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Abstract

This thesis examines how Virginia Woolf's feminist discourse has been translated,
reframed, and ideologically negotiated within the Chinese context across different historical
periods. Woolf’s narrative technique, especially the use of free indirect discourse, challenges
established gender norms, making these four works—Mrs. Dalloway (1925), To the
Lighthouse (1927), Orlando: A Biography (1928), and A Room of One’s Own (1929)—
exemplary texts for analysing gender representation in literature and society. Focusing on
gender representation, linguistic transformation, and cultural adaptation, this study explores
how Chinese translators have addressed Woolf’s complex feminist discourses and evolving
constructions of gender, identity, and power. Based on Catford’s theory of "translation shifts"
(1965) and Toury’s idea of "optional shifts" (1995), the research assesses how feminist roles
and expectations are conveyed to Chinese audiences through these translations. A mixed-
method approach is utilised, combining a self-constructed diachronic corpus with detailed
textual analysis and content coding using NVivo and WordSmith 6 to examine the linguistic,
cultural, and historical variations in Chinese translations. This study uncovers two main
findings. First, it challenges the common belief that early Chinese translations of Virginia
Woolf’'s works were uniformly conservative. Instead, it shows that some early translators
actively engaged with Woolf’s feminist ideas, sometimes even emphasising them despite
prevailing historical and ideological limitations. Second, the analysis reveals a pattern where
co-translated works tend to prioritise fidelity, and sometimes even amplify feminist ideas,
whereas individual female translators are more inclined to employ interpretive strategies that
emphasise gender critique. Conversely, male translators frequently downplay or domesticate
feminist elements. These findings suggest that translator identity and the structure of
collaboration significantly influence ideological positioning, regardless of the historical period.
This research contributes to feminist translation theory and Woolf scholarship by highlighting
the significance of translator agency and collaboration in shaping feminist discourse through

translation.

Keywords: Virginia Woolf; Corpus-based method; Translation shift theory.
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Chapter 1: Introduction

Virginia Woolf (1882—-1941) is a pivotal figure in feminist literary history and modernist
thought. As an esteemed writer, essayist and critic, she is lauded for her innovative literary
techniques, particularly her stream-of-consciousness style and her bold engagement with
themes of gender, identity, class and power. Her works not only reflected but also shaped
evolving discussions around gender and the role of women in society, literature and intellectual
discourse. Woolf’s perspective—characterised by a keen awareness of the intersections of
patriarchy, class, education and artistic freedom—has significantly influenced feminist
movements across generations. Her writings have profoundly moulded literary traditions and
feminist theory, resonating through various waves of feminist thought and providing a robust

foundation for cross-cultural dialogue and reinterpretation.

Virginia Woolf lived during the height of the first-wave feminist movement. This
movement emerged in the late 19th and early 20th centuries, concentrating primarily on
securing legal and civic rights for women, including suffrage, property ownership and access
to education. It was shaped mainly by liberal feminist ideals that advocated for equality within
existing societal frameworks. Although Virginia Woolf did not directly engage in first-wave
political activism, her writings from this period—most notably A Room of One’s Own (1929)—
resonated with the foundational concerns of this movement by championing women’s access
to intellectual freedom, education, and financial autonomy. Woolf (1929, p.6) asserts that "a
woman must have money and a room of her own if she is to write fiction", encapsulating the
essential material conditions necessary for women to engage in cultural and literary life. This
statement emphasises her conviction regarding the importance of economic independence

and private intellectual space as prerequisites for female creativity.

Additionally, although Woolf did not live to witness the emergence of second-wave
feminism in the 1960s and 70s, her works were rediscovered and reinterpreted by feminist
scholars during this period. Second-wave feminism emerged in the 1960s and continued
through to the 1980s. Throughout this time, feminist scholars exhibited renewed interest in
Woolf's writings. Critics began analysing her work through the lenses of gender awareness,
sexual identity and the politics of literary form. Moving beyond mere legal equality, second-
wave feminism amplified Woolf’s insights into gender identity, sexual ambiguity, and
institutional critique, while also addressing issues such as sexuality, reproductive rights,
workplace inequality, domestic labour, and women's representation in media and culture
(Goldman, 2007).
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Moreover, Woolf's legacy continues to shape third- and fourth-wave feminists,
particularly those emerging in the 1990s and extending into the 2010s and beyond. These
feminists focus on individual identity, intersectionality and diversity, particularly in discussions
surrounding identity politics and the representation of gender fluidity. Influenced by
poststructuralism and queer theory, third-wave feminists challenged essentialist definitions of
woman and welcomed concepts of gender fluidity and hybridity (Goldman, 2007). For instance,
Woolf's novel Orlando: A Biography (1928)—where the protagonist changes sex and lives
through various centuries—has experienced renewed interest for its critique of binary-gender
classifications. This work has been frequently referenced by second wave and later feminist
theorists as a proto-queer and poststructuralist text due to its challenge to fixed concepts of
gender and identity. Woolf's literary innovations, such as the use of stream of consciousness,
fragmented narratives and interior monologue, also resonate with feminist efforts to disrupt
male-centric literary traditions and articulate women’s subjective experiences. Scholars like
Judith Butler (2002) have acknowledged Woolf’'s foresight in contesting fixed gender roles,

linking Orlando to the foundational concepts of gender performativity.

Woolf's viewpoint was profoundly shaped by her privileged yet confining role in
Edwardian society. Although born into an upper-middle-class intellectual family, with access
to private tutors and a rich literary background, she was denied a formal higher education—a
privilege granted to her brothers but not to her, due to her gender. This disparity between her
intellectual capabilities and the societal constraints imposed upon her significantly influenced
her critique of gender inequality. Furthermore, her body of work demonstrates a unique
awareness of the overlapping systems of oppression, particularly regarding class, patriarchy
and empire. These interconnected forces are pivotal to Woolf’s literary achievements and
enrich the depth of her feminist legacy, which continues to resonate across various cultures
and historical periods. For instance, in Mrs Dalloway, Woolf critiques the societal roles
assigned to women through the character of Clarissa Dalloway, who, although admired and
socially esteemed, feels a profound sense of alienation and loss of self. At one point, Clarissa
reflects: “She had the oddest sense of being herself invisible, unseen; unknown... this being
Mrs Dalloway; not even Clarissa anymore.” (1925, p.13) This moment powerfully conveys the
psychological fragmentation stemming from a society which primarily values women for their
social and marital roles rather than their individuality or intellect. It parallels Woolf's own
experience of being perceived in society yet invisible within academic and intellectual circles,
where women were frequently marginalised. Similarly, in To the Lighthouse (1927), Mrs
Ramsay represents the traditional female ideal—elegant, devoted, and selfless—yet her
position is portrayed as emotionally and intellectually limiting. During a moment of reflection,

she muses: “an unmarried woman has missed the best of life” (1927, p.40), a statement which

14



superficially supports societal norms but is laced with irony and uncertainty. Woolf employs
this internal monologue to examine how women assimilate societal pressures, often hindering
their growth and independence (Prakash, 2014). Mrs Ramsay's reliance on meeting the needs
of others reflects the reality faced by many Edwardian women, including Woolf herself, who
were expected to prioritise family and domestic roles over personal aspirations or intellectual
pursuits. These examples illuminate the intellectual privilege present in systemic exclusion,
evident in her depiction of Mrs Ramsay and other female characters, who possess significant

intellectual abilities and yet are constrained by institutional obstacles.

Virginia Woolf’s influence extends far beyond the English-speaking world, significantly
shaping literary and feminist discourses globally, with considerable engagement within
Chinese literary and feminist scholarship. This international impact has been primarily
facilitated by successive waves of translations. These translations inevitably filter Woolf’s
original texts through distinct cultural, ideological and linguistic lenses, thereby reshaping and
reframing the interpretation and representation of her feminist ideas in new contexts. Her
works—especially Mrs Dalloway, To the Lighthouse, Orlando: A Biography and A Room of
One’s Own—have undergone numerous translations into Chinese, spanning different
historical and political climates, from early post-reform China to the 21st century. Each
translation of Woolf’'s work not only adapts her words into another language but also reflects
ideological shifts shaped by the translators’ historical moment, cultural upbringing and political
beliefs. In another words, translation is a culturally and ideologically situated practice,
mediated by institutional constraints and market dynamics. As Leonardi and Taronna (2011)
argue, translators' decisions are frequently negotiated within the normative frameworks
established by publishing institutions. Grant, Gode and Amstrong (2017) argue that translators
domesticate texts by minimising their foreign aspects to align with the expectations of the
target culture, thus inevitably embedding their own cultural values into the translated text. They
believe that each translation acts as a form of rewriting, in which translators adapt the source

text to fit their own ideological perspectives.

Grounded in macro-historical and contextual analysis, this study proposes a three-
phase periodisation of Virginia Woolf's reception in China. The first phase, covering the
Republican era (1920s—1949) and the early post-reform decades (late 1970s to early 1990s),
is characterised by ideological conservatism. The year 1995 marks a significant turning point
between the first and second phases, aligning with the Fourth World Conference on Women
held in Beijing—an important event that contributed to broader transformations in the cultural
and intellectual environment in which feminist ideas were articulated, circulated, and

interpreted. The 1995 Beijing Conference enhanced the institutional visibility of gender
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equality discourse and made feminist concepts enter academic and intellectual discussions to
facilitate the development of women'’s studies in China (Wang, 2016). Within this changing
intellectual context, Woolf's writings were increasingly read through feminist literary
frameworks, which influenced the selection, interpretation, and reception of her works in
translation. Therefore, the second phase, occurring in the late 1990s and 2000s, experienced
significant growth in feminist scholarship and literary translations that concentrated more on
issues of gender, identity, and female agency. The third phase, starting in the 2010s, coincides
with the rise of digital feminism in China. Since the expansion of social media platforms such
as Weibo after 2012, Chinese feminist activists have increasing used digital spaces to circulate
feminist ideas, mobilise collective responses, and challenge gender inequality. This digital
activism became particularly visible during the Chinese MeToo movement in 2018, when
online campaigns against sexual harassment generated significant public debate despite
platform restrictions (Fincher, 2018). This digital activism has not only expanded the public
circulation of feminist discourse through digital platforms, reshaping readers’ engagement with
feminist texts but also contributed to a translation environment increasingly receptive to

gender-conscious interpretation and ideological intervention.

Despite ongoing scholarly attention to Virginia Woolf's writings on a global scale,
feminist translation studies related to her works remain noticeably limited within Chinese
academia. A thorough search through key academic databases, such as Web of Science and
CNKI (China National Knowledge Infrastructure), reveals significant engagement with Woolf,
yielding approximately 3,331 and 2,270 research entries, respectively. However, most of these
studies focus primarily on Woolf's literary achievements, feminist discourse, contributions to
women’s literature and her innovative modernist techniques, particularly the stream-of-
consciousness narrative style. The intersection of feminist theory and literary translation,
especially in the context of Chinese translations of Woolf’s texts, is still underrepresented and
warrants deeper scholarly exploration. Existing translation studies predominantly focus on
stylistic features, narrative methodologies, and translation strategies pertaining to Woolf's
modernist elements. However, these analyses seldom critically engage with feminist
translation practices, nor do they adequately explore how Woolf's gender politics and feminist

ideology are mediated and transformed in translation.

Currently, scholarship addressing feminist translation of Woolf’'s works in Chinese
academia generally follows two primary directions. First, several scholars apply feminist
translation theory by employing feminist-specific strategies such as hijacking, footnoting and
prefacing, aiming to foreground feminist perspectives in translation and to explore how the

translator’s gender shapes the choices and outcomes of the translation process. For example,
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Wang and Chen'’s article (2022) entitled A Feminist Translation Study of To the Lighthouse
examines Chinese translators' approaches to translating Virginia Woolf’'s To the Lighthouse,
influenced by feminist translation theories. The translators have utilised various strategies
such as "supplement" and "hijacking", as discussed by Luise von Flotow (1991), a prominent
scholar in feminist translation theory. The former involves providing additional context or
elaboration on gender-related themes, while the latter entails deliberately altering the source
text to challenge and subvert its original gender norms and biases. This effectively conveys
Woolf’s original feminist concepts, while also reflecting the translators’ female consciousness.
However, although these translations articulate a feminist viewpoint, their methodologies tend
to be more traditional, subtle and restrained than the often more radical approaches observed
in Western feminist translation practices. Secondly, many studies utilise corpus-based
methodologies to examine and compare different Chinese translations of Woolf's works,
primarily focusing on lexical and terminological choices. However, these corpus-based
analyses remain limited, typically examining isolated feminist terminologies rather than
providing a thorough and systematic feminist critique at the sentence or textual level. As an
example, Huang and Shi's (2018) article titled A Corpus-Based Comparison of Translation
Style in Two Chinese Versions of To the Lighthouse performs a corpus-based analysis of Qu
Shijing’s (1988) and Wang Jiaxiang’s (2001) translations of To the Lighthouse. It shows that,
while macro-linguistic statistics fail to represent translation styles fully, variations in the
handling of point-of-view markers, such as transitivity, modals, demonstratives and pronouns,
significantly influence the narrative perspective and indicate differing stylistic methods. This
emphasises the importance of integrating quantitative data with thorough textual examination

in translation studies.

Furthermore, most existing studies overlook the broader socio-cultural and historical
contexts which shape translators' choices. They rarely integrate translation-shift theories
which explicitly trace how feminist meanings and gendered nuances evolve or are altered
through linguistic and cultural adaptations in translation. This oversight creates a significant
research gap regarding how feminist concepts and gender-conscious narratives shift in cross-
cultural contexts, particularly in the nuanced interaction between English feminist literature
and Chinese socio-cultural perceptions. A limitation such as this highlights a clear
methodological gap, emphasising the necessity for comprehensive and context-sensitive

analyses of Woolf's feminist narratives through the lens of translation-shift theory.

Consequently, this thesis seeks to bridge these scholarly gaps by integrating
translation-shift theory with a corpus-based approach. It systematically investigates the

linguistic, cultural and historical variations evident in Chinese translations of four significant
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works by Virginia Woolf. By analysing these texts at both the lexical and sentence levels, this
research will clarify how feminist narratives and gendered discourses are reshaped through
translation. Furthermore, it will critically examine how various Chinese translators strategically
employ feminist translation techniques to convey, amplify or alter Woolf's feminist messages,
thereby enriching and advancing feminist translation scholarship within Chinese academia

and beyond. To achieve these objectives, the following research questions are proposed:

Q1: What kinds of translation shifts have the Chinese translators employed in translating

Virginia Woolf’'s novels?

Q2: To what extent do the Chinese translators’ historico-cultural backgrounds shape their
interpretation and decision-making in translating Woolf's construction/representation of

gender roles and gender binaries over time and space?

Q3: How do the Chinese translators navigate the balance of translation shifts between

fidelity to the source text and the need for the translation to resonate with Chinese audiences?

This thesis is structured in seven chapters, each progressively building the analysis of
how Virginia Woolf’s feminist discourse is reinterpreted in Chinese translations across different
historical periods. Chapter One introduces the research background, rationale and objectives,
highlighting Woolf’'s significance in feminist literary history and identifying the scholarly gap
concerning the Chinese reception of her gender politics. It also outlines the research questions,
theoretical foundations and methodological framework. Chapter Two presents the theoretical
underpinnings, primarily translation-shift theory, and describes the corpus-based methodology,
including the construction of a diachronic corpus and the use of tools such as NVivo and
WordSmith 6 for data analysis. Chapter Three focuses on Mrs. Dalloway and explores how
various translators engage with themes related to social expectations of gender roles, such
as women’s familial responsibilities, marriage and gendered behaviour. Chapter Four turns to
To the Lighthouse, analysing how gender binaries are represented and contested in translation,
particularly concerning domestic roles, marriage ideology and intellectual recognition. Chapter
Five examines Orlando: A Biography, Woolf’'s most direct engagement with gender fluidity and
androgyny, assessing how different translators address shifts in identity, clothing and societal
reception of women writers. Chapter Six focuses on A Room of One’s Own, exploring how
Woolf’'s arguments on women’s economic and intellectual freedom are represented in Chinese
translations. Chapter Seven synthesises the findings and discusses the theoretical and
practical implications. Finally, Chapter Eight is the Conclusion, which addresses the study’s
contribution, limitations and offers recommendations for future research in feminist translation

studies and cross-cultural literary discourse.
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Chapter 2: Theoretical Framework and Research Methodology

2.1 Theoretical Framework: Translation Shift Theory

This study utilises J. C. Catford’s Translation Shift Theory (1965) and Gideon Toury’s
(1995) concept of optional shifts as a foundational framework to investigate the linguistic and
feminist-cultural adaptations which Chinese translators employ in interpreting Virginia Woolf’s
depiction of gender roles across various temporal and spatial contexts. J. C. Catford's
"Translation Shift Theory," introduced in his influential work A Linguistic Theory of Translation
(1965), represents one of the earliest systematic attempts to analyse translation from a
linguistic perspective. Catford’s model, rooted in structural linguistics, provides a systematic
approach to investigating how translation encompasses the transfer of meaning and a
reorganisation of linguistic forms and structures between a source language (SL) and a target

language (TL).

Catford defines translation as a "linguistic operation" where "the replacement of textual
material in one language (Source Language) by equivalent textual material in another
language (Target Language)’ takes place (Catford, 1965, p. 20). Catford’s statement
emphasises the fundamentally linguistic nature of translation. He defines translation as a
process involving language, with the goal of substituting or replacing the "textual material" in
the "source language (SL)" with "equivalent material" in the "target language (TL)." The term
'‘equivalent' is key, although it is a controversial concept: it suggests that the translated text
should preserve the 'meaning and function' of the original, even if the linguistic forms differ.
This definition highlights Catford’s structuralist view that translation is not merely about
transferring words but about finding appropriate equivalents within the grammatical and lexical

systems of the two languages.

At the heart of Catford's theory is "translation shifts”, which he describes as "departures
from formal correspondence" between the source and target texts. Catford argues that these
shifts are often necessary, due to variations in grammatical structures, vocabulary and
linguistic conventions across languages. He categorises these shifts into two primary types:
"level shifts”, where translation transitions between different linguistic levels (for instance, from
grammar to lexis), and "category shifts”, which encompass alterations in grammatical
structures (“structure shifts”), word classes (“class shifts”), linguistic rank or units (“unit/rank
shifts”), and changes within a language's system (“intra-system shifts”). In the context of this

research, Catford’s framework serves as a descriptive tool to map the linguistic and stylistic
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changes present in the Chinese translations of Woolf's works, especially those involving

gendered language and narrative tone.

In the years following Catford’s studies, translation scholars have understood that
translation is more than merely a linguistic exchange; it is also a cultural and ideological
process. Its language does not solely determine the meaning of a text but is influenced by
cultural standards, power dynamics and audience expectations (Liu, Wang & Huang, 2023).
Catford’s model does not address the socio-cultural, ideological or historical contexts of
translation. It also overlooks the translator’s agency which highlights the capacity of the
translator’s active role to make interpretive, strategic, or ideologically motivated choices
influenced by their own beliefs, identity, and the socio-cultural context in which they work,
particularly in culturally or ideologically significant texts, such as those concerning gender

representation, as illustrated in Woolf’s writings.

This study expands upon Catford’s model by incorporating insights from Gideon
Toury’s (1995) concept of “optional shifts,” as introduced in Descriptive Translation Studies
and Beyond. Beginning in the late 1980s and early 1990s, Western translation studies
underwent a significant transformation known as the “Cultural Turn”, which shifted the focus
from structural linguistic transfer to a broader cultural analysis. This shift redirected attention
to the intersection of translation with other emerging disciplines in cultural studies (Bonnell &
Hunt, 2023). Rather than viewing translation solely as a linguistic operation concerned with
equivalence, scholars began to explore its ideological, political and cultural dimensions. This
evolution in thought gave rise to influential theoretical frameworks, such as the Manipulation
School proposed by Bassnett and Lefevere (1990), who argued that translation is deeply
embedded within its sociocultural context. Lefevere, in particular, conceptualised translation
as a form of rewriting shaped by ideological agendas, institutional pressures and cultural
norms, positioning the translator as an active cultural agent who adapts the source text for the

target culture.

Similarly, Even-Zohar's Polysystem Theory (1990) emphasised that translations
function within literary and cultural systems, asserting that they do not exist in isolation but are
influenced by the surrounding social and literary contexts. In this theoretical landscape, Toury
(1995) made a critical contribution by distinguishing between two types of translation shifts:
“obligatory shifts”, which are necessitated by structural differences between languages, and
“optional shifts”, which result from the translator’s interpretative choices and which are
influenced by cultural, ideological and stylistic considerations. These optional shifts reveal how
translation is shaped by broader socio-cultural forces, such as translation norms, ideological

positioning and political influences. This approach underscores the central role of culture in
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translation and aligns with the broader trend in translation studies which values the translated
text not merely as a derivative of the source but as a meaningful and autonomous contribution
to the target culture. As Even-Zohar views it, translated literature should be recognised as an
integral part of the target culture’s literary and social system, rather than as a secondary or

supplementary text.

Toury’s “optional shifts” have expanded translation studies to consider aspects such
as power, identity, gender and ideology, which are crucial for analysing translations of texts
with political or cultural significance. This study examines how Chinese translators interpret
and express Virginia Woolf's depictions of gender roles and binaries. They encounter complex
language and style challenges, further influenced by the socio-political landscape and cultural
norms of modern Chinese society. For instance, existing social norms regarding gender roles
and feminist discourse may affect how Woolf’s concepts are presented or adapted to resonate
with the values of a Chinese audience at different periods of history. Such adaptations can
alter Woolf's original meaning, emphasising certain aspects of her work which align with local
beliefs or omitting controversial or disruptive elements. Here, Toury’s “optional shifts” serve as
an essential framework to explore how historical and cultural contexts, ideological

perspectives and social limitations influence translators' decisions.

This study adopts J. C. Catford’s Translation Shift Theory (1965) alongside Gideon
Toury’s (1995) concept of “optional shifts” as its core theoretical framework, to explore the
complex interplay between linguistic transformation and cultural adaptation in Chinese
translations of Virginia Woolf's works. Catford’s theory facilitates the identification and
classification of linguistic shifts in the Chinese translations. At the same time, Toury’s “optional
shifts” provide insights into how these shifts are influenced by translators’ historical and cultural
backgrounds, as well as socio-political contexts. This integrated method is beneficial for
examining how Chinese translators balance fidelity to Woolf’s feminist discourse with the
necessity for resonance within Chinese cultural contexts, particularly regarding evolving

gender ideologies over time and space.

Building upon this theoretical foundation, the following section details the research
methodology employed to examine these translation strategies comprehensively. It clarifies
the criteria for text selection, the analytical procedures for identifying and categorising shifts,
and the interpretative lens through which the findings will be contextualised within both

linguistic and feminist-cultural paradigms.
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2.2 Research Methodology

2.2.1 Dataset

As mentioned above, this study examines how historical and cultural backgrounds,
ideological perspectives and social constraints influence translation strategies. This section
outlines the methodological framework used to investigate how Chinese translators interpret
and convey Virginia Woolf's depictions of gender roles and binaries. The study integrates
corpus-based analysis with case studies, enabling both quantitative and qualitative analyses

of translation shifts and interpretative variations.

In translation studies, a corpus is an organised electronic collection of texts which can
be used for computational analysis to reveal patterns, frequencies and linguistic
characteristics. Mona Baker’s (1993) Corpus Linguistics and Translation Studies: Implications
and Applications was instrumental in establishing what is now referred to as corpus-based
translation studies. She was among the first to advocate for the formal use of corpora in
translation research, initiating a methodological shift which emphasised systematic and
statistical analysis of translated texts (Baker, 1996). As noted by Baker (1995), corpus-based
translation studies focus on the analysis of “a large number of texts or language materials”
which are processed digitally, allowing for examination either automatically or semi-
automatically using various analytical tools (p. 224). This corpus-based approach enables
researchers to explore extensive text collections both quantitatively and qualitatively,
equipping scholars with techniques for conducting empirical, data-driven analysis of language
usage in original and translated texts. Using specialised software such as Wordsmith and
LancBox, a corpus can uncover recurring lexical selections, syntactic patterns, stylistic
characteristics and translation shifts, providing insights into translator behaviour, textual trends

and ideological inclinations.

