating on the
patterns found in the four translations before the influence the institution may have on their

work is discussed.

Joseph Conrad in Republican China

Unlike Thomas Hardy, Joseph Conrad did not receive much attention within Chinese
literary circles before his death. The earliest record of the author in Chinese literary
publications appeared on the front page of the 134% issue of the literary journal Wenxue
[Literature] on 11 August 1924. The article, written by Song Yu, reports the death of Conrad,
a noted writer of sea literature, on 3 August 1924. A sketched portrait of the writer appears
at the centre of the page. The report includes an account of Conrad’s life and a brief
introduction to his works. Only three titles were mentioned: A/nayer’s Foly, his first piece,
Some Reminiscences, and The Mirror of the Sea, the last one being a collection of his
autobiographical writings. His style of writing is not discussed in depth. The message repeats
throughout the article is that Conrad was brought up under despotic rule and was eager to

break away and seek freedom. The author is compared to Robert Louis Stevenson and is said
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to be as good as Rudyard Kipling (Song Yu 1924:1).

The second article to focus on Conrad was published in the October edition of
Xiaoshno ynebao |Short Story Monthly], the official journal of the Literary Research
Association. The nine-page report was featured as the first article of the issue and was
entitled ‘Kanglade pingzhuan — jinian zhege xinsi de yingguo dazuojia erzuo’ [A Critical
Biography of Conrad — written in memory of this great English writer who died recently].
The critic explains that Conrad had struggled to escape Russian authoritarian suppression
and ‘the pain he suffered in reality’ (Fan Zhongyun 1924:2). His biographical details are given
in full, including the school from which he graduated and the people he met on his voyages,
names which later appeared in his work and in the review of his first book in the Spectator.
His novels are listed in chronological order from the eatliest publication released in 1895 to
the last, #he Rover, which was printed in 1923. Conrad is again compared with writers who
were already well-known in China such as Zola and Hardy. References are made to the plots
of his stories. Comments on his style are general in nature. The article does not include any
major excerpts from his novels for illustration and instead quotes paragraphs and sentences
from his works in an effort to explain the authot’s views on art and life. Conrad is
characterized as a realist and is praised for his powerful narrative style, for his descriptions of
emotional and psychological states of mind, and for the environment and atmosphete
created by his language. The article refers to Conrad’s technique of describing objects from a
subjective perspective through a third-person narrator to give the reader a clear picture of
events (Fan Zhongyun 1924:9). Fan also tries to explain why Conrad had not become
popular, although he does not identify the target readership in this context*'. He points out
that Conrad’s work is filled with skepticism: facts are presented as intangible and the
questions he raised are often left unanswered at the end of the story, as in Lord Jin and

Victory. This unsettling atmosphere, Fan observes, does not match the current trend whereby
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hard facts were demanded:

What Conrad tackles is not pieces of evidence, but questions awaiting resolution.
He elaborates on them from different perspectives, trying to expose the mystery
at the core of the issue. That is what he wants to achieve, but in practice, he is
not able to come up with an answer himself. He puts forward only his
assumptions and observations. He does not attempt to make any subjective
assertions. When addressing an issue, he always adopts a difficult and sceptical
attitude as if it could never be resolved. It is for this reason that modern day
readers, who are after substance above all else, find his work difficult to
understand, and this is why his books are less welcomed than other mediocre

novels (Fan Zhongyun 1924:8, my translation).

Joseph Conrad’s name subsequently appeared in a smattering of articles in which he
was referred to as a well-known English writer but was never given as much attention as the
big names such as Charles Dickens, John Galsworthy, and Thomas Hardy. In 1925, for
example, his name came up in a gossip column about the inheritance of a group of famous
writers: Dickens, Bronté, George Meredith and Mrs. Humphrey Ward (Zhi Gang 1925: