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ABSTRACT

Since the emerging of Feminism Theory in translation, there are numerous studies and
discussions on women’s participation and positionality in translation activities (Boria &
Risso 2006), studies on women translators and their identities (Flotow & Farahzad, 2017,
Simon, 1996), but limited studies aiming at the translational practice on how to translate
women. This paper is a practical exploration in gender translation and focuses on translator’s
ideological stance in translating women and related gender issues. The translator has adopted
“women-identified” approach in the translation process. According to Maier, translators can
opt for a “woman-identified” approach in their works in order to identify themselves with a
woman character, usually the protagonist, or cooperate with authors identified as women to
tackle gender issues in the original. In this paper, “women-identified” approach is applied in
the translation practice of Sweet Caress into Chinese to address the specific gender issues in
translating women. It will illustrate how the translator has identified herself with the heroine
and her linguistic choices in order to build the rounded character in Chinese context and
examine if the ideology of character or the translator affects the decision-making more in the
translational process. Through the application of “women-identified” approach, this paper
will explore the significance and feasibility of “women-identified” approach in translating
women and female perspective characters in general.

Key Words: “women-identified” approach; translating women; ideological stance; gender
issues.



TRANSLATION

No. | Source Text Target Text
1 Sweet Caress (H = 20D
2 William Boyd BRAR - PR
3 Book One: 1908-1927 F—F. 1908-1927 4F
I lit a cigarette, watching him throw | F& & 7 R & MH . At 78 3 1 5 Bl 8 92 o,
4 off his jacket and fall into an armchair. — e B AL BT I
T OB A E IR, A —E a1
5 I knew that tonight had to be the night. | IR LE T .
‘Couldn’t have done it without you, | ‘275 JARIIFHN, FEM. BEW AN
6 darling. Thanks a million,” he said. .
EEWE AR, T IR R
7 ‘And Lockwood.” ‘Locky’s a Trojan. | ZK1k.
But I think we might need another | 11 5 W RAIIRIX A iFis 1)1E, WATA fE
8 assistant if this goes on.’ EFRE AT
9 I sat down opposite him. PACABXTTHIAL T .
‘But it can’t go on like this, surely. It’s | “{HIE % & € AT A 0] G2 — HIX A 4F
some sort of a mad exception.|iz. SHEMEAIMNTIZ. (HIFLE N UAZE
10 | Everyone’s out of control.’ i, FAVRAECER TR,
‘And it’s not even the season..’| ‘I HIXIE¥ BN F IR E. ... .. -
11 | Greville thought. ‘I know. AR T, RANE T .
12 | Divide and rule. What if we splitup? | 73 MiE 2. FATHATSH Uy ?
Do you think you could do one on | ibEfRH CFEM— M ATALES, IREHFIR
13 | your own? You take Lockwood. AP ? 9% A ER AR i o
I’'ll find someone new. * He stood up
and paced around the drawing room, | I B ANHBIF. ~ fhuhilEk, fE2xmE
14 | thinking. EREPPEEE .
‘We could do four events a night. Two | “FATT—B AT LAEAT PO 4A 4% TAE .
15 | each’ HATTHMES.
‘It sounds logical,” I said. But people
only pay attention to me because they | ‘7] LLlik, {H2, KRR IRERIE,
16 know I’m with you. MAA =R
They don’t want to be photographed
by Amory Clay. They won’t pay to be
photographed by Amory Clay, more to | AT TA] ANAELECER B « Tasiekipk. i
17 | the point.’ BT, fiIA AR EfeX e,
‘But they will. > He wandered back | ‘M1, ~ M NE = 7 —ik m &
across the room towards me. ‘Wait till | 1. ‘ZFAA1E BIVR BT M G &8
18 | they see your work.’ B. T BRI A TV T W,
He picked up my right hand and kissed | ‘FRHIA TG . SR ELIK T . B2,
19 | it. “My right-hand girl. 'm exhausted. | ZF 4R E. . °
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Sweet dreams.’

In my little bedroom I slipped out of
my gown and underclothes and put on
a filmy silk shift that came to my

[l 2N, FARTRAEB L 1 HEAE AT

knees. I touched a little perfume | X, # b NG L HEWE, EHEH 1
20 | behind my ears and unpinned my hair. | 275K, HIFkk.
I felt very calm, I was surprised to note | FAEH 11, H /FEAWILEE B4 .
21 - this was no inebriated, wild decision. | X\ A& &I I .
22 Matters had to come to a head. 2R AR B KA
Bi= 7T —F, Mighiba cwdr, TR
Then 1 paused and thought, as coldly | it | —iwFk S L EMMPFE. XMW
as I could, about what I was about to | MFATHI R R, A LFER K WHA K
23 | do and the risks attached. 7o
It could all go horribly wrong, of
course, but, I told myself, you could
have died a few months ago, trapped | 1% £ [ 4t 38 1 1 1 A2 AN Rl RS 378 100 1) 4
in a car beneath the waters of | ®. (HEREIFHED, JLMHITERENW
24 | Hookland Castle Lake. e IR, AR T .
Don’t let your life go by you, thinking
25 | of what might have been. NAE R, B[R] 2] 45
Live for yourself, for what you truly
26 | want. VR E G, AR B AR AR R .
Live for yourself, 1 repeated as 1| AfRHCWHE, L—1AxFRSXANHE
padded through the dark flat towards | %, —iA7EE IR B H AT 42 1 Hh 5
27 | Greville’s bedroom. 1% TR AR R ) P 2 E 2
There was no light shining under the
28 | door. I knocked. AT )% L ECH IR AT O R T T .
‘Greville? Can I have a word?’ 1
pushed the door open as he switched | ‘4% 75 4E/K, FAT LAFPRIN— 00 2 ~fhdT
29 | on his bedside light. T TIRSKAT, BRABHET TN
His hair was tousled, a thick lock
falling over his forehead. I'd never | fliSk R ZERL, — xSk &K% % 0487 1T 20
30 | seen him so uncombed. o TR I I At 1) i R b L
‘Amory? What’s happening? Is there
31 | anything wrong?’ VB, BEAT? Mt AaFE T
32 | Islid into bed beside him. P IR, Gl 555 .
‘I’'m cold,’ I said and, putting my arms | ‘FREFABI, > FTUEFHEM, F85E4M0
33 | around him, tried to kiss his lips. FIXUE .




34

Very gently but firmly he pushed me
off.

il AR e SO 0 BT -

35

‘What’re you doing? Are you out of
your mind?’

DR 22 R T2

36

‘I’ve fallen in love with you.’

Foegzw bRy,

37

‘Don’t be fucking stupid, I'm your
uncle!’

FMBEIEE T, BB

38

‘So what? It doesn’t matter.’

TLERE? SORERFR.

39

He sat up and ran his fingers through
his hair, smoothing it back. He
climbed out of bed and picked up his
dressing gown. He was wearing taupe
pyjamas with a darker piping. I saw.
He threw the dressing gown at me.

fibAsid ok, FHIRFFE LK, LRKFF
. SRJE T RERRAK, Pk, hF
IR 0 R CR T A

40

‘You’re practically naked, you silly
girl. Put that on. Why’re you trying to
seduce me? Have you had too much to
drink?’

RIVTRAEN, R F R,
IAF LR BRI ? AR AR %
i

41

‘Because I'm tired of being a “girl”!’
My voice was shriller than I meant it
to be. ‘Tired of being a “silly” girl,
even worse!

POAF AN AR TR R IR AME
HEEL . BEANAE 2 fh I !

42

And I love you. And I don’t want
anyone else to love me, or to..” I
couldn’t think of the right word. ‘To
possess me.’

WER. WABEMNZR, BE....0
FAAE —AME R AR

43

He laughed and then walked to his
dresser, found a cigarette and lit it.

IS RS, FERACH, K —RE MW,
sk

44

“You have got a hell of a lot to learn,
my dear.’

REN, WEEANEHRS .

45

‘I’'m nineteen years old. I could have
died. My father tried to kill me. I can’t
just wait for-’

A9 BT ZHTHREEILERIEIK,
WA FHIE T . AR

46

He put up his hand to silence me and
shook his head incredulously.

b AR M AT B R i, PRBEt
R

47

I could hear him making little popping
noises with his lips.

FAENT B W J 18] 5 HH /N7 (R BE
AT b 5E -

48

‘The thing is, I’'m not interested in
girls, Amory. Can’t you tell?’

S B LA R . BRI
AEE B HRG?

49

‘Tell what?’

R4




‘I’'m interested in men. And boys...I’'m

what the smart set could call a

PR TN, I T B2

50 | “queen”.’ 1= =N o W < 1

I looked at him. ‘Jesus. My god..I| FEHEM. K. FKIIK..... . FREAFETHA
51 didn’t...I don’t know what to say.’ HUE.... RAFEA A

‘Don’t be embarrassed, darling. In fact

I’'m rather flattered you should think | ‘55521, AHWEAMEN. HL, REE

I’m appropriate material. The disguise | XX _FFIXFEM N, o6 B2 B E
52 | is working very well.’ VLRI 2GR U

I yanked on his dressing gown,

suddenly absurdly conscious of my

tiny skimpy slip, of the light shining

on my bare arms and shoulders. My | FRFIRZINE], T G5 2238 11/ NERE,

breasts seemed, all of a sudden, | kT YGHEE G FERE B, 5
53 | preposterously white and large. WA AR N BN Z R, %

I hugged the gown to me, feeling a | I Z K EHEMMIRAK, FH {/RV@N%
54 | chill shudder up my back. (), TR PR B

Cold shame, not hot shame, even

worse. | wasn’t going to cry but I’d | FE K ZEM I A #, FZEMim AR E

never felt so stupid. Like a vast block | N. FIFHAHR, HEMNREHFECD
55 of cast iron, tons of insensate metal. b BE, MEZERY—1

He sat down beside me and took both

my hands in his, just as he’d done | ftAR BT 51K, EHERKIANT, ZHi

when he’d urged me to go and see my | fll M) FK L FH B2 XAFE, HI
56 | father. In another world. RO EMEZRE T

‘Do you really want to stop being a
57 | virgin?’ DREHIAES g T, 2

‘That was the plan. Now I'm not so | ‘ASRAKE) . (HERIMAENKHE 7. 14

sure. As you say I’ve got a lot to learn. | R i [T, ?‘Zﬁfﬁ% i oI WVEdR
58 Maybe I’ll become a nun instead.’ U — 2B .

Greville scrutinised me. “You're

incredibly impetuous, Amory, you | #H4EKINEIEEHRK. LERE, K
59 | know. Very headstrong.’ BT . XA,

“Very stupid.” ‘Yes, that’s a way of
60 | putting it. A R, XFEULR
61 | I could get you into trouble in life.’ SRR AT RS — B,

‘It already had.’ I retightened the belt

on the dressing gown, feeling tears | ‘T — MM 7. "IN R T REK I
62 | salty in my eyes. iy, HRVETEHREG B AT 4,

I wasn’t going to cry. ‘It’s my | HFEE AR EI/J XM I
63 problem. My curse.’ JE X IXFEIR o




64

‘Which means I don’t think you’d be a
very good nun, I’'m afraid.’

P AR HA T IHE 2

65

I had to smile. ‘Probably not.’

] —5, WA,

66

He looked at me searchingly, but in a
kindly way.

fibEER, HICEERLE.

67

“You know, if I thought I could, I'd
help you out. You're a very pretty girl.
But it would be awful - for us both.
Too ghastly and embarrassing. Might
ruin you for life.

ERIAT LA S, B FIRK. 2R
WS BTN AR R AR
At ARHE AN, WM. R RS
B T AR—4ES

68

I’'m just not made that way, darling.
The machinery wouldn’t work, if you
know what I mean.’

REN, AERHAHBERIEE,
AR AARAE, BRI LB

69

‘I’d better go. I think I’'m going to die
of shame. I’'m so sorry, Greville, I
never-’

RS T, REEEMIET . WA
B, BEAR, AR

70

‘Why don’t you seduce young
Lockwood?’ “What? Lockwood?’

WREAAAFE TCARER AN FE R N E
We? At ? 3 rifhfE?

71

‘He’s obsessed with you. Shines out of
his eyes. He adores you. Can’t you
tell?’

AR PR RR PRI AP SRE R, R L2
P R Z o MR HRICAR T o IRBCE
Hiokng?

72

‘I’'m afraid I’ve only been thinking of

2

you.

 ELPUORIH A AR R,

73

“You’d be much better off losing your
with  strapping  young
Lockwood than an inefficient pansy
like me.’

virginity

R ER — R i i R A e A PR AL
18, S R ATCRE Y R PRSI,

74

We only see what we want to see and
that’s how mistakes are made.

PAMEAE R B 2 BATEF 2, Frila

SR

75

Greville suddenly came into focus for
me, like a lens being turned.

LR, RS 4ERRRN T B, A
Ja, BB IEEF Bk A OQEE .

76

At breakfast the next morning I crept
into the kitchen but he was already
there, spruce in his morning suit, ready
for the wedding we
photograph at the Brompton Oratory.

were to

5 RN AR, R T A A
Bi, OB T, FEERNE
B, MR, BAVERRE LIE, 291
FE AR B WAL B 24T B AR AL -

77

He looked like an illustration from
Tailor&Cutter.

fib 7 R R AR PG I i) L P

78

‘You’re not going to jump on me,
Amory, are you?’

SRR, ARASARIMERIE?




79

‘Very funny.” But of course it was
exactly the right thing to say. He made
light of it.

WREAF R {EAER S U, B
R . AT LKA .

80

We could joke about it and therefore it
was possible for me to be with him
again, to function, at ease, even though
everything was different. In a strange
way [ felt closer to him, now I knew
about him. Now we had our secret.

BRMAIRUEAR T, HAITTELER
ERIBNQERE: AT UEIS S R el
fSESRIE 7, IO R T gt iy H.
PAZ A TRk

81

‘Any luck with Lockwood?’ he said to
me one day. ‘Greville! Please!’

AR, M3, UREE AR A R
T R EYER L R

82

‘He’s a nice land. Strong but gentle.’
“You make him sound like a shire
horse.’

M PLF R, NISRIFSF. URIE
HURRAE G —FF,

83

“You know what they say about shire
horses don’t you, darling?” ‘No, I
don’t. And I don’t want to know.’

PRENE RN EA WD, SEZ R,
FEN? CORNEIE . FREAEEE,

84

But because Greville kept talking
about him, kept introducing Lockwood
and his charms into our conversation, I
became aware of Lockwood in a way |
hadn’t before.

T H AR R PRI s, B A
AT BRI 07 R BV e LA,
Vi 2t 3 AR AR B R i

85

I realised he was in face always
looking at me, covertly; I began to
notice how he would take every
opportunity to stand as close to me as
propriety demanded. I that
Greville was right: Lockwood was
obsessed with me.

saw

TRDUb SR MER: REITBESR
ftid = —HAH AP FEL . #%
AKX, W e RN IR

86

We were closing up the darkroom one
evening, a few weeks after my fiasco
with Greville.

2 TR EERNRZ BN, JLUE R
(R —ANHE b, RS SO AR AEAE IS S s
RS

87

The red light was on and we moved
about our business limned by its unreal
thick luminosity.

I 3 BLZL IR AT e AR R B S A9 4 Ah e
FAMEE

88

I was hanging up strips of developed
negatives and I could feel Lockwood’s
eyes on me, like an invisible beam
through the redness, playing on me.

PALAE VR (LA R A I, IRt 2%
ARTE R HOCR AR S £, BiRE b B
HITETE B LA B RS K

&9

I thought- why not? It has to happen
sometime - and the sooner the better.

WAERE, TORAERM AR ? S IbiB H 2
KA, EIRFE BT




And having allowed the thought to
enter my head I felt the concurrent
physical consequences: that bowel-stir,

that bone-weakness of pleasant | 5 [ IX/MEVE, BERESRAENN, K
90 anticipation. NEERERIUORE R, R K RERRRAD K .

Lockwood reached to turn on the main

light but I caught his wrist before he | ¥#& FeALAE IEZE LT KAT, FALZI R AT Atk
91 could. (i BEL L T A

We stood there looking at each other.

‘What is it, Miss Clay?” His voice was | TATuE7E IR0, AH B A, At i) A 2 1R
92 | dry, hushed. T, NEHLE, CTasNE, BAT?C

‘Would you like to kiss me,
93 | Lockwood?’ VSR, PRAEw R ?
94 | Book Two0:1927-1932 BB F: 1927-1932 4F
95 | I Life is sweet 5 MENHT

I raised my camera - my little

Ensignette - and took a photograph of | FE L ZE MU NENL, 0T —3K%E

Lockwood Mower lying on the bed, | 7effif8 S /RIFHE . REFHL, fh—2z
96 | sleeping, naked. ANHEEHUEETE IR L.

He was hot, he’d thrown the sheet and

blankets off and his pale long flaccid

penis, lying over his upper thigh, was

both pliant and semi-engorged. The | K A K#, M35 TIRBEMEBE. BT

pinched bud of his thick foreskin made | ABMRACA Y, A5 L% 1) G £E R S [A]

his penis look tuberous, vegetal, | %5 I X HEE, JBEERE K SLIBIAK,

somehow - not like his sex, his | ARG AL RGHED I, — A
97 member, at all. AMGABIIVET, AMEAD R —F 77

It was a great photograph - so I say,

my ‘Sleeping Male Nude’ - and I kept

a print of it for years, secretly, in a | &3 TN M) BRIE S N2 — KRBT

seldom-look at it and think back, | M. FRIORAE TIRZE, B/RS it

remembering him and those many | BF&, [FIZHBH, RIAEEA, [FIERIA]
98 months of our affair. BHIMIEE.

And then I lost it, annoying, when I | 7] {5 K& 5 M B0,  FRAT AR 5K B
99 | moved house after the war. FIRET

I put my camera away in my bag,

slipped on my coat and left quickly | FACAHVIMAE R, & EAME, AHE
100 | without waking him. It B PDEEA .

10




101

I had a job that afternoon and had to
make my way to West Sussex for a
garden fete hosted by Miss Veronica
Presser - daughter of Lord Boxhurst,
which the Presser family owned, every
brick and hanging tile, part of their
which lay
between Chichester and Bognor Regis.

vast Boxhurst estate

R T AN LAF, RS EET
SRR, SINYER e TR BT
el 2 o b B S B A 0 B Y L
R JREAE el L f — A& — BL AR 2 I 7 B SR
(1, Al ATT A 73 U0 3R A A L
iy th A o

102

I took the Tube from Kensington High
Street to Walham Green, trying to
concentrate on the job ahead and stop
thinking about the last few hours I’d
spent with Lockwood.

H N i 0 7 b A 4 1 R B B R DR A
W, SEAER IR B R
TAR L, AFEIANE oA H = 0
[RIJLAS /N

103

Greville had passed on the Presser
commission to me - it was for Beau
Monde - and I knew it could prove to
be a significant moment in my erratic
career as a professional photographer.

RIR LA 25 it 2 ) (Beau Monde)
2% BRI, M E YR IR L S XA L
fE. JAREER, WRTEHE, XKL
FHOY I — AT AT — A
PR

104

‘Do this Presser job well,” Greville had
said, ‘and all my Beau Monde work
will come your way. Guaranteed.’

b, XA BIHRALS, A
i, WA (WAt WIS
PRI WIS IR . BRARAIE,

105

I now lived in a shabby one-bedroom
flat in a converted house on Eel Brook
Common.

AL 137 R AL T BHRATE To 2 el — By
BRI 5 1 AT B Y [A] b =

N,

106

No bathroom, just a small kitchen and
a lavatory off the long, thin bed-sitting
room.

MEBABE, KA/ fE
H/ANGIEL, ANGEIEDOE K, B R
=M

107

I still used the Falkland Court mews as
my darkroom; Greville had given me
my own set of keys, an arrangement
that suited me as I was able to see
Lockwood as often and as discreetly as
I wanted.

FAIIR AR e 22 BB L B AERE By s A%
HYERgy TP, R HRE A
FE AT LR AT HEAIZE S/ o 1 BRI SEATLAE

2>,

108

Which was quite often, so it turned
out.

DER K, FRGBT RS2 DAt

109

I packed up my two cameras in my
grip (the ‘Excelda’
quarter-plate and the Goerz), stuffed a
dozen business cards in my handbag,
hoping for further commissions, and
headed for Victoria station.

leather

FACFR AP NAEHL % TRk 1/4 AR
ERAND R EFROE, BET
— 4R, A UE L2 .

11




110

Change at Hayward’s Heath for
Amberley and then a taxi to North
Boxhurst. It was going to be a long
day.

SR R Z Y2 RN Bkl AR AR
i ok ke 22 m A, HARHALZEEAL
EL SR KR . R R IRIB R Ko

111

THE BARRANDALE
1977

JOURNAL

1977 FEF A 28RS H &

112

I suppose we all - men and women -
remember our first lover, like it or not;
good, bad or indifferent.

WVFITE 5 AN L N 21043 5 2 HIY)
@7 %i@%%KEXK, TN JL;ZZ} lﬁjﬂ:E‘Z/X
A R

113

However, I’'ve a feeling that women
remember more, remember better.

SR, B HIFR, T AEESIEAE
% ’ ‘Hjlﬂ'fﬂ‘%%o

114

I can still bring to mind that first night
I spent with Lockwood, after we’d
kissed in the darkroom, with
near-absolute recall. Lockwood had
been both kind and controlling.

ﬁ%%Tu%W%miﬁ%@%ﬁﬁm
— R, RAVERE B5RY), & ALEA
ﬁﬁ%@lﬁmio

115

Once the future of the
encounter was clear - that this was to
be no simple kiss - and as soon as we
were naked in his narrow, pungent bed
upstairs, all lights switched off, he
asked me if this was my ‘first time

around the houses’. Yes, I said.

course

MIA R fa Bt — AWy 2, EkE T

ZIE W AT E TR, BOEA R

FEARRIR £ o A EIPRIR 7B /N, 3B AT 3 5

w% b, XA R I
RN A

116

Then he asked me if I used sanitary
towels or ‘them tampon things’.
Sanitary towels, I said. But why?

b L P 0 2 T R A I LA 9
ZHRIAETE . i, TR, B4
T2

117

Then I felt his finger inside me,
pressing, and a sudden sharp pain that
made me yelp.

%F&W B B F 95 7 B B R L%
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‘That’s that sorted,” he said. He spread
my legs and positioned himself.
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‘Wait a second,” he said and left the
bed. I heard him go into the little
kitchen at the top of the stairs, then he
returned and slid back in beside me.
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I felt him rubbing something on me.
And then he entered me with a small
wheeze and grunt of effort but I didn’t
feel much.
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‘1 won’t go mad, Miss Clay,” he
whispered in my ear as he began to
push rhythmically at me, ‘seeing as it’s
the first time.’

TERANH, BASMRMEN, ERE
AFNE, MRl AR SR, I
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Right, I said, clenching my fists on
his back. ‘I can’t rightly believe this is
happening, Miss Clay. Happening to
Like I'm

me, Lockwood Mower.

dreaming a dream.’
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He was as good as his word. He
exhaled noisily and rolled off me after
about five seconds and we lay in each
other’s arms.
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I was expecting to feel more pain - all
the speculative talk as Amberfield had
been of blood-boltered

agony.

sheets and
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Carefully I reached down and touched
myself - some sort of clotted waxy
substance there. Lockwood’s
emission?

was
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‘What’s this, Lockwood?’ he said. ‘It’s
an old trick. I remember I had some
soft lard in the kitchen. That’s why
you never felt a thing. * he said.
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I could sense his grin widening. He
kissed my cheek, gently, and
whispered, ‘My chum slid in like a
greased piston, Miss Clay. Feel it. Go
on.” He took my hand and placed it on
his ‘chum’.
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Now it was my turn to smile to myself
in the darkness, feeling not sensual
pleasure - that had never really arisen -
but relief, enormous happy relief.
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It was over; it was done; everything
had changed, now. ‘You can call me
Amory,’ I said, kissing him back.

AT T AT IERE LA
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The bed smelled rank and I felt my
back itching. Lockwood had a reek of
sweat and his cheap pomade about
him.
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I breathed in, filling my lungs, telling
myself to remember everything. I’ve
never forgotten - and [’ve never
cooked with lard since.

BIREW T — DA ERAAH,
X —vl. BRANKEE
B OER T .

HUFEC
Al ELE

13




Miss Veronica Presser was entirely
happy to be guided by me. She was a
big enthusiastic girl with a gummy

AL - E B NHARE % AT
At WRNAER R T L%, PR

132 | smile. Iy 2 i HH AR

I met her by the lawn tennis courts at

Boxhurst Park where there was a | FR7E Eo@ Bk B e A bl 1 5 5 0 Bk 37 UL

one-game, knockout charity tennis | 2|4t JFH IEAE 2T HLI7 265 I BREE AR
133 | tournament going on. FEHRIK TR

I said that something casual and sporty

would look so much more interesting

than the usual bland portrait shorts | T Jrat, “FoTFRATE 2t oz =

we’d all seen a thousand times before. | FAM H 45 A, (HBE & B R 118 3 X
134 | ‘Absolutely,” she said. S, Wi, 4%,

‘Whatever you say.” For someone

already reputedly worth several

million pounds she was very | FRULAFHENS . AR MX PR UL S JLE
135 | easy-going. N, BEBEA

‘Make it as natural as possible,’ I said, | ‘KA AT REE IR, T il 5 A%

focussing the Goerz. ‘Be | AL AEERE. “MREC. BE—RHBR

yourself .Pick up another racquet. Yes, | 1. *f, FZXFE! 5T, HREE, A
136 | that’s it! Perfect.” Click. I had her. ISR

‘What fun!’ she said and gave a loud
137 | neighing laugh. OXAER T i b R SE K

The next day, in the darkroom of the

Falkland Court mews, I printed my | 25 K, 7E48 == B0 15 &, LI —iK

portrait of Veronica with her two | 4%/ Qg -RE35 WM ERITIIRE e 1 H
138 | tennis racquets. I liked it a lot. Ko FAEH EXOX KM o

It was high time, I thought to myself,

that we moved away from the standard

images of these society girls - the | 3515 & W E E 5 b4t & L& bR ifE

beauties and the fiancées, the debs and | e %, ML E S RIGRK . HEHIES
139 | the heiresses. LR NIX LI R

Let’s make my first Beau Monde

commission a  photograph  to | TN CEIVEAS) AT — R K K

remember, not just so much forgettable | A1k NMEEHFAEM, AR ZIEA
140 | social wallpaper. S A AT AR

However, I decided to lie when I sent

it in to Beau Monde, such was my | fEFRIBH FiE %L (WIRALS) B, FRE

enthusiasm: I told them it was Miss | it 1, XM 2WAIAEER: T VRl

Presser’s  personal  choice, her | fIJIX24EF JeR -5 B/ NHE kR,

favourite - and it was duly published, | /& i =R . T&, Xk A1E

the following week, as a full-page lead | £ F KW — B HHR 17, , IR T —
141 | to the society gallery. oL, 518 RS 2RI
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‘Good Lord,” Greville said, when he
saw the magazine. ‘Are you sure this
was her choice? She looks like she’s
got wheels. Not really Beau Monde at

PR, R FYERE B E OE] o AR
B2 X2 B CIE R ? M R AR R A
v b, —RBEAR (HHRAEZ) BX

142 | all. 1o

‘She did say “What fun!” when I took | ‘FR&3 A M ISz, dl (1) B 150 KA R
143 | the picture.’ T

‘And you chose to interpret “What | ‘3R J5 VRHECAR A 17 PR AF A IX 72 T
144 | fun!” as “That’s my favourite.” B

‘It seemed implicit. You know: the | “IXAE R MER. Fagul, WARE R
145 | message she was trying to convey.’ =E,

“You can be very impetuous, Amory. |
146 | warned you.’ TR, R T RIEEE ISR

‘True. Still-> “Still, it’s the best

photograph I’ve seen in Beau Monde | ‘&), At Ak, B/ CHIFA

for a year. Very natural-looking. Better | =) — &R EH RS HENK . JE5
147 | than mine.’ HR. RIS,

‘Thank you, Greville. I've learned | ‘YIS, & 4E/R. FAEELREMRIAIL
148 | everything from you. Everything.’ TR EAEE.

We were in the drawing room of his
149 | flat. FATRAEAL 2 8 B =R

The evening sun was blazing obliquely

in and a misty amber light seemed to | {558 1] &7 BHEH SRR 3E ok, 5511

fuzz and blur the windows overlooking | BE¥ A Y62k M — [, ME P AREAE

the gardens, casting everything in the | ZFFA00T, 5 1) (1B — 144 i AR 98 B2 1E
150 | room in a golden fantastical hue. GG IN R Z) B R L

‘Still  seeing young Lockwood?’ | ‘VRICAE FRIE e AR £ 21 2 4% F 4E /K
151 | Greville asked. ‘From time to time.’ Ao fE/RIIL.

‘He seems much - I don’t know -

neater, cleaner. Altogether more | ‘“fEEK, EAUNE, HEE, HF
152 | presentable.’ 1o EHRU, BHFET.

I had made Lockwood bathe - I

supervised the first bath, I scrubbed

him down - bought him some decent

brilliantine (Del Rosa’s ‘English | & M& ARG S . 55— IR B3k

Musk’) and several changes of shirts | B fhye, AR, HbK T —Lir

and, Greville was no to know this, | F (B )L W FH X EBEE D

thrown out his grey greasy sheets and | iH —L4f 4, ] Lg% . HIH

provided him with freshly laundered | T fililI UK, SETHIRH, ¥etid

ones that I brought with me when I | J5¢5fthfe &, IFEEMREH, EHH

stayed and took away to re-launder | B %, BLffEELiEVE. X LLH T 4 /R #0
153 | when I left. ANFHIE
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‘I never liked that blue flannel shirt of
his,” I said. ‘I think he’d wear it a week
at a time.’

Pt FRMARAA XA 1R 0 22 4K
A, b T ot g B2
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Greville laughed - his rare baritone
boon that erupted when he found
something genuinely funny. ‘Amory
Clay, what have I done to you?’

P8R AE IR RO o BRI B A5 45 1 i 5K 14
H, B EHMERNRES, TR
MU E. SRS, BEBOW IR T A
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Beau Monde sacked me a week later,
the result of a vehement litigious
complaint from Lord Presser himself.

—JE CERA ) JFER TR oA
7 225 000 B A NG HE AR S R B
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His daughter was a laughing stock, he
claimed, she mortified,
humiliated.

was

vt B LU T R, 9 NHESEAN
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The entire print run of the June 1928
issue was recalled and pulped at the
cost of several hundred pounds.

FEAS 1928 5 6 F 1A A4 3 B I AR B I
b, JU T SEBE 1) AR AR
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I was sacrificed instantly, in the hope
Lord Presser would be mollified.

ARSLAIFR TR B H U S

EE B2 =24
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Furthermore the editor of Beau
Monde, one Augustin Brownlee, made
it clear that they would spread the
amongst Monde’s

competitors.

word Beau
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My perfidy would be made plain, my
abject unprofessionalism everywhere
advertised. I would never work for a
society magazine again.