In corpus-based translation studies, corpora may be monolingual, bilingual (parallel) or
multilingual, serving to analyse original texts, translated texts or both. This study features a
self-constructed, diachronic corpus which explores the interpretation and representation of
Virginia Woolf's feminist discourse through various Chinese translations over time. A
diachronic approach, which examines time-related changes is essential because translations
do not occur in a cultural vacuum; they are profoundly shaped by the sociopolitical, ideological
and literary contexts of their era. This corpus comprises two primary datasets: Source Text
Dataset and Target Text Dataset. The Source Text Dataset includes the original English texts
of four seminal works by Virginia Woolf: Mrs. Dalloway, To the Lighthouse, Orlando and A

Room of One’s Own.
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These texts were chosen not only because of their central role in Virginia Woolf’s
feminist and modernist works but also because they have been translated multiple times into
Chinese across different historical periods, offering rich material for diachronic analysis.
Although it is acknowledged that most of Woolf's works have more than three Chinese
translations, this study strategically selects three or four versions per novel to balance
analytical depth with the scope of research. This selection from various eras provides a
diachronic perspective to observe how translation practices and ideological stances have
shifted over time. It enables an exploration of how Chinese translators have interpreted and
reconstructed Woolf’'s feminist discourse in response to changing cultural norms, gender
ideologies, and political climates. While not exhaustive, the chosen translations are
representative enough to support a meaningful comparative analysis of the linguistic and
cultural shifts characterising the Chinese reception of Woolf's feminist ideas over time. Three
primary criteria guided the selection of these Chinese translations for inclusion in the target
corpus. The first is the temporal range, selecting translations from different decades to ensure
a broad span of historical and ideological contexts, facilitating analysis of how gender
discourse has evolved. The second criterion is digital accessibility, ensuring compatibility with
analysis software and enabling efficient processing of large amounts of text. The third criterion
is reception and popularity, evaluated through user ratings and reader feedback on online
platforms. This helps assess the translations' reception, perceived quality, and cultural impact.
Translations with high levels of reader engagement are prioritised, as they indicate broader

cultural significance.

2.2.2 Data Preparation

This study uses NVivo and Wordsmith 6 software for both quantitative and qualitative
corpus analysis. NVivo is a qualitative data analysis tool commonly used in the humanities
and social sciences, facilitating the systematic organisation, coding, and interpretation of
textual and non-textual data. In translation studies, NVivo offers a robust platform for exploring
complex linguistic and thematic patterns across various texts. It allows researchers to code
large amounts of textual data, categorise themes, compare sources, and visualise
connections between data points. With its sophisticated features, NVivo deepens analysis and
enhances rigour, ensuring that patterns are considered within wider cultural and theoretical
contexts. In this research, NVivo is employed for detailed qualitative coding and thematic
analysis of Virginia Woolf’s source texts and their Chinese translations. By coding aspects

related to gender representation and feminist discourse, the software supports a
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comprehensive comparison of how these elements are interpreted and altered across different

versions.

WordSmith Tools 6 is a comprehensive suite of corpus analysis programs that
facilitates the examination of patterns and structures within textual data. It provides a range of
tools—most notably the Concord Tool, WordList Tool, and KeyWords Tool—that enable
researchers to perform statistical analyses of word frequencies, key terms, and concordance
lines, offering both quantitative and qualitative insights into text corpora. A key advantage of
WordSmith is its ability to generate statistical profiles of texts, allowing for precise comparisons
across different translations. The statistical data produced by WordSmith enhances the

qualitative coding performed in NVivo.

The research examines the linguistic, cultural, and historical shifts in translating
Virginia Woolf’s feminist discourse across various Chinese versions of her works. Particular
attention is paid to how key feminist sentences—those that explicitly or implicitly engage with
themes of gender, identity, and power—are rendered in the target texts. For a systematic
comparative analysis, it is crucial to establish clear sentence-level correspondences between

the source texts (English) and the target texts (Chinese).

This process requires a comprehensive alignment procedure, which is essential in
corpus analysis, especially when examining nuanced meanings, tone, and shifts. Alignment
facilitates comparisons at the sentence level; both the English source texts and their Chinese
translations were segmented into sentences, considering punctuation, discourse boundaries,
and semantic completeness. For example, complete sentences were identified by punctuation
such as full stops, question marks, and exclamation marks, while dashes and semicolons were
not used as sentence boundaries. Unlike paragraphs, sentences do not always align directly
between source and target texts. This often occurs because a single English sentence may
expand into several in Chinese, highlighting linguistic nuances, cultural contexts, and the
translator's approach (Yang, 2023). In essence, the alignment process considers various
forms of correspondence, including one-to-one and one-to-many relationships between
sentences. For instance, the source sentence— “Gathering a desperate courage she would
urge her own exemption from the universal law; plead for it; she liked to be alone; she liked to
be herself”— shows how translators may differ in their interpretive strategies. Xie Qingyao’s
version condenses and paraphrases the original into: “#t i ith 22—/ NE4bh %, WEXRIIh,; i

KA AREEI 4 FL” (“She said she is an old virgin; she likes solitude; she was not

born for marriage and having children”), employing a reductive and ideologically loaded

rendering that oversimplifies Woolf’s introspective nuance. In contrast, Ma Ainong’s translation
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maintains the psychological depth and rhetorical rhythm of the original: “iXFf#th &£ #B A B
=, BEEHCAXEMNHLY, RBHIBEELEEFA—5, WEELELE, BEIXhRHt
AE1&E” (“At this moment, she summoned all her courage, emphasising that she was not

bound by conventions; she tried hard to explain that she was willing to remain alone; she
wanted to be free from any attachments; conventions were not suitable for her”). Such
differences highlight how alignment is not merely a technical task but also a vital space for

observing ideological shifts and translational agency.

Such instances showcase the complexities of translation, where linguistic differences
and translation choices necessitate sentence divisions, making alignment a detailed and
sensitive endeavour. Furthermore, alignment facilitates consistent comparisons across
versions, as the corpus holds multiple Chinese translations of the same texts from different
historical eras. This method enables me to monitor how specific feminist sentences have been
understood over time. At the same time, the alignment process prepares the data for software-
assisted analysis with tools like NVivo and WordSmith, which often require aligned or

comparable text segments to produce valuable frequency, concordance, or keyword outcomes.

