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Translators’ Collaboration and Decision-Making in the
Case of Bai Hua’s 7he Remote Country of Women
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In translation studies, primary sources are often unavailable and are therefore
overlooked. Nevertheless, translators’ manuscripts are an important example of a type
of first-hand source that can be used for studying decision-making processes in the
course of doing a translation. The Remote Country of Women is considered a powerful
feminist utopian novel, but it has received little critical attention and remains under-
researched in the literature. This study investigates the translators’ decision-making
process by comparing and contrasting the original manuscript of the translation,
which will have its problems and limitations, with the final product. To do this, the
study probes the evolution of the translated text based on the translators’ selection
of particular words/terms, and evaluates the immediacy and vividness of the final
translation. Moreover, one of the translators was interviewed, and Howard Goldblatt,
the General Editor of the series Fiction from Modern China which now includes the
newly-translated The Remote Country of Women, was contacted for publication details.
Finally, the study discusses these translators’ specific workflow, power, and capital they

may have had in the translation field.
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Introduction

Although the translator’s decision-making process may be subjective and
intuitive (e.g., Komissarov, 2009, p. 523), translation scholars maintain that this
process is ultimately governed by correlated linguistic and cognitive patterns
in both the source and target languages (e.g., Englund Dimitrova, 2005; Toury,
1995). To understand translators’ decision-making processes in this endeavour,
the study of primary sources, that is, the analysis of literary translators’
manuscripts, can be implemented, although this has long been overlooked in
translation studies (Munday, 2013). According to Munday (2013), the main
reason for this oversight is that, unless the translator is a well-known author
and/or particulatly prefers to document and preserve his or her own writing,
early drafts are not often readily available. Translators’ manuscripts are typically
discarded after the translations are published.

The Remote Country of Women was first published in 1988. This novel was
the first work by Bai Hua ([H1%), who is recognized as a major contemporary
Chinese writer. Bai Hua was born in a small city in Henan Province in 1930 and
was named Chen Youhua (PE{GEE) (he later chose Bai Hua as his pseudonym).
Bai Hua’s poetic sensitivity and love for literature were first shaped by his
mother’s folk songs and by her poor and illiterate friends’ devotional Buddhist
songs (Wu, 1991). In 1947, Bai Hua joined the People’s Liberation Army;
in 1951, he began to write poems, short stories, and screenplays. He began
his career as a fiction writer in 1964 and has resided in Shanghai since 1985.
Political issues and language barriers meant that The Remote Country of Women
received little critical attention both at home and abroad; thus, his feminist
utopian novel has been largely unnoticed (Wu, 1991, p. 198). As Bai Hua states

in the introduction to the Taiwanese edition of the book, the author’s intention
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is to “use the past as a mirror to see the present” (Bai, 1988, p. 1), and to use
matrilineal values to challenge our traditional views of the primitive versus
the modern, the barbaric versus the civilized, and the monogamous versus the
promiscuous. Two translators, Wu Qingyun (IHEFZE ) and Thomas O. Beebee,
the latter a native English speaker, worked together to translate the novel into
English in 1994. The translated version is part of the Fiction from Modern China
series; the General Editor of that anthology, Howard Goldblatt, proclaimed the
novel to be one of the “boldest new voices in China” (Goldblatt, 1994, p. III).
The story, originally published in China in 1988, contains two antithetical
narratives that converge in the final chapters (Twitchell, 1995). One describes
a utopian world and focuses on Sunamei, a young woman of the Moso, a
subgroup of the Naxi nationality, in a remote but beautiful area at the border
of Yunnan and Sichuan provinces in southwest China. In alternating chapters,
we follow the male protagonist, Liang Rui, through the Cultural Revolution to
experience a labour camp and a prison from his perspective. The story shuttles
back and forth from utopia to dystopia, presenting the conflicts in the two
wortlds in which the characters live; Sunamei lives in a matriarchal society in
which women freely take lovers and are responsible for home and family, and
Liang Rui lives under political and emotional repression in a patriarchal society.
Sunamei’s happy growth and innocent questioning reveal an organic social
system embodied in matrilineality, which contrasts sharply with Liang Rui’s
imprisonment, his ironic observations, and the absurdity and horror lurking
behind socialist China’s revolutionary slogans. When Sunamei is nearly 13 years
old, she undergoes the rituals of “Changing into Dress” and worshipping the
Goddess Ganmu (/K2 fH#), which marks her growth into a full-fledged,
independent woman. She later has free sexual relationships with two men,
Long Bu and Ying Zhi, before she joins a Dancing and Singing Troupe in the