A= e EMR S RIAWIE . AL
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‘I think it’s a good photo, like a real
person, stuffed doll,’
Lockwood said, loyal to the end.

not some
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I had sought solace with him for a
night above the darkroom.

fENE b L, W EMhYELS W, Mk
TR ELAG S LB VR IRERS
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He was sitting on the narrow bed,
naked, watching me dress.

s 7, MERENKE, ERF
AR o
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‘'m unemployable,” I said. °All
because some stupid fucking heiress
lost her sense of humour.
picking up Greville’s bad habits.

> 1 was
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‘Surely Mr Reade-Hill can-> ‘He got
me the Beau Monde job. I was his
special recommendation. They’re not
exactly wildly happy with him, either.’

YRR RS AIE W] AR A4 T
o QEAL ) MLAE. 2 MR
I AT A RIRB .
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I buttoned on my brassiere and, as I
reached for my slip, I felt Lockwood
come up behind me, take me in his
arms, his hands cupping my breasts,
squeezing.

IAEFNF A B A, IR 20 B AT, 9%
BN R, T s R
b, BAREX,
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‘I love your bobbies, Amory, so round
and-’ ‘They’re my breasts, Lockwood!
Don’t use these expressions.

CCEREL, FRAF BRI, SR -
SOARAE, RRMIFLS | ANEHX L,
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You know I don’t like them.” He
favoured strange slang words for body
parts and types of lovemaking:
bobbies, chum, the path,
butter-churning,  Jack the
beanstalk...

and
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He was from St Albans and 1
wondered if it was some arcane
Hertfordshire patois that he used.

fib ok F 2L BURA M . A 2 A 2
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He returned to the bed, unperturbed.
Very little ruffled the even, placid
surface of his nature. He loved me
with unusual intensity that I did know.

BHIEL, KR PEHRE. HAE, fh
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‘I’'m out of a job, Lockwood. I'm
jobless.’

B AT, R THE T KT

173

“You’ll get a job. Nothing’s going to
stop you, Amory. Nothing.’

DA TR . WERE, BAftaz
PHAEPRE . XA
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My mother looked at me blankly,
unpityingly.

KHBERERIE HI, ELEAFLZE

175

From the barn I could hear Peggy
endless scales on her piano. It was
beginning to give me a headache.

A B A R L T 3 452 A T (10 8 5F
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‘Why don’t you meet a nice young
man? ‘My mother said. ‘Then you
wouldn’t need to be a photographer.
Meet a lawyer or a soldier or a - |
don’t know - even a journalist. Or...’
She thought, ‘or a vicar. An alderman,
a brewer-
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‘No thank you, Mother. No more
professions.’

G T WK, BERRN. BIERS
ALY T

17




178

I wandered out into the garden,
thinking. Greville had said I could
always come back to work as his
assistant, but, when I had left to set up
my own, he had hired a replacement, a
young Frenchman called Bruno
Desjardins (whom I think Greville
rather lusted after) and there really
wouldn’t have been much for me to
do.
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Apart from Beau Monde all my work
as for other society magazines - the
Yong Woman’s Companion, Modern
Messenger, the London Gazette, and
so on - and all those doors would be
closed to me now.

BT 2EMNREHER T . BIF (Ht
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There were newspapers - but I could
hardly  present myself as a
photo-journalist. ~And
portrait work - but you needed a studio
for that and clients didn’t exactly rush
to your door if you had no reputation
at all.

there was
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I saw three guinea pigs scurry under a
laurel lush. Yes, I could always take
photos of people’s pets.
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I felt sick: I would never stoop so low.
And anyway, there were no good
photographs of animals. Photography
wasn’t about taking pictures of
animals, it was about-
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‘Oh. It’s you.” ‘Hello, Xan.” Xan came
round the edge of the shrubbery with a
guinea pig in each hand.

TEo SER. W, L. I JLIEGFAERE
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He was tall for his age, twelve, and
had a distinctly watchful air about him
as if he didn’t trust you, or was
expecting you to make some kind of
violent movement towards him.

T A 12 BRI, bR TR
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He looked grubby, needing a long soak
in a bath. ‘What’re you doing?’ I
asked. ‘Freeing some guinea pigs. [’ve
got too many.” ‘How many?’ ‘Over a

G ERIRME, 75 Z U e .
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hundred.
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But they don’t seem to want to leave
the garden.” He walked to the
boundary hedge and set down his two
newly liberated rodents.

ERENBA BRI . il 2R
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They sat there, noses twitching. Then
he kicked earth at them and they ran
into hiding.

CAVEENE, SrazhE. theledl
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‘Why don’t you sell them to a pet
shop?’ 1 said. ‘Make some money.’
‘That would be immoral.” ‘Oh. Right.’

VAT AT ENISELEEYER? "]
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He looked at me with hostility. ‘Why
are you here?” He said. ‘Aren’t I
allowed to come and see my family?’
‘I suppose so.” ‘How very gracious of
you, Marjorie.” ‘Don’t call me
Marjorie.’

e ECE B E K, FE, N4
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He wandered off back to the garden
shed. I crossed the lawn to the barn.
Peggy had stopped playing scales and
the door was ajar.
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When the door was shut no one was
allowed to disturb her. I knocked and
went in.

1% B, WA SR YRR AT 0. 3K
Fi I B
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Peggy was sitting at the piano doing
exercises with her hands, making fists
and shooting her fingers out. ‘Hello,
Peggoty.” She turned and smiled - at
least one member of my family was
pleased to see me.
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We kissed and I noticed how pretty she
becoming - dark-haired and
big-eyed with a perfectly straight thin
nose. My father’s nose, the Clay nose,
not the Reade-Hill nose that I had.

was
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She fitted a cut-down ruler between
her thumb and little finger of her right
hand, stretching them apart, painfully.
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‘What’re you doing? That looks like
torture.” ‘My hands are too small. I
haven’t a full-octave spread. Madame
Duplessis says I'll never make a
successful concert pianist if I can’t
cover an octave.’
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‘You’re only fourteen, darling. Still
growing.” ‘I can’t wait for nature to
take her course.” She smiled.
waits for no woman.’

‘Time
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She wearing a forest-green
jumper, tight against her small pointed
breasts, and fawn slacks. She looked
more like eighteen than fourteen.

was
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‘Have you got a cigarette?’ She asked,
and removed the ruler with a wince.
‘Ouch.’

DRA I ? ) TE, R ERIT .
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She shut the door and we both lit a
cigarette and, clearing away piles of
scores, sat down on the sofa at the end
of the room.
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‘Does Mother know you smoke?’
‘God, no. Xan steals her cigarettes for
me.

WOULRGE RIS ? 2K, HIRARIE .
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Madame Duplessis smokes so we’re
safe in here. ° She looked shrewdly at
me. ‘Everything all right, Ames?’
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‘No.’ I told her about the Beau Monde
fiasco.

Ao FAEG VR A (R 2D KO
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‘Stay here for a few days. Do. Have a
holiday.” ‘I’ve got to earn some
money.” ‘Mother says we’re poor, now.
Papa’s hospital is costing a fortune.
We may have to sell Beckburrow, she
says.’
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I tried to take in these two pieces of
news. Poor. Selling. ‘My god, how
awful...How is Papa?’

W IHAERZHNHEE: 55, EHT.
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‘He seems fine, pretty much. When
he’s away, that is.” ‘What about my
legacy from Aunt Audrey? Can’t we
use it for Papa?’
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‘It was only for your education,
Mother says.” ‘I should have gone to
Oxford. I knew it.’

Wy, AU TR EE . Bt
KB HIEZEBFERFERN.
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Peggy pursed her lips, looking
thoughtful. ‘Once 1 start doing
concerts and recitals we’ll be fine. |
can begin playing professionally next
year, Peregrine says.’
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‘Who’s Peregrine?’ ‘Peregrine Moxon,
the composer.” ‘Oh, yes. > I’d heard of
Moxon. ‘Does he really let you call
him Peregrine?’” ‘He insists on it.’
‘How do you know him?’ ‘He’s a
visiting professor at the Royal
Academy.
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I’ve rather become his protégée...’She
stood, went to the stove, lifted the lid
and dropped in her cigarette butt.
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Fourteen going no twenty-four, I
decided.

W, 2R, 214 %, AR24 %,
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‘Staying for tea?’ ‘Yes,” I said. ‘Then
I’d better get back to London. Try and
resuscitate the corpse that is my
career.’

LR RORMEM RS ? CUF . W5E T,
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We walked across the lawn to the
house, arm in arm. I felt a kind of
panic sluice through me, knowing that
Beckburrow might have to be sold,
feeling - illogically - that it was
somehow my fault,that I was in some
way enmeshed and inculpated in my
father’s illness and the price we would
all have to pay.
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‘We’ll be all right, won’t we, Pegs?’
‘Oh, yes. We just have to get through
this year. Before I start earning.’

PATEFRRN, AN, e >,
R AEIRAEHEZ AT, FRATH 2
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Ridiculous, I thought as we entered the
house, to put your trust in your
fourteen-year-old  sister,
prodigy or not. I had to do something.

musical
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Greville took me out to dinner at
Antonio’s, an Italian restaurant on the
Brompton Road that we both liked.
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We ordered vitello al limone and a
bottle of Valpolicella.
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‘I threw my weight around.” Greville
reported. ‘The Illustrated and the
Modern Messenger will give you
work, but it has to be strictly
anonymous.’

YRR UL, ] TR ANIKOC &R . (i
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‘That’s hardly going to help my
reputation.” ‘At least it’s
Bruno’s going back to Paris for a
week. You could work for me while
he’s away.’

money.
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‘Dribs and drabs,” I said. ‘My rent’s
going up. And we may have to sell
Beckburrow.’
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“You can always move in with me, my
dear, as long as you don’t try to seduce
me again.’

CREM, RBEIRAE 2518, VRBE A
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‘Ha-ha. Well, thank you. I may have
to. But I'm going backwards, don’t
you see? How am I meant to make my
way like this? How can I even make
the living?  1It’s
impossible.’

most  modest
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Greville topped up ours classes to the
brim, nodding to himself, as he
thought. ‘What you need to do is
change the way the world sees you.’
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‘Oh, yes. Of course. ’ I said with
perhaps too heavy sarcasm. ‘Easy.” He
was still thinking and hadn’t noticed.
‘You need to become...
Disgraceful - even better.’