The alignment process consists of several key steps. Initially, | use a semi-automated
approach due to the complexities of literary texts, particularly the stylistic and structural
differences between English and Chinese. The initial alignment employs the Tmxmall online
platform, which identifies probable sentence boundaries and provides a basic structure for the
text. This step is followed by manual verification and adjustments to ensure accuracy and
fidelity, particularly in paraphrasing or syntactic restructuring. Finally, each aligned sentence
pair was tagged with metadata, such as the translator's name, publication year, and related
thematic codes (e.g., gender identity, societal roles, feminist voice). This tagging enabled
efficient cross-referencing within NVivo and assisted in conducting thematic analysis. This
approach to alignment is pivotal in analysing the translation's fidelity to the original text's
feminist discourses, ensuring a comprehensive analysis of the linguistic, cultural, and
historical dimensions embedded in the translation process. To illustrate this process, the
following figure presents a concrete example of bilingual alignment, displaying corresponding
segments from the English source text A Room of One’s Own and its Chinese translation by
Wang Huan (1947). The alignment includes sentence-level pairings that reflect both one-to-
one and one-to-many relationships, capturing how linguistic and ideological nuances are
transferred, expanded, or reformulated across languages. This visual representation
highlights the granularity of the alignment process and supports the subsequent thematic

analysis.
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Figure 2. 1 Sentence-Level Alignment of Virginia Woolf’'s A Room of One’s Own Using

Tmxmall

After aligning the source and target texts at the sentence level, | employed NVivo as a
qualitative data analysis tool to tag, organise, and interpret the translated materials. NVivo
supports a systematic coding process that enables detailed tracking of how Virginia Woolf’s
feminist ideas are preserved, adapted, or reinterpreted in different Chinese translations. NVivo
was utilised to systematically identify and analyse recurring textual patterns, leading to an
initial set of thematic concerns. However, the broad nature of themes such as gender identity,
gender roles, and social expectations demonstrated that relying solely on automated
processes was inadequate. As a result, these themes underwent careful revision and
refinement to align with the research objectives. This integrated approach greatly enhances
reliability: NVivo ensures consistency and transparency in coding across translations, while
nuanced manual interpretation accurately captures abstract feminist concepts within their

cultural and historical frameworks.

To start, aligned sentence pairs from four chosen works by Virginia Woolf— Mrs.
Dalloway, To the Lighthouse, Orlando: A Biography and A Room of One’s Own —and their
respective Chinese translations were organised into categorised datasets. These datasets
were imported into NVivo, ensuring that each English sentence aligned with various Chinese
translations. Metadata such as the translator's name, publication year and book title were
incorporated into each text node to assist with filtered and comparative queries. Next, | have
created a coding framework informed by initial analyses of the four texts, alongside relevant

feminist translation theory literature, gender representation, and the recurring themes in
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Woolf's work. In Mrs. Dalloway, | primarily analyse social expectations of gender roles, and
the coding categories include Women’s Familial Roles, the Inevitability of Marriage, and
Gender-Specific Social Qualities. In To the Lighthouse, | emphasise gender binaries by coding
those categories that include the feminist perspective on marriage versus the traditional
perspective of marriage, domestic responsibilities associated with gender roles, and
intellectual recognition and achievements. In Orlando: A Biography, | primarily analyse gender
fluidity and androgyny. The coding categories include challenging fixed gender roles through
dress performance, challenging gendered perceptions of creativity and literary value through
the shifting reception of Orlando’s poetry, and challenging traditional notions of gender identity
through androgyny and gender fluidity. In A Room of One’s Own, | focus on women’s
independence, and the coding categories include the male academic criticism of women and
women writers, the difficulty of women’s financial status, and women lacking authority in

traditional customs.

Then, | conducted sentence-level coding using NVivo’s textual coding feature, tagging
each sentence applying the categories mentioned above that convey feminist perspectives to
monitor how feminist elements are preserved or altered in translations. While the sentence
served as the primary unit of coding, the unit of analysis was not restricted to individual
sentences. Because of Woolf's characteristic use of stream of consciousness, feminist
meanings are often constructed across multiple sentences rather than within isolated
sentence. Consequently, the coding process frequently identified clusters of related sentences
that functioned as coherent discursive units. The analysis therefore incorporates multi-
sentence passages where necessary to capture the contextual and discursive development
of feminist perspectives. Rather than representing a departure from sentence-level analysis,
this approach strengthens the methodological framework by recognising that the interpretation
of individual sentences is often dependent on their immediate textual context. While tagging
sentences which express feminist ideas in both the source texts and their Chinese translations,
| adhere to a carefully defined and theoretically informed set of principles, ensuring that the
identification and categorisation of relevant textual material are systematic and consistent with
the objectives of the research: to clarify how feminist narratives and gendered discourses are

reshaped through translation.

The first principle focuses on sentences thematically centred on gender identity, power
dynamics, and societal expectations concerning femininity. Drawing on feminist literary theory
and recurring themes from Woolf, such as intellectual freedom within the domestic sphere and
the material realities of women’s lives, this approach identifies sentences that reflect or
challenge prevailing gender ideologies. For example, | marked the sentences about the male

academic criticism of women and women writers: “Even had | been admitted, still | could not
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have brought myself to enter. Perhaps the verger would have stopped me at the door and
demanded to see my baptismal certificate or a letter of introduction from the Dean.” Each
selected sentence undergoes an evaluation of its semantic meaning and discursive function,
determining whether it critiques, employs irony, or subverts societal gender norms. Once these
feminist sentences are identified, they are traced across all translation versions to analyse
how the feminist intent is maintained, diminished, or altered. The second principle emphasises
analysing translation shifts, especially optional shifts that are not dictated by language but
intentionally made by the translator. These shifts include changes in tone, emphasis, word
choice, or sentence structure that demonstrate how feminist content can be reframed,
intensified, or diluted in translation. Using Catford's translation shifts theory and Toury's
optional shifts model, exploring these shifts stems from the understanding that translation is
influenced by ideology, context, and agency, rather than being a neutral process. Therefore,
this principle involves a detailed examination of the historical, cultural, and ideological contexts
in which each translation takes place. By analysing these shifts, the research seeks to
understand how translators’ choices may be consciously or unconsciously affected by
prevailing socio-political narratives, state censorship, or market pressures.