modern city. In the other narrative, after his release from prison, Liang Rui



Translators’ Collaboration and Decision-Making 103

discovers that his girlfriend has abandoned him. Out of frustration, and seeking
isolation, he volunteers to go to one of the most remote and untouched areas
of China. He then receives a post as a handyman, or a jack-of-all-trades, at a
cinema in a county close to the Moso Community. There he meets Sunamei,
who is reviled by the town due to the Moso women’s penchant and reputation
for promiscuity; however, Liang Rui boldly marries her nonetheless. From
this point forward, Liang Rui transforms into a stereotypical patriarchal man
attempting to possess his wife, constrain her with their marriage certificate, and
master her. While visiting the Moso Community, Liang Rui catches Sunamei
with her former lover, Ying Zhi, and becomes violently angry. As a result,
Sunamei and the entire Moso Community banish him.

This study was prompted by the discovery of parts of Wu Qingyun’s
PhD dissertation drafts. Wu was one of the translators of The Remote Country
of Women. In her dissertation, Wu (1991) presents thorough research on the
transformation of female rules in utopian novels, including Bai Hua’s The
Remote Country of Women, and Wu introduces and compares several utopian
literary works in English and in Chinese. The most “illuminating” part of her
dissertation noted by Wong (1996) is the comparison of The Remote Country of
Women to Ursula K. Le Guin’s The Dispossessed (published in 1974), because it
offers insights into modern conceptions of utopian society (p. 358). Indeed,
her analysis is very important to this study because literature addressing the
work remains rather scarce. It is reasonable to assume that the English drafts
were first made by Wu, because there was no English translation of the novel
while she was writing her PhD dissertation at Pennsylvania State University.
Therefore, Wu likely translated certain passages on her own to analyse the work.
Because textual genetics, the concept this study follows, regards authorial drafts,
notes, or documents preceding the published text as manuscripts, passages

translated in Wu’s (1991) PhD dissertation could be considered her manuscript.
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Indeed, the manuscript in her PhD dissertation could be described in this
study as phases of textual evolution that are very suitable for investigating
“critical points” to seek where the translators’ input is most revealing (Munday,
2013). Moreover, the pieces of translation drafts found in her dissertation are
important because they can be compared with the published version to explore
both Wu’s ideas alone and her ideas in collaboration with the other translator,
Thomas O. Beebee, in the decision-making process. In addition, the translation
drafts in Wu’s dissertation involve speech and thought presentations, an
important topic that we will investigate more deeply in the following section.
Nonetheless, since Wu only selected a few passages for translation to support
her arguments, the text that can be discussed in this study is rather limited.
Additionally, the translation activity occurred some time ago; therefore, no
other drafts are available for investigation, according to the interview (T. O.
Beebee, personal communication, May 20, 2016). Such a limitation speaks
to Munday’s (2013) comments regarding the extreme difficulty of obtaining
translators’ manuscripts.

The other translator, a native English speaker as well as Wu’s dissertation
co-advisor, Thomas O. Beebee, was interviewed in person for this study. His
valuable comments recounted the workflow, the division of the translation job
between the two translators, and other aspects of the decision-making process.
According to Beebee (personal communication, May 20, 2016), Wu first
finished a draft of the entire story and then sent it to him to “novelize” it for
target readers. Surprisingly, Beebee does not speak or read Chinese; therefore,
he did not read the original story. Instead, he modified Wu’s manuscript to
seem more “English.” During the modification process, Beebee collected
linguistic items to be discussed with Wu, and they produced a third version
together, which was eventually published. Beebee’s comments indicated that

Wu always had the final say as to the linguistic items they discussed because she
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was “strong-minded” and had read the original story (personal communication,
May 20, 2016). Thus, we can now explore the draft and final versions at

different stages of both translators’ decision-making processes.