Notorious.
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‘Take more photos like Veronica
Presser.” ‘No, no. Something far more
outrageous. You need a scandal.” ‘A
scandal? How do I create a scandal?’

WREI GBI B IR
BRI, R LIS BB, i
T AL L RE AR A
g2 °

225

He smiled. He was pleased with his
idea, I could tell. ‘If 1T were you,
darling, I’d go to Berlin.’
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1. INTRODUCTION

“Woman” and “Translation” has been discussed for decades since the emerging of Feminist
Theory in translation studies as early as in 1980s for increasing femininity in language and
deconstruction of dominant patriarchal discourse through conscious manipulation of language.
During this initial period and the following decade, studies focuses mainly on the theoretical
level of gender in translation such as the cooperative relationship between the translator and
the author in feminist translation perspective (Diaz-Diocaretz, 1985), the representation of
gender in translation (Chamberlain, 1988). 1990s sees a proliferation of translation studies in
gender aspect. Gender translation exploration remains inseparable from feminist translation
theories. Different topics related to gender are studies such the feminist translator’s delight in
translation (Bassnett, 1992), the oppositional voices of women as writers and translators of
literature in the English Renaissance (Krontiris, 1992), contradictions in feminist translation
(Arrojo, 1994, 1995). Though 21% century has witnessed further development in
gender-related studies in translation, studies still focus on the theoretical level of gender
translation, such as the influence of gender identity and feminism in translation (Hellerstein,
2000; Andone, 2002; Hamerlain, 2005). There are numerous studies and discussion on
women’s participation, analogy and position in translation studies, but limited studies aiming
at the translational practice on how to translate women and related gender issues. With the
emphasis on gender translation theories, the translational practice and approaches are less

considered in translation studies.

How to translate women in practice remains a debated topic. Maier suggests
“women-identified” translational approach in translating women’s fiction. According to
Maier, translators can apply “women-identified” approach to identify themselves with a
female character (usually the protagonist), or relate to authors identified as women (Maier,
1998, p.100). It emphasizes on the translator’s ideological standpoint that guides and affects

translation technique and practice. Translation is considered as a process of mediation
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working through ideology (Palusci, 2013, p.25). Therefore, the translation dialogue becomes
an intercontextual and intercreative process, a meeting point of perceptions and cognitions of
the characters (Loffredo & Perteghella, 2006, p.8). How does “women-identified” approach
work in translating women and gender issues? Is the ideology of the character or the
translator affects the decision-making more in translational process? Is “Women-identified”
approach a practical and sufficient solution in how to translate women and female perspective

characters in general?

3

In this paper, “woman-identified” approach is applied in the translation practice of Sweet
Caress into Chinese to address the specific gender issues in translating women. The translator
sets the target market as mainland China and will focus mainly on how to translate women
and remain female perspective on textual level. Ideology, in semiotic sense, is “a system of
beliefs that informs the individual’s world view that is then realized linguistically” (Munday,
2007, p.8). And a particular lexical cohesion helps form a specific perspective (Thompson,
2014). By applying “women-identified” approach, the translator focuses on the source text
and the protagonist’s female perspective, tries to analyze the lexical expressions and cohesion
to identify the female character. From textual analysis, the translator will try to select the
most suitable words that represent the female character and rebuild female perspective. This
paper then will illustrates how the translator has identified herself with the heroine and her
linguistic choices in order to build the rounded character in Chinese context and examine if
the ideology of character or the translator affects the decision-making more in the
translational process. Through the application of “women-identified” approach, this paper

will explore the significance and feasibility of “women-identified” approach in translating

women and female perspective characters in general.

2. LITERATURE REVIEW

In the studies of translating women, Margot Sempreora believes that "Women's language is
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always double, always both complicit and illicit," and has applied translation theory
figuratively to show the American woman writer as a translator who makes linguistic choices
to render a publishable expression of her racial, gendered, sexual self (Sempreora, 1997).
Kamala explores the translation of women's language, writings, views and the role of women
translators in the context of India (Kamala,2009). Selene Scarsi analyzes the presentation of
women in poems and raises questions pertaining to the true essence of translation, adaptation
and creative imitation, with a specific emphasis on gender issues (Scarsi, 2010). There are
studies questioning women’s roles in translation: as authors, or translators, or theoreticians
and the role of women translators play in developing new ideas (Flotow&Farahzad,2017).
Flotow has explored women in translation in many contexts, highlights on the feminist theory
to be applied to translation in many new and unexplored ways, and encourages to derive
translation practices from experimental feminist writing, the development of openly
interventionist translation strategies, the initiative to retranslate fundamental texts translating
as a way of recuperating writings 'lost' in patriarchy, and translation history as a means of
focusing on women translators of the past (Flotow ,2011,2016). It can be noticed most of the
existing studies in translating women focuses on the feminist translation theories, women

translators’ roles or analyze the phenomenon in translating women with feminist theories.

On the other hand, in gender translation practice, the existing feminist translation strategies
promotes femininity in language and is not sufficient in the practice of translating women.
Flotow summaries three major strategies as supplementing, prefacing and footnoting,
hijacking (Flotow,1991,74-80). Massardier-Kenny puts forward author-centred strategies and
translator-centred strategies (Massardier-Kenny, 1997, 58-65). Wallmach categorizes
strategies as substitution, repetition, deletion, addition, permutation (Wallmach, 2006, 14-18).
However, these strategies labeled as “feminist strategies” for gender translation can be found
or used in other translation situation. They are the notion of feminist and not sufficiently
looking into the practice in translating women. In further exploration of gender translation in
practice, Olga Castro suggests “third wave feminist translation” — the translational behavior

with respect to textual representation of women and men (Olga Castro, 2009). It addresses the
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discursive representation of women and men in a detailed and contextualized manner. It
broadens the perspective of translational studies in gender focuses on characters’ identities in

textual level, but does not stress on translating women.

For how to translate women, it is Maier, for the first time, suggests that translators can opt for
a “woman-identified” approach in their works in order to identify themselves with a woman
character, usually the protagonist, or cooperate with authors identified as women to tackle
gender issues in the original (Federici, 2013, p.75). Maier explained that “Women-identified”
approach is about the degrees of attention to ‘woman’ between explicit interventions of
feminist translation and literal translation. Flotow suggests the necessity to stop assumptions
about the congruency of the gender of an author, a text and its characters and that gender
refers not to the male or female sex, but rather to focus on the construction of masculine and
feminine identities (Flotow, 2011). Understanding gender as the construction of masculine
and feminine identities, “Women-identified” approach should be perceived in a broad sense
and can be applied to identify translators with female character written by either a female or
male writer, in which “women-identified” is mainly to identify the women characters’
ideology and perspective. Just as when Maier stresses her preference for women-identified

translator over feminist translator, she mentioned:

“... a women-identified translator’ would first of all identify him or herself affirmatively with
woman in some way...and make many of her (or his) decisions on the basis of that
identification... a ‘women-identified’ translator would not necessarily have to identify herself
(or himself) as woman...the most important thing is not so much how one identifies oneself
with respect to gender, and maybe not even how the writer is identified with respect to gender,
as the translator’s method or approach, in other words, the extent to which the translator
makes decisions in the context of gender, and which decisions are made in that context...”
(Pilar, 1988, p.161)

As Maier explained, ‘“Women-identified” approach is not about translator’s or author’s

gender, but is to concentrate on the women characters identification in the context of gender.

There are not many translators considered themselves as “women-identified” translators yet

26



(ibid. p.161). In the practice of “women-identified” approach, Elaine Lee examined how four
Chinese translators, two females and two males applied “women-identified” approach to deal
with gender issues in the translation of the novel The Color Purple and found that the
translators’ ideological stance on gender issues, rather than their respective genders, have
influenced their decision-making in translating the heroine and related gender issues (Lee,

2013, p.75-85).

3. METHODOLOGY

The source text from Sweet Caress with related gender issues are examined and selected for
translation, as a fundamental step to apply “women-identified” approach to address issues in
translating women and other gender-related issues. The selected part for translation delineates
Amory during her apprenticeship. Her obsession on her uncle Greville ends with
embarrassment when Greville reveals his gay identity. Her desire for sexual experience leads
her to her first lover, while her bold artistic expression makes her lose the first photographic
job. The selected text contains heroine’s libido, love and sex desire, sexuality, which forms a

sufficient foundation for the application of “women-identified” approach.

Based on the translated text, the gendered issued occurred in the translation will be
categorized and discussed in terms of translation of sexual connotation, contrastive analysis
of gendered words, translation of sexuality and bodies. During the translation process, the
translator analyzes and grasp the gendered words and terms, and then try to choose the words
that can most express the context of gender in the target text so as to rebuild the female
perspective. The textual analysis will look into the translator’s decision-making side by side
from both source text and target text. Through the specific gender related examples, it will
illustrate in details how the translator has identified herself with the heroine and the effect of
the translation in addressing the related gender issues. Upon textual analysis,

“women-identified” approach will be discussed if the ideology of character or the translator
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affects the decision-making more in the translational process when the translator tries to
identify herself with the heroine and how the translator’s ideological stance on the characters

affects the corresponding translational decisions.

4. SOURCE TEXT ANALYSIS

Sweet Caress, published in 2015, soon became the top ten Sunday Times bestseller in Britain.
It narrates the story of a woman named Amory Clay, her self-exploration as a woman, her
pursuit of her extraordinary career as a photographer and the life she desired. It unleashes her
passion that irrevocably shape her future when Uncle Greville gives her a camera and teaches
her some rudimentary photographic lessons. Instead of going to university, Amory follows
her passion in photography and starts an apprenticeship with uncle Greville in London for
Beau Monde, a magazine photographing socialites, which makes her life-long journey in

photographic career.

The author William Boyd (1952- ), a famous British contemporary writer, is one of Britain’s
best and compelling storytellers and has received world-wide acclaim for his novels. His
novels and stories have been published around the world and have been translated into over
thirty languages. William Boyd attempted to create a female central character for the first
time as early as 1990 in Brazzaville Beach, a novel tells the story of a young woman scientist
researching chimpanzees. Sweet Caress is the fourth novel that he has written from a
woman’s point of view to explore art and gender in a woman’s voice. The novel takes the
form of several of Amory’s journals, spliced in a satisfying female narrative patchwork.
Extracts from her 1977 diary are interspersed with flashbacks from her younger days. In
Sweet Caress, Amory’s fictional voice never wavers. Boyd makes Amory tell her stories plain

by herself with an absolute mastery of tone.
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To understand the author’s writing perspective is vital for translation work. As for how he is
able to build characters from the point of view of a woman, Boyd once shared in an
interview:
“The way I achieve it is by forgetting all questions of gender and sexual politics and received
wisdom about the difference between men and women and just concentrate entirely on character
and personality and all decisions that might seem to be gender orientated are solved by answering
the question on a personality level: How would somebody who’s like this react in this situation?