In practice, | tagged and segmented the original English texts and their Chinese
translations according to the established coding principles. Throughout tagging, | extensively
utilised NVivo’'s memo and annotation tools to document my evolving thoughts, interpretive
choices, and analytical reflections. As my understanding grew, | adjusted the coding scheme
as needed, merging, separating, or redefining codes to reflect the nuances present in the data
more accurately. The feminist content identified in the corpus was ultimately organised into
sub-nodes, each signifying distinct thematic aspects of feminist perspectives. This
organisation enabled a more detailed and meaningful exploration of Woolf’s feminist ideas in

translation.

As shown in Figure 2.2, the NVivo coding interface provides a clear example of how
thematic classification was used to identify feminist elements in Woolf’'s Mrs. Dalloway. In this
process, coded segments were organised into thematic nodes, allowing for both the
quantification of key feminist concerns and a comparative analysis of how different translators
engaged with Woolf’s ideological nuances in the source text. The coding results thus establish
the methodological foundation for the detailed textual analyses in the subsequent chapters.
The coding results for the Chinese translations and the original English texts of Virginia Woolf’s
four works are shown in the appendix. Due to word count and space limitations, the appendix
includes only a selected segment of this categorisation rather than the full dataset, although it

extends beyond what is covered in the main chapters.
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Figure 2. 2 NVivo coding interface showing thematic classification of feminist elements

in Woolf’'s Mrs.Dalloway

2.2.3 Data analysis

The data were systematically categorised into the thematic codes mentioned above
after meticulous tagging of the original texts alongside their Chinese translations in NVivo.
These codes significantly influenced the design and emphasis of the subsequent case studies.
The identified themes, derived from the coded sections, established a robust foundation for
investigating how feminist concepts and gender-related discussions were articulated, modified,
or suppressed during the translation process. Consequently, each case study is firmly rooted
in specific, data-driven insights from this qualitative phase. Following the qualitative analysis,
the coded data of NVivo were classified and sorted and then imported into WordSmith Tools
6 for further quantitative and statistical analysis. WordSmith was utilised to assess variations
in sentence structure, focusing on metrics such as sentence count, average sentence length,
and the frequency of sentences containing feminist themes. Additionally, the average
sentence length for translations tagged with feminist themes was calculated for each. The
statistical variations across translations thus present a valuable perspective from which to

observe the evolving nature of translation.
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Chapter 3: Translating Social Expectations of Gender Roles in Virginia Woolf’'s Mrs.

Dalloway

3.1 Introduction

The term 'feminism' is derived from the Latin 'Femina' and promotes the idea that women
ought to have equal social, economic, and political powers to those held by men, alongside
identical rights and opportunities (Raina, 2021, p.3372). As outlined in the Introduction, the
definition of feminism has evolved through four distinct waves. Mrs. Dalloway, for example,
addresses issues typical of second-wave feminism, which frames feminism as a movement
seeking to achieve constitutional, financial, individual and social equality between the sexes,
and the definition of feminism sees it as the struggle against all forms of patriarchal and sexist
attacks (Humm, 2003). In other words, this movement advocates for women's autonomy and
the establishment of equality between the genders in all life aspects, focusing on developing
new female identities and awareness of rights, and it represents a significant drive towards
empowering women and encompassing their rights: to vote, to engage in work, to earn an
equal salary, to possess property, to pursue advanced education, and to hold equal rights in

marriage, including entitlement to maternity benefits (Montashery, 2012).

During the early 20th century, feminism underwent significant transformations, shifting
from the suffrage movements of the late 19th and early 20th centuries to a broader
examination of women's roles in society, encompassing their intellectual and economic
independence (Ma, 2021). Virginia Woolf, born in 1882 and living until 1941, witnessed and
participated in the transformative years for feminism. Her work is often seen as a bridge
between the first-wave feminism of the suffrage movement, which focused on legal issues and
inequalities such as the right to vote, and the emerging second-wave feminism, which
discussed a wider range of social, cultural, and psychological issues affecting women (Humm,
2003).

Virginia Woolf's Mrs. Dalloway follows a day in the life of Clarissa Dalloway, an upper-
class woman in post-World War | London, as she prepares for and hosts a party at her house
that same evening. The story unfolds over a single day, intertwining different characters
through their shared thoughts, memories and personal histories. As Clarissa prepares for her
party, she reminisces about her younger years, particularly her past relationship with Peter
Walsh and her eventual decision to marry Richard Dalloway. The unexpected return of Peter

to London leads her to contemplate the different directions their lives have taken. Throughout
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the day, the lives and inner worlds of various characters are intertwined within the narrative,
which is notable for its shifting character focalisation and the use of free indirect discourse,
both central to the novel's exploration of consciousness and the fluidity of time and memory in
revealing their internal conflicts, aspirations, and regrets (Khan & Khattak, 2022). Mrs.
Dalloway critiques British society post-World War I, examining class dynamics, women's roles,
self-identity, and societal norms (Bouzid, 2013). The character of Clarissa embodies the

restrictions and expectations imposed on upper-class women.

Virginia Woolf's Mrs. Dalloway has been translated into at least 32 languages,
evidencing its extensive linguistic and cultural reach. These translations encompass a diverse
linguistic spectrum, such as Afrikaans, Arabic, Catalan, Czech, German, Chinese, Spanish,
Persian, French, and many others. This extensive range of translations underscores the
novel's global literary significance and appeal. Most academic discussion around Woolf's Mrs.
Dalloway delves into its portrayal of the perception of time, the effects of World War |, mental
health, and class structure in society. As regards the research related to the study of the
Chinese translation of Mrs. Dalloway, no articles have been found in the Web of Science, the
most popular and extensively utilised database for academic research and publications. Only
two analytical studies about the Chinese translation of Mrs. Dalloway have been found within
the China National Knowledge Infrastructure (CNKI), China's leading academic digital library.
One is research carried out by Yu Yin (2014), entitled A Study on Feminist Poetics in the Two
Chinese Versions of Mrs. Dalloway from the Perspective of Feminist Translation Theories.
This work examines two Chinese translations of Mrs. Dalloway and finds that the impact of
feminist poetics in translation stems from the translator's interpretation of the original text and
their awareness of gender issues. Another one is Yang’s (2021) An Analysis of Mrs. Dalloway’s
Translation—From the Perspective of Feminist Translation Theory, which explores two
Chinese translations of Virginia Woolf’s Mrs. Dalloway, Wang Jiaxiang’s (2001) and Sun Liang
& Su Mei’s (1988), through feminist translation theory. The study examines strategies such as
supplementing and hijacking, emphasising how translator identity influences interpretation.
This research shows how a translator’s gender identity and ideological view based on feminist
theory can greatly impact choices in literary translation. It highlights how feminist translation
strategies are applied in practice and how they affect the reception and faithfulness of a text,
especially one rich in interiority and female perspective like Mrs. Dalloway. Yu and Yang’s
works lack in-depth consideration of the strategies used by translators to capture the specific
historical, cultural and literary nuances inherent in Woolf’s original text. This gap in the
discussion leaves unexplored aspects which are crucial to understanding the full impact of the