Studies on Translators’ Manuscripts as Part of

Their Decision-making Process

There is little literature in translation studies that discusses translators’
manuscripts. Nonetheless, a small group of researchers has been working
on genetic translation studies over a decade, led by Hulle (2004), who first
published his genetic study of late manuscripts by Joyce, Proust, and Mann.
Genetic translation studies aim to analyse the practices of working translators
and the evolution, or genesis, of the translated texts, such as translators’
manuscripts, drafts and other working documents. A vital concept is to consider
the published text as simply one phase in the text’s evolution (Cordingley &
Montini, 2015) and to map out and understand the different phrases of its
composition (Deppman, Ferrer, & Groden, 2004). One of the great strengths
for such a consideration is to problematize the concept of the translator’s
“agency” because translators are often assumed to consciously adopt a position
or strategy to which they remain committed throughout the translation activity;
however, by investigating the creative process of a translation’s multiple
compositions, we may find translators exercising greater “agency” to intervene
in the text, especially at the later revision phases. They may also change to an
opposing strategy or position, especially for works that may be censored from
the market. Indeed, according to Cordingley and Montini (2015), to simply
claim that translators are exercising certain “agency” in the published text only
partially reflects the nature of their work.

Among the scant research on translators’ manuscripts, some (Bush,
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2006; Filippakopoulou, 2008; Jones, 2006) look at the translators’ own drafts.
Bush (20006) describes the evolution of a paragraph between the first, sixth,
and eighth drafts in the opening of his own translation of Spanish novelist
Juan Goytisolo’s autobiography. He voices the opinion that the translator’s
emotional and intellectual involvement is the most complicated act of human
communication. To demonstrate, he reports grappling already in the first draft
with the need to address wordplay and facing the losses and gains inherent
in translation. At this stage, proper names are left untranslated. By the sixth
draft, the entire text is compressed, and superfluous adjectives or adverbs
are removed, rendering the text much tighter and denser. In addition, a more
sensible and reasonable solution is found for translating the names. At this
stage, decisions are focused on strategic matters such as how to address
heteroglossia (French and Latin) in the original (Spanish). Bush’s account of
his motivations helps us understand the reasoning behind certain decisions,
such as deliberately highlighting alliteration. While Bush’s report is more like
an account of the translation process, Jones (20006) applies the think-aloud
protocol (TAP) to study himself translating a Serbo-Croatian poem over
the course of four drafts, and adds open-ended interviews with five poetry
translators to learn more about their cognitive processes. The think-aloud
protocol reveals that Jones himself shifted the focus between drafts: from lexis
form in Draft one to rhythm, rthyme, and poetic form in Draft two, to a more
holistic revision in Drafts three and four.

In an attempt to avoid the “hazards of verbalization” associated with the
use of the think-aloud protocol, Filippakopoulou (2008) explores the drafts,
and reflective comments of an English translation of Aziz Chouaki’s novel
by two collaborating contemporary literary translators, Schwartz and Norman.
Filippakopoulou (2008) found the translators’ prescriptive quest for linguistic

accuracy and the retrospective texts’ reflection of “the emotive experience that
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arguably is the enterprise of translation” (p. 34) in their revisions. Moreover,
while highlighting the major flaws and limitations of draft examination,
she argues that drafts are materials for recording the translator’s “evolving
perception” of the source text and “different materializations” of the target
(Filippakopoulou, 2008, p. 20). A later study by Munday (2013) suggests a
thorough analysis of textual shifts (changes in word order, verb perspective,
conjunction replacements, etc.) between multiple drafts to understand the
translator’s decisions at different points in the process. Adopting the corpus-
and process-based approaches proposed by Alves, Pagano, Neumann, Steiner
and Hansen-Schirra (2010), Munday’s (2013) study looked at David Bello’s
three drafts and the published version of Georges Perec’s work Les Choses:
Une Histoire des Années Soixante (published in 1965). His results correspond to
Jones’s (2006) report that the translator’s focus shifts from lexical problems
in the earliest drafts, to form and structure, and then to a holistic evaluation in
later or final drafts. Although Munday (2013) does not, in fact, seem to analyse
the translator’s cognitive aspects, as he claims in the beginning of his study, he
does evaluate the research methodology and stresses the value of investigating
translator drafts, and in this regard, his study inspires further investigation of

the translators’ decision-making process in this study.

On the Presentation of

Speech and Thoughts in English

A substantial body of scholarship by literary theorists and linguists has
focused on fictional narratives and the various modes of thought and speech
presentation they depict, especially free indirect discourse (e.g., Gharaei &
Dastjerdi, 2012; Gunn, 2004; Klitgard, 2004). Levenston and Sonnenschein

(1986) and Rouhiainen (2000) introduce the concept of narratology to
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translation studies. By analysing French and Hebrew translations of English
prose texts, Levenston and Sonnenschein (1986) highlight linguistic markers
of focalization, which they recommend should be preserved or compensated
for in translation; otherwise, there is a risk of losing the irony conveyed in the
original language. By contrast, Rouhiainen (2000) focuses on the translation of
free indirect discourse in D. H. Lawrence’s Women in Love into Finnish, noting
that Finnish translators must handle the problem of the absence of equivalent
literary norms in the target culture.

According to Leech and Short (1982), different types of discourse can
be regarded as stylistic variants of the same position, which forms a cline of
speech representation, suggesting the narrator’s control in the absence of the
narrator’s apparent control (p. 320). Five types of discourse on this continuum
are often mentioned for speech/thought presentation. Narrative Report of
Speech Acts, which is “more indirect than indirect speech” (Leech & Short,
1982, p. 323), reflects the narrator’s apparent control. The next three in the
middle, showing the narrator in partial control of the report, are Indirect
Speech, Free Indirect Speech, and Direct Speech. Free Direct Speech appears
not to be under the narrator’s control because the character can speak to the
readers more immediately without the narrator as an intermediary (Bosseaux,
2007, p. 57). In other words, if the characters provide verbatim thoughts, the
narrator is required to intervene less. As the counterpart of Free Direct Speech,
the use of Free Direct Thought allows readers to instantly watch the character’s
thoughts change through a very notable mode of stream of consciousness
(Toolan, 1988, p. 122).

Shen (1991) contributes an ambiguous mode of blending Direct and
Indirect Speech into the continuum, along with noting the five types of
discourse categorized by Leech and Short (1982), especially when transferring

speech modes from Chinese narrative fiction into English. She terms the



Translators’ Collaboration and Decision-Making 109

mode “Blend in Chinese,” which lends itself to at least two interpretations that
might pose a dilemma for translators. This blend can occur in both direct and
indirect modes and, according to Shen (1991), has the advantage of connoting
immediacy instead of hindering the narrative’s smooth flow. Nonetheless, when
translating Chinese blends into English, the translators’ dilemmas frequently
occur because of the absence of tense indicators in the original text. If the
translators attempt to preserve the immediacy of speech by using the present
tense, they might lift the speech out of the narrative plane; however, keeping
the speech in the past tense, and therefore on the narrative plane, might detract
from the vividness and immediacy of the speech. In other words, although
both voices in the blend are meant to be indistinguishable from one another in
regard to linguistic criteria, one of the voices is favoured at the expense of the
other. In Shen’s (1991) view, the presentation of direct speech without quotes
in English seems rather rare. Nonetheless, Chinese direct speech is frequently
featured with no quotation marks, no commas or full stops, no punctuation,
and no paragraph divisions. The two translators must decide specifically
whether to distinguish the character’s actual words from a narrative report,

which will be discussed in the textual analysis that follows.

Textual Analysis

In the following textual analysis, we select fragments of the draft found
in Wu’s (1991) PhD dissertation and compare them to the final published
translation. Notably, while issues of availability prevent us from comparing
the different drafts, which is a strategy employed in the works of Bush (20006),
Jones (20006), and Munday (2012), this study’s main purpose is to illustrate what
these comparisons can tell us about the translator’s decision-making process,

rather than to provide a full overview of the results.
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Criticizing Monogamy

Depictions of feminist utopias typically judge and criticize patriarchal
dominance and oppression in society. In The Remote Country of Women, Mosonian
sexual freedom is regarded as an emancipatory symbol that Bai Hua highlights
to cast the protagonist Liang Rui in a harsh light. Although he fights against
mechanized modern society, Liang Rui is nonetheless unable to suppress his
own chauvinist ego. When he finds his wife with her former lover, Ying Zhi, he

bursts into outrage as follows:
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This study examines and discusses two versions of this passage: one from
the draft in Wu’s PhD dissertation and the other from the final version of the
story published in 1994. By comparing the two versions shown in Table 1, we
can examine particular linguistic items and identify differences in speech or
thought presentations. In this manner, we can discuss the potential effects of
these differences on the translator’s decision-making process. As confirmed by
Professor Beebee (personal communication, May 20, 2016), the native English—
speaking translator, Wu finished the translation draft and submitted it to him
for “novelization,” which may have included revisions and potential adaptations

in more formal English for native readers. Because Beebee did not preserve the
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second translated version he revised and novelized, the researcher could only
reference the very limited manuscripts in Wu’s PhD dissertation during the
discussion. Together, they created the third draft, which was the final published

version. Therefore, the textual analysis compares the first and third drafts of

the English translation.

Table 1
Example 1 in Draft and Final Versions

Draft

Final

I rushed over and slapped her face
fiercely. . . . Ying Zhi protected her with
his body and began to reproach me. I
could not understand his words. What
right have you! You dirty dog! To steal
into My room, get into My bed, seduce
My wife. 1 will punish him! I picked up
a large piece of firewood. . . . The next
moment I was striking at Ying Zhi,
Sunamei screamed like a wild beast [emphasis
added]. She grasped Ying Zhi and dashed
out . . . the kindled wood flew to the roof,
the whole building was swallowed [emphasis
added] by tongues of flame. ... (Wu,
1991, p. 212)

I dashed over and slapped her. . . . he
protected her with his body and yelled
at me. I could not understand his words,
What right do you have, you scoundrel? What
right do you have to steal into my room, to get
into my bed, and to sednce my wife [emphasis
added]? I will punish yo# [emphasis
added] mercilessly. I picked up a piece of
oak. ... As I lifted it to strike at Ying Zhi,
Sunamei uttered a scream, a strange scream,
a soultearing cry like that of a wonnded beast
[emphasis added]. She grabbed Ying Zhi
and dashed out. . . . burning wood flew
to the ceiling, and the room was quickly
engulfed [emphasis added] by flames. (Bai,
1994, p. 364)

Note. Compiled by the author

To begin the analysis, the original passage in this example is from the male

character, Liang Rui, who narrates nearly half of the story. Readers can follow
his perspective to understand the world in which he lives: first under the rule
of communists and then in the utopia. This is where readers find Liang Rui’s
narrative flow of thoughts after he is invited into the Mosonian society, and his

reports regarding Mosonian customs and ways of living. Although he is aware
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that reuniting with one’s former lover, and polyandry, are common in this
remote country, his inability to suppress his strong will, which was developed
in the patriarchal framework to which he is accustomed, leads to his rage over
his own failure to control his wife. In narration, the passage can be regarded
as Free Direct Thought in which Liang Rui presents his thoughts without any
reporting clause or quotation marks.

Special attention in this case should be paid to underlined sentences
because the language is much more formal and grammatically correct in
the final version. For example, the phrase “[tjo steal into My room, get into
My bed, seduce My wife,” which employs bolded and capitalized terms in
the draft, is altered to use italics, which represents a type of emphasis that
is familiar to target readers. More importantly, the pronoun of the target of
Liang’s attempted violence is changed from “him” in Wu’s draft to “you” in
the final version. The change of pronoun, in particular, alters the effects that
the passage has on the intended readers. In Wu’s version, the use of the third-
person pronoun “him” corresponds to the Free Direct Thought that Liang

)

Rui has in mind. The use of “you,” on the other hand, leads the passage to
lose the original feeling of being the Free Direct Speech that Liang Rui is
narrating to himself, and may even imply that he is confronting Ying Zhi in
person. Indeed, Wu’s draft presents Liang Rui’s thought as a direct interior
monologue by means of informal English, short phrases, and the use of “him.”
Thought is presented more inwardly, using phrases rather than sentences as his
rage escalates. The interior monologue not only presents what the character
thinks, but also the character’s immediate experience or consciousness of these
thoughts (Leech & Short, 1982, p. 337). As is the case with an example noted
by Cohn (1978), the monologue captures both inner and outer reality, and these

concrete mental images could inspire anger in the reader (p. 169). In contrast,

the final version, which features formal English and an orderly presentation,
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allows readers to watch the character’s thoughts as they change instantly. By
comparing the draft and final versions, we can see the differences between the
two and the shift from Liang Rui’s interior monologue to Free Direct Thought
in the final version. This shift could, in turn, demonstrate that in her draft, Wu
managed to draw readers into, and engage them with, Liang Rui’s mindset in
confronting his rival, Ying Zhi.

Several linguistic items have been modified for a more formal English
presentation in the final version. For example, the informal use of “dirty dog”
in the draft is replaced by a more formal term, “scoundrel,” in the published
version. Likewise, the term “swallowed” is replaced by the formal “engulfed.”
Notably, Sunamei’s cry is expanded in the final version to “a strange scream, a
soultearing cry like that of a wounded beast” (Bai, 1994, p. 364) to correspond
to the source text, while it seems that Wu had originally simply provided a

rough description.

Female Superiority

In contrast to the society in which Liang Rui has been raised, the
Mosonians espouse strict egalitarianism in daily material distribution, but
the female always stands in the central position and is superior to the male.
Moso women do not have to court men; instead, they have the right to choose
among those who court them. They are much more independent in regard to
relationships with men; whereas in “civilized” China, a woman’s husband is her

entire life, as shown in the following comments by Sunamei:

=
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*7 | (Bai, 1988, p. 449)

This quote is from Sunamei, the female protagonist and Mosonian woman
who has been brought up with different ideas about relationships with men
than those in Han society. In terms of the discourse presentation, it is a direct
speech in which the author (Bai) allows readers to read every linguistic item
exactly as the character does; thus, it brings readers closer to Sunamei’s thought
process because there is no interference. In a way, the author “gives voice”
to the character and invites readers to follow her mental flow. Nonetheless,
in this quote, the focus is on the dialogue between Sunamei and the Han
woman, particularly as it is translated into English. Chinese typically employs
a semicolon and inverted commas to indicate that someone is speaking in
direct speech, but in this case, the dialogue from the Han woman (narrated
by Sunamei) is presented in Table 2 with only a colon and with no quotation
marks. It might arguably be due to the idiosyncratic writing style that the
author Bai uses to attempt not to hinder the narrative flow with too many
quotation marks. This informal style, direct speech with no quotation marks,
could be open to interpretation. On one hand, readers might take the speech
after each colon to be the Han woman’s verbatim speech, because even the
inverted commas are missing. On the other hand, the reporting phrase can be
assumed to be used by Sunamei to portray the Han woman in narration as in
Free Direct Speech. However, the difference between the two presentations
lies in the dialogue’s vividness and immediacy, both of which are prioritized in

the first translation. The blend in this example might supplement the study by
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Shen (1991), in which she first describes the ambiguous mode that can result in
at least two interpretations as a “blend” in Chinese; however, the example of
a “blend” used in her study concerned both direct and indirect modes, while
in this case, even the direct mode itself can become a blend in presentations
of speech and thought. In terms of translation, we witness the translators’
decision-making process: we have five sentences using colons, the first
indicating that the translator Wu attempted to introduce Sunamei’s illustration

of the way that Han women value their husbands, and the remainder is used to

indicate the lines of dialogue between Sunamei and the Han woman.

Table 2
Example 2 in Draft and Final Versions

Draft

Final

Do you think I would behave myself in
such an inferior way [emphasis added] as a
Han woman: if her husband is not home
by night, she searches zhe whole street
[emphasis added]; if the man does want
her any more, she cries as if the sky were
falling? Once in town I met such a Han
woman wailing. I asked her: Sister, why
are you crying? She screamed: That man
of mine, who deserves being butchered,
abandons me! That heartless Beast! Her
curse was so much like singing [emphasis
added]. I told her: Sister, if he abandons
you, why don’t you abandon him? She
was scared [emphasis added] by my words.
Blinking her eye for a moment, she
wailed even louder: Oh, my Heaven! My
Earth! My Life! (Wu, 1991, p. 220)

“Do you think I would /ower [emphasis
added] myself as a Han woman does?
If her husb