And that would be true the other way around as well — a woman writing from a man’s point of
view. Just think about nature and personality and character and your narrative or dilemma will be

2]

resolved with plausibility and authenticity.

William Boyd’s writing from the point of view of the opposite sex is the main characteristic
in this novel and major concern during translation process. Aware of the female narrative
perspective is essential for its text translation. When woman become the central character or
narrator, the book focuses closely on the perspective, cognition, perception and ideology
supposedly close to a woman's heart. To translate this novel successfully and allow the
readers to receive the same perspective and ideology as the heroine, “woman-identified”

approach could be an appropriate choice in translating Sweet Caress.

When writing Sweet Caress, Boyd disregards all questions of gender and sexual politics and
only focuses on the gender differences and concentrate entirely on the protagonist’s
personality from female point of view, which makes “women-identified” approach applicable
in the translation process. In align with Boyd’s writing concept, the translator may try to
identify herself with the protagonist (Amory Clay) and focuses on her perspective and

personality during the translational process of Sweet Caress.

1 A Conversation with William Boyd, Author of "Sweet Caress". (n.d.). Retrieved February 16, 2017, from

http://tinyurl.com/juee9mb
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5. TARGET TEXT ANAYLYSIS

In this chapter, the gendered issued occurred in the translation will be categorized and
discussed in terms of translation of heroine’s names, translation of sexual connotation,
contrastive analysis of gendered words, translation of sexuality and bodies (Refer to
Appendix for the parallel text for analysis). The textual analysis will look into the translator’s
decision-making with identification with the heroine. Through the specific gender related
examples, it will illustrate in details how the translator has identified herself with the heroine

and the effect of the translation in addressing the related gender issues.

5.1 Translation of the Heroine’s Name

The heroine’s name is given as a boy’s name (Amory) and is translated as a boy’s name in
Chinese (¥ Bk H). This decision is reflective of the woman character with association of her
experience and personality. It is true that characters’ names are normally the first insight of
the characters’ personality, history, experiences and a direct reflection of their gender,
especially in translated texts. Amory is a boy’s name derived from old German meaning
“brave power”.2 Upon the birth of the family’s first child, a daughter, the father named her
Amory and even made an announcement in 7%e Times of the birth of his “son Amory” (Boyd,
2016, p.3). Though it is not explained why the father gave her a boy’s name nor if he was
wishing her to have “brave power”, it was a mistake that, for a long time, never been
dismissed from the heroine’s mind. There are several narrations in her later life that people
were puzzled of her boy’s name (Boyd, 2016). On the other hand, in the whole novel, Amory
has been as strong and brave enough as a man when her life has taken many unexpected turns.
Her boldness and masculinity can be seen in the selected part for translation as well when she

tries to seduce her uncle, encourages Lockwood’s courtship on her and takes risks to use

2 Amory. (n.d.). Retrieved February 16, 2017, from http://tinyurl.com/hagdaxI
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unacceptable natural portray for the conserved society magazine publishing.

During the translation process, if it were to translate the heroine’s name as a female, e.g. ¥
BREY [ai mo li, a transliterated girl’s name] (Character [ [/i], meaning beauty, is used for
girl’s name in Chinese), it would not reflect the heroine’s naming mistake by her father, its
influence to her later life and on her growth. Therefore, the heroine’s name Amory is
transliterated as . BR B [ai mo li]. 3B H.[ai mo Ii], a transliterated boy’s name in Chinese,
based on the heroine’s birth experience, personality, excludes feminine meaning in Chinese,
but better identify the heroine’s personality as a whole. In translating so, it effectively build
the distinctive contrast on the heroine’s gender and her personality same as in the original

text.

5.2 Translation of Sexual Connotation

During the translation process, it is noticed that some non-gendered words bear sexual
connotation in the text. This section will focuses on the translation of words with sexual
connotation. The translator tries to associate herself with the heroine’s identity and attempts
to translate the sexual connotation to a properly implicit extent. The effect of sexual
connotation varies mainly between the heroine’s narrative monologue (la-le) and her

conversation with other characters (1f-1h).

No. Source Text Target Text

I lit a cigarette, watching him throw | F& & 7 R A4 o 78 3 0 A e 92 e
off his jacket and fall into an | —JRMALRIRF . FE OO E
armchair. [ knew that tonight had to | f51%, 4 #— &SRR AKIOE
(1a) be the night. T

Amory has been fond of her uncle since she is a child and become more and more obsessed

with him. At her high school before her photographic apprenticeship, she even experimented
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with her girlfriend how to kiss, longing for sexual contact with her uncle (Boyd, 2016). “The
night” (1a) implies the Amory’s impulse that she cannot wait to confess her love, to start a
romantic relationship and lose her virginity with her uncle. It carries Amory’s emotion of
obsession and libido (as she tries to seduce her uncle afterwards). A literal translation without
recognizing Amory’s potential impulsive act and the sexual connotation would fail to achieve
the effect and reflect the character’s psychology. “F . 4 iE A= &1, [wo zao yi dui ta an
sheng ging su, 1 have a secret crush on him for a long time], 48— 15 [/ /R BHIR 10 =
T [jin wan yi ding de xiang ta biao ming wo de xin yi, 1 must confess my feeling
tonight]” . “Hg4E151%” [ai sheng qing su] means having a secret crush on someone and is
used for girls inexperienced in relationship to express their romantic fantasy in a reserved
way. It well reflects Amory’s obsession on Greville and makes her thought at that moment
understandable and her following act logical. And in an explanatory way, “3 H & .0 &>
[biao bai wo de xin yi], meaning “to confess my feeling”, explains Amory’s decision and
properly embodies Amory’s obsessive and libidinal emotion towards her uncle and retains the

same effect in an indirect way as in the source text.

No. Source Text Target Text
I ... trying to concentrate on the job
ahead and stop thinking about the | ... ... LAk nva =k E N ot
last few hours I’d spent with | it TAE b, ALK eAfEE
(1b) Lockwood. SR ) LA

In (1b), Amory mentions in her diary that she can remember her “first time” clearly after
years (Boyd, 2016). First sexual experience is unforgettable for Amory. She makes herself try
to concentrate on work from the distraction of the sexual intimacy Amory has tasted, which is
the implicit meaning of “the last few hours”. “The last few hours” is more on the intimacy
than Amory has had with her first lover, not just the time she spends. “H 22 i 25> [er bin si
mo, one’s ear rubbing on other’s shoulders, an indication of sexual intimacy], used in the
translation as a modifier, captures the heroine’s psychology as a girl who just loses her
virginity without strong effect on the sexual experience. It makes her effort on concentration
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on work logical and understandable to readers.

No. Source Text Target Text
I had sought solace with him for a | 7ERg 5 L, LEMLEL 7 —8, M
(1c) night above the darkroom. B AT B L VRS

Similarly, in (Ic), “a night” that gives Amory solace refers to a night that Amory has a
pleasant time with Lockwood. It implies Amory has sexual intercourse. “%i 4> [chan mian,
(lovers are) together with intensified emotion, referring to sexual intercourse], a mild and
romantic expression of sexual intimacy, is used as an explanation to imply the sexual
connotation of “a night”. The translation is able to convey the romance in the relationship,
just as Amory says that she is loved with “unusual intensity” by Lockwood. There are several
times mentioning Lockwood is deeply obsessed with Amory. This translation allows readers

to feel that Amory is comforted with tender love and care.

No. Source Text Target Text

Greville had given me my own set
of keys, an arrangement that suited | #% 5 4E/R25 T FREHEL, XZHHMRE S
me as [ was able to see Lockwood | $&, &I LU A] BEANE SN 1) PRV
(1d) as often and as dis AR R 2>

In (1d), Amory has her own accommodation with privacy that she can “see” Lockwood
discreetly, which suggests “see” means dating someone with implication of sexual intimacy
act. “B 2> [you hui, W4 means discreetly, 2 means to meet someone] has the same effect
with subtle indication of sexual intimacy act when meeting someone. It well grasps Amory’s

implicit libido to a proper degree.

No. Source Text Target Text
It was over; it was done; everything | AT 58 s T T WAERLE L
(le) had changed, now. ANTo
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In (1e), it is after Amory’s first time (sexual intercourse) in her lifetime with Lockwood that
she claims “everything has changed now”. Before this affair, Amory has longed for sexual
experience and does not wish to be a virgin any more. In comparison with her previous fancy
on sex, her expectation to lose virginity, the difference on her is that she has become a “real
woman”. If it were to literal translate “everything has changed”, it would not convey Amory’s
long-waited desire for sexual intimacy as a significant moment in her growth. In the
translation “BAEFRAE & N T [xian zai wo shi nv ren le, I am a woman now], “Z N> [nv ren,
woman] refers to a female who has experienced sexual life as a necessary growth different
from a virgin. It corresponds to Amory’s previous pain (tiredness of being a “girl”) and

pictures her important psychological change.

The highlights of the sexual connotation are different in the conversation of the heroine with
her uncle. It can be noticed in the novel that, after Amory’s courtship fiasco on her uncle,
there is change on Amory’s perception of Greville relationship to her as her uncle, not
potential lover. Amory understands her uncle more clearly, who does care about her and

would not cross the line in any way either in any way or talks sex in bold manners.

No. Source Text Target Text

‘You’re not going to jump on me,
(1) Amory, are you?’ CUERE, RASHEIMEFRIE?

In (1f), Greville is joking that if Amory tries to seduce him again like her courtship on him at
the previous night. “Jump on”, in a humorous and implicit way, suggests a physical image of
seducing act. “$~8]” [pu dao, literal meaning: push someone down] is used to express the
same effect in sexual context. In Chinese context, “$Mg|” is used to refer to the physical act
in sexual sense and usually used in sexual humor. It corresponds to Amory’s reaction to
Greville’s sense of humor that frees her from worries of awkwardness. Besides, to Amory’s
mind, with indirect referring to sex, Greville, as her uncle, could continue their conversation

with ease, helps clear her anxiety and gives her correct guidance. The reserved sexual effect
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portrays the right position of the characters’ relationship in the heroine’s perspective. For the
same reason, “losing your virginity” (1g) is translated as “Zf—{X” [di yi ci, first time], which

indirectly refers to first sexual experience without bold indication of sex.

No. Source Text Target Text

‘Don’t be embarrassed, darling. In
fact I'm rather flattered you should | ‘SEZ R, AHwWAEN. Hz, ]
think I’'m appropriate material. The | 2= X _FIRIXFER BN, KA EHZE
(1h) disguise is s YRR,

“Appropriate material” (1h) is a metaphor referring Greville is the Amory’s “Mr. Right”. “&
R _EFRIXFER N [xi huan shang wo zhe yang de nan ren, fall in love with a man like me]
is a rephrase of the metaphor. The translation does take consideration of Amory feeling and
courtship on her uncle and remains their emotional distance as uncle and niece. “FRIXF£ 1>
[wo zhe yang de, (a man) like me] also shows Greville’s difference and that he never expects

of Amory’s obsession, which he is “flattered”.

5.3 Contractive Analysis of Gendered Words

This chapter will focus on the gendered words repeatedly occurred in the source text. With
contractive analysis of the gendered words, it will clearly illustrate how the translator has
identified herself with the heroine to make the decision in the translating the gendered words

in different context.
5.3.1 Translation of “Girl”

There are several times “girl” is used during the conversation when Greville rejects Amory’s
seduction and reveals his gay identity. Each “girl” has different stress either on sexual

inexperience, biological sex or a young female.
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No. Source Text Target Text

‘Because I'm tired of being a

“girl”!” My voice was shriller than I | ‘A4S “4&” 7! 7 KA

meant it to be. ‘Tired of being a | HIE A FHEIRl . < FHAMY “B”
(2a) “silly” girl, even GHURY ... ... ’

‘The thing is, I'm not interested in | ‘FL5Z. .. ... X L A R,
(2b) girls, Amory. Can’t you tell?’ PR, IRMEEREHK?

‘Do you really want to stop being a
(2¢) virgin?’ MEMAELZAE T, &2

‘... You’re a very pretty girl ... The | “...... RRAEFER L. .. ...
(2d) machinery wouldn’t work...’ SR LR RN,

In (2a), Amory is tired of being a “gir]” in response to Greville’s question on her seducing
intention, which implies a virgin, an identity that she wants to get rid of. In mainland China,
“Ar 47 [nv sheng, girl] is used when there is a need to imply that a young female has no

3

sexual experience. “ % ” [nv, girl] refers to “unmarried female” in ancient China.* The
connection of “%” [nv, girl] with virginity can be traced back to ancient times in mainland
China. Due to the conserved social norm and undeveloped contraception methods, females
were strictly discouraged to have premarital sex.* “4” in “Zg £ [nv sheng, girl] means
student. In contemporary China, “ 2 4> [nv sheng, girl, % means “female”, £ means
“student”] refers unmarried females (normally female students) between age of 6 to 23.° In
the exam-oriented and conserved educational environment, “ % £ > [nv sheng, girl] are
required to prioritize themselves on studies and discouraged to have sex as they have

insufficient knowledge due to minor or zero education on sex. Therefore, in mainland China,

“ALHE” [nv sheng, girl] is widely used as a gender explicit term of virgin in daily life or social

3 The meaning of “Z” [nv, girl]. Retrieved February 28, 2017 from http://xh.5156edu.com/html|3/6341.html

4 On “U§HT 4T A" [hun gian xing xing wei,
Premarital sex]. Retrieved February 28, 2017
http://baike.baidu.com/item/%E5%A9%9IA%ES%89%SDWE6%S0%A7%ES%AL%SCHEA%B8%BA/944652?fr=aladdin

5 On “Z*E"[nv sheng, girl]. Retrieved February 28, 2017
http://baike.baidu.com/item/%E5%A5%B3%E7%94%9F/9220?sefr=cr

On “Z 22" [nv xue sheng, girl student]. Retrieved February 28, 2017
http://baike.baidu.com/item/%E5%A5%B3%ES%AD%A6%E7%94%9F ?fr=aladdin
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medias.

Amory feels awkward on her sexual inexperience and is shamed of seducing her uncle. The
word “# 4 [nv sheng, girl] conveys her complicated feeling, her growth pain, awkwardness,
her shyness and shame. By contrast, “4b %" [chu nv, virgin] is a bold expression with direct
implication of having no sexual experience and will create an overly strong sexual
connotation. For this reason, the effect of “virgin” (2c) in Greville’s talk is downplayed and

translated as “ZC4E” [nv sheng, girl] indicating a girl with no sexual experience.

In (2b), when Greville, for the first time, tries to explain to Amory his gay identity, “girls”, in
plural form, stresses on female gender or biological sex in general. It denotes that, regardless
of sexual inexperience or age, Greville is not interested in any female. And as Amory’s loving
uncle, Greville is trying to make her understand his difference while protecting her feeling
with no discrimination of virgin or dislike of her. “# [1]” [nv de, the female category/group]
in this situation well conveys the sexual implication. The female gender is stressed again in
translation ( % []) [nv de, the female category/group] (2d) when Greville explains his

“machinery wouldn’t work™ on any female.

“Girl” is translated as “%f 4R [gu niang, young female](1a, silly “girl”) or “ZZ ¥ [nv hai,
girl] (1d, pretty “girl”), both means young female when there is no particular emphasis on
sexual inexperience or biological sex. Before Amory knows her Uncle’s gay identity, she
assumes that she is rejected because of her young age that her uncle only sees her as a little
girl and argues that she is old enough. Amory’s repulsion of “silly ‘girl’” as how her uncle
calls her is a repulsion of her young age and immaturity in her uncle’s eyes. The

corresponding translation is able to express Amory’s repulsion of her immaturity.
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5.3.2 Translation of “Seduce”

No. Source Text Target Text

“You’re practically naked, you silly

girl. Put that on. Why’re you trying | “V/RJLT-2#REEE M, BRI, 7 LE,

to seduce me? Have you had too | 1R A4 E R 51 FIF? FREAZM
(3a) much to drink?’ EZEE

“You can always move in with me,

my dear, as long as you don’t try to | ‘ZE% I, HREARASEHZASIEK, IR
(3b) seduce me again.’ BE R AT DAEBRIX AN .

‘Why don’t you seduce young | ‘fREAANFIEEAEIAFEER N
(3c) Lockwood?’ NERE?

“Seduce” is a direct expression of trying to have sexual intimacy with someone. This word is
appeared three times during the conversation of Amory with Greville after her courtship on
him. In Amory’s perspective and perception, it may convey different meaning. In (3a),
Greville questions Amory on her intention after rejection of her hugging and kissing. “/2) 5]~
[gou yin, literal translation of “seduce”), delineates Amory’s actual seduction. Same as in (3b),
Greville refers to the physical seducing act of Amory when they share the same house.
However, in (3c), by saying “seduce”, Greville suggests Amory to start a relationship with
Lockwood, who, as Greville mentions, is deeply obsessed with her. Amory has confessed her
love to Greville and does not want someone else to possess her, which suggests Amory’s
desire of romantic relationship with her uncle. After revealing his gay identity, Greville
shows his understanding to Amory’s emotion. “Seduce” is translated as “i{ X B> [shi shi
kan,have a try]. It downplays the erotic effect of “seduce”, suggests a relationship more than
just sex and displays as a positive advice to Amory to pursue the love that she desires and

deserves.

5.3.3 Translation of “Naked”

No. Source Text Target Text

“You’re practically naked, you silly

girl. Put that on. Why’re you trying | ‘%)L 2 4RER 1, REGMR. 7 L.

(4a) to seduce me...’ PR A ER A5 . .. ... ’
(4b) I raised my camera - my little | I AR ETEH/NEANL, 17T —5K
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Ensignette - and took a photograph | & e il « SLJL/RIINR Fro B H,
of Lockwood Mower lying on the | fh— 2z AH:HIEELER I,
bed, sleeping, naked.

as soon as we were naked in his | FAT B TS, Wi EACHR S AEA AR F .

(4¢) narrow, pungent bed upstairs FBIRAR A /N, I I &S0k
He was sitting on the narrow bed, | {5 &1, MERERIK E, FR
(4d) naked, watching me dress. i

The translation of “naked” varies at the different phase of the story told by Amory. When
Greville rejects Amory’s courtship and urges her to wear something on, he points out Amory
is practically “naked” (4a) on the condition that Amory is wearing a silk dress. “Naked” (4a)
is translated as “#f #& “[/uo Iu, bare/exposed]. It is a neutral word referring to the status of
being naked and excludes erotic indication of taking off clothes or act of having sexual
intercourse. “Naked” contains different meaning in other situations. In (4b), by saying
“naked”, Amory recalls that Lockwood being barely nude after their first sexual intimacy,
which she could still remember clearly after years. She takes a photo of her “sleeping beauty”.
“— 22 ANHE” [yi si b u guang, barely nude with nothing on at all] conveys Amory’s perception
at that photographic moment and corresponds to Amory’s following bold description of
Lockwood naked body. “— 22 A4 [yi si b u guang, barely nude with nothing on at all] also
stresses on the exact status of wearing nothing, which creates the unforgettable memory and
impression of the first sexual experience has on Amory. In (4d), Lockwood is sitting, “naked”,
after one night’s sexual pleasure with Amory, in which Amory gets some pleasant solace. “Jf
% 5 ¥’[guang zhe shen zi] means the body is barely nude. Human body (¥ -7, zhen zi) has
an implicit relation to sex. This translation considers and conveys Amory’s visional feeling
from her point of view. Whereas in (4c), Amory is recalling the practical process for her first
sexual intimacy with Lockwood. “Naked” is more on their actual intimacy movement and
translated, therefore, as “ it 7 A< Mk ” [tuo guang yi fu, taking off all clothes), in which

“W”[guang, naked/ nothing left] renders the erotic atmosphere.
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5.4 Translation of Sexuality

There is sexuality description of Amory’s losing virginity with Lockwood. The description of
the sexuality is implicit with Amory’s confusion, uncertainty and curiosity towards sex with
pronoun used as sexual referents. There are a few times “me” is used for the actual sexual
movement on Amory. To reflect Amory’s feeling from her perspective as in her narration,
“me” is translated as “FX ] & 1K [wo de sheng ti, my body] when it embodies vagina
(“inside me”, “enter me” and “push at me”). “Fk ] &K [wo de sheng ti, my body] indirectly
refers to vagina and softens the erotic and bold impression. In sexual euphemism in Chinese,
“HH> [na li, there] and “ R [fi” [xia mian, low part] are used by women as referents to the
private parts. “Me” is translated as “F& /I B> [wo na /i, my that part] when it indicates
female’s private part in the text. Similarly, “myself” (5b) is translated as “F&¥) T~ [ [wo de
xia mian, my low part] when Amory reaches down to touch her private part. The choice of
words remains soft and implicit and expresses Amory’s feelings towards sex as a virgin.
“That’s that sorted” (5a) refers to the physical phase of losing virginity. “F5™” [na ge, that]

1s then used as a mild referent of sexual intercourse with no erotic connotation.

5.5 Translation of Bodies

No. Source Text Target Text
IR 5 T2 B Ath (1) T4 £E R B ik B 4%
Koo, GXFRMA, T il
Then I felt his finger inside me, | EEM A KRR IR ... .. i
pressing... ‘That’s that sorted,” ... I | BEANTRAI B, ... .. HIR M EEA
felt him rubbing something on | % 15 JE ... ... 1212 1o g N 3R 1 &
(5a) me...he entered L7
I was expecting to feel more
pain...Carefully I reached down and | I PIAS AL, ... BN OHAE T
touched myself .. That’s why you | fHF, LM FMHE...... CHT PAARAS
(5b) never felt a thing.’ AR T

There are description of bodies in the source text. The translation focus varies in the different

stage of narration by the heroine (6a-6b) and during her conversation with her lover (6¢c-6d).
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In (6a), Amory mentions her body part after knowing Greville’s gay identity when she is full
of shame and embarrassment. By mentioning her “breast”, it has no erotic implication, but
rather a sex characteristic. “Breast” is translated as “¥L /5~ [ru fang, a biological name of
breast with no erotic or sexual connotation]. For this same reason, “large” is translated as “%
4% [duo yu, unnecessary, useless or redundant] indicating that Amory’s breast is not
appealing to her gay uncle. The choice of words identifies Amory’s embarrassing emotion. In
(6b), “HSHR” [na gen, that root] is use as referent softening the bold effect of direct translation
of “penis”. In Chinese, the euphemistic expression of bodies is commonly used in sexuality,
whereby “#2” [gen, root) stands for the image of penis. The translation also displays Amory’s
inexperience and shyness towards sex. As when she recalls her first sexual experience, none

of the direct referents on sexuality or bodies are used.

As for human bodies mentioned during the conversation by her lover, Amory does not like
the metaphoric or erotic names that her lover used in sexuality. To remain Amory’s
unpleasant impression and her dislike, the translation tries to keep the same metaphoric or
erotic effect of those words. In (6¢), “chum”, intimate friend, is a metaphor and nickname for
penis. In Chinese, there are nicknames for penis such as “% " [lao er] or “ & [ er ge, the
second brother, the second precious], “/N 53 [xiao di di, little brother], “/NE¥E” [xiao ji ji,
little chick], “#:#”[bang bang, stick], “fitR JL” [ming gen er, the root of life]. In (6d), the
conversation happens after Amory has sexual intimacy with her lover. “Breast” is translated
neutrally as “¥ 5 [ru fang, breast] in contrast to Lockwood libidinal calling of “breast” as
“bobbies”. “W) - [nai zi, “ P> means milk, colloquial expression for breast] with erotic
connotation expresses Lockwood libido. The slang words for body parts and types of

lovemaking are metaphoric. To keep the same effect, they are translated metaphorically, e.g.

“ONGRUR™ [xiao mei mei, little sister] is a sexual referent of women’s private part.
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6. CONCLUSION

In this paper, “women-identified” approach is applied in the translation practice of Sweet
Caress into Chinese to address the specific gender issues in translating women. Sweet Caress
is written by a male writer from a female perspective. The translator has adopted
“women-identified” approach to focus on the identification of the heroine and less consider
the author’s or translator’s gender influence. The gender-related issues varies on their sexual
or gendered context or focuses. With proper manifestation of the ideological stance on the
heroine, the translator manages to make appropriate linguistic choices and display the
gendered effect as close to the source text as possible. “Women-identified” approach has
turned out to be feasible in translating women and female perspective characters. On the
other hand, the identification of the heroine is the perception of the character’s point of view
and ideology in the context of gender. Based on the textual analysis, it can be observed that
the ideology of the character affects more on the decision-making than the translator’s

ideology.

There are limitations in this study. First of all, this paper does not cover all the gender related
issues in translating women such as censorship and sex taboo. The translation of sexuality in
mainland China remains a sensitive topic and subjected to censorship. Censorship in
translation is considered a coercive and forceful act that blocks, manipulates, and controls
cross-cultural interaction in various ways (Billiani, 2009, p.28). Censorship has been
exercised in mainland China as in other parts of the world, with regard to political, cultural,
moral, religious, and economic subject matters. Furthermore, the application of
“women-identified” approach in this paper sets mainland China as the target market. With no

translation comparison, it is still not enough to fully defend its feasibility.
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More studies are needed for the further exploration of “women-identified” approach in
translating women and female perspective characters in general. But still, it offers an
insightful perspective in gender translation as for how to translate women. In the gender
translational practice, gender translation is not to translate the gender of author or translator.
Translating women, in translational practice, is not just related to the role of woman
translators or feminist writing, but to focus on the women translated to address related gender

1ssues.
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8. APPENDIX

No.

Source Text

|Target Text

5.2 Translation of Sexual Connotation

I lit a cigarette, watching him throw
off his jacket and fall into an
armchair. I knew that tonight had to

o 7 R o Al e B A s 5
— AL BIR T b B D AR
fHIR, S ER bR IR N L

(1a) be the night. 7o

I ... trying to concentrate on the job

ahead and stop thinking about the | . ... .. Bt E bR Y FE

last few hours I’d spent with | (") TAE I, AL efiiEH
(1b) Lockwood. SR LA

I had sought solace with him for a | 7EFE /5 _Ffi, FSMhgEas 7 —E, M
(lc) night above the darkroom. fi IR ELAS B L VFRFE

Greville had given me my own set

of keys, an arrangement that suited | #% 85 4 /R4 7 IR, X ZHIREA

me as [ was able to see Lockwood | $&, AT LU AT BEATE /O 1 BRI
(1d) as often and as dis SRS

It was over; it was done; everything | X T 5 13 &TM 7T WERREL
(le) had changed, now. N

‘You’re not going to jump on me,
(11) Amory, are you?’ S, RASAEFMEIRIE?

‘You’d be much better off losing

your virginity with strapping young | 5% [ 55 — IR i U BR AR B @ H: 09 o

Lockwood than an inefficient pansy | &, & 4fid FRIIX AN TCRE 1Y [F] PR 7
(1g) like me.’ W,

‘Don’t be embarrassed, darling. In | ‘35&Z 1), AHEAEMLL. H5L, fa

fact I'm rather flattered you should | =¥ _EFIXAE A, &IETJ XA
(1h) think I’'m appropriate material. The | it, Ui BHFRNFESIREF.
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disguise is

5.3 Contractive Analysis of Gendered Words

5.3.1 Translation of “Girl”

‘Because I'm tired of being a
“girl”!” My voice was shriller than I

I HS Lk T RIS

meant it to be. ‘Tired of being a | & IEAMEHIEIEL . HAMEY “12”
(2a) “silly” girl, even GHURY ... ... ’

‘The thing is, I’'m not interested in | ‘H:SZ...... P L PIABRB.
(2b) girls, Amory. Can’t you tell?’ R, IRMEEWREHR?

‘Do you really want to stop being a
(2¢) virgin?’ REMAELS AT, Z&g?

‘... You're a very pretty girl ... The | “...... A EE N L. ... ..
(2d) machinery wouldn’t work...’ SRR LR N .
532 Translation of “Seduce”

“You’re practically naked, you silly

girl. Put that on. Why’re you trying | “VRJLF- RN, BRUGMR. 7 EE.

to seduce me? Have you had too | /R A4 E KA 51 I ? fREAZM
(3a) much to drink?’ EZ

“You can always move in with me,

my dear, as long as you don’t try to | “SEEH), HRERAZHZATII, 1R
(3b) seduce me again.’ BEE A DIEFHRIX N .

‘Why don’t you seduce young | “VREAANFIE AT N
(3¢) Lockwood?’ WER?

5.3.3 Translation of “Naked”

“You’re practically naked, you silly
girl. Put that on. Why’re you trying

PRIV AR, U5, 7 B,

(4a) to seduce me...’ PR A EER A5 . .. ... ’

I raised my camera - my little

Ensignette - and took a photograph | I EALI 1 FERHUNMANL, 77—k

of Lockwood Mower lying on the | & e ffifl « SCJE/RERE . B H,
(4b) bed, sleeping, naked. fth— 22 AN HU B 7R R o

as soon as we were naked in his | FAT B 7%, BiOGARARGSEAL PR .
(4¢) narrow, pungent bed upstairs M PRARZE /N, A i) B0k .

He was sitting on the narrow bed, | {5 &1, MEFERIK E, FR
(4d) naked, watching me dress. FEARR

5.4 Translation of Sexuality

Then I felt his finger inside me,
pressing... ‘That’s that sorted,” ... I

SR 5 BRI 2 B Y TR A2 3R B 4R B
R, ik
EEMARPEERAEIRIK. .. ... ik
BEAFRM A L HIE U EEA

felt him rubbing something on | % 15 JE...... 1212 1o g N 3R 1 &
(5a) me...he entered L7
(5b) I was expecting to feel more | LN SHELE, .. BN OHAE T
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pain...Carefully I reached down and
touched myself ..° That’s why you
never felt a thing.’

P, B . ...

ALY/ = I
25 B8R . T L.

FT APRAS

5.5 Translation of Bodies

. My breasts seemed, all of a
sudden, preposterously white and

...... FLE R AT A X Z R

(6a) large. LES
(6b) his pale long flaccid penis... IR, AR L
‘My chum slid in like a greased | ‘33R/NH, FIE AR TR
(6¢) piston, Miss Clay. Feel it. Go on.’ HIVEZE ., RS2 — . kIE, 7
..his hands cupping my breasts, | ...... & AR TR B R AR TR, X
squeezing. FRAERPIE, HHEEX.
‘I love your bobbies, Amory, so | ‘IERE, FIFEXREPT, NI[A
round and-’ X’
‘They’re my breasts...” He favored | ‘HE2AIAZ! ... ... LY (FR=5Y
strange slang words for body parts | F 75 [ H 5 Sk UF B 4 1350 0 A il %
and types of lovemaking: bobbies, | FI77: W+, Z, /DNREK, 38
(6d) chum, the path, butte M, WG L.
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