translations on cultural and literary discourse in China.
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To bridge this gap, the following research questions need to be answered in this chapter

as follows:

Q1: What kinds of translation shifts have the Chinese translators employed in

translating Mrs. Dalloway?

Q2: To what extent do the historico-cultural backgrounds of the Chinese translators
shape their interpretation and decision-making in translating Woolf's feminist ideas over time
and space?

Q3: How do the Chinese translators navigate the balance of translation shifts between

fidelity to the original text and the need for the translation to resonate with Chinese audiences?

To explore these research questions, upcoming sections will introduce the theoretical

framework and datasets utilised in this study.

3.2 Methods

3.2.1 Dataset

The study focuses on how each translator balances and redefines the patriarchal
norms and power dynamics prevalent in modern Chinese society through his/her translation
decisions. To compare how different translators deal with Woolf's feminist ideological
narratives in the target text, this study employs a combined corpus-based approach and case
studies to analyse Chinese translations of Mrs. Dalloway. The corpus-based approach is
instrumental in providing insights into the linguistic nuances and patterns of the translations,
while the case studies offer detailed examinations of specific instances (Yang, 2023). This
combined methodology facilitates a thorough analysis of different translated versions of the
novel, allowing for a more nuanced and comprehensive understanding of the translations.

As indicated in Table 3.1, the self-constructed corpus used in this study comprises two
main datasets. The first dataset includes the original text of Mrs. Dalloway by Virginia Woolf,
providing the source material for analysis. The second dataset includes a diachronic Chinese
translation corpus comprising three different Chinese translations of Mrs. Dalloway- Sun & Su
1988 (hereafter T1), Wang 2001 (T2), and Jiang 2014 (T3). There are five existing Chinese
translations of Mrs. Dalloway in total, and in the selection process for my self-constructed
corpus, two main criteria were employed: 1) the publication period of the translations, and 2)
the ratings and comments provided by users on Douban, a Chinese social networking site and

online database known for its comprehensive information on various forms of media, including
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books, films, and music. The Douban ratings and comments were used to identify translations
that showed significant readership and ongoing engagement, ensuring that the chosen texts
had both cultural influence and interpretative visibility. Special attention was given to versions
with a high number of reader responses, especially longer, more meaningful comments, as
these suggested that the translation had sparked active discussion and critical reflection. Such
evidence served as a valuable criterion for prioritising translations most likely to reveal how

Woolf’'s feminist ideas were understood and debated within the Chinese context.

ST/TT | Author/Translators | Version Publication | Publisher Place
names Date
ST Virginia Woolf Mrs. Dalloway | 1925 Hogarth Press | UK
T N & 753 (Sun | A EF P K A | 1988 Shanghai Shanghai,
Liang & Su Mei) (Mrs. Translation China
Dalloway) Publishing
House
T2 T % M (Wang | & /& 2% & A | 2001 Yilin Press Nanjing,
Jiaxiang) (Mrs. China
Dalloway)
T3 # [\ B (Jiang | & & 4 A | 2014 Shaanxi Normal | Shaanxi,
Xiangming) (Mrs. University China
Dalloway) Press

Table 3. 1 The Chinese translation of Mrs. Dalloway

This study argues that literary translation is not a neutral or purely linguistic activity, but
a culturally and ideologically influenced practice shaped by the translator’s positionality and
the historical context in which the translation is produced. The varied strategies used by
Chinese translators when rendering Virginia Woolf’'s Mrs. Dalloway—a novel rich in feminist
subtext and narrative innovation—do more than show textual differences; they also mirror the
translators' responses to changing political climates, gender ideologies, institutional pressures,
and developing intellectual discourses. Each translation originates from a distinct cultural and
historical context and is shaped by the translator’s educational background, scholarly interests,

gender identity, and access to theoretical frameworks, such as feminism or translation theory.

The initial translation featured in this self-compiled diachronic translation corpus is the

first Chinese translation - Sun Liang & Su Mei’s translation in 1988, published by Shanghai
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Translation Publishing House. This translation was produced during a pivotal period in modern
Chinese history—the early years of the Reform and Opening-Up policy that began in the late
1970s and continued into the 1980s. This era marked a significant shift toward intellectual
liberalization and cultural exchange, following decades of socio-political turbulence (Vogel,
2011). Throughout much of the 20th century, literary production and translation in China had
been subordinated to political and economic imperatives, shaped by limited access to foreign
texts and disrupted by major historical events such as the Great Chinese Famine, the Cultural
Revolution, and the broader ideological tensions of the Cold War (Li, 2008). Against this
backdrop, the Reform era opened new possibilities for engagement with Western thought,
allowing for the gradual introduction of Western literary theory, including feminist translation
theory, into Chinese academic discourse (Yu, 2020). By the 1980s, feminist ideas, filtered
through both Marxist ideological frameworks and emerging liberal perspectives, began to gain
visibility within public and scholarly debates on gender (Pei, Petula, & Lun, 2007).
Nevertheless, longstanding patriarchal values continued to permeate Chinese social, cultural,
and institutional life, often reinforcing traditional gender hierarchies under the guise of moral

order or social stability (Zhang, 2021).

Sun and Su’s translation thus emerged in a transitional moment: one marked by
increasing openness to feminist discourse but still constrained by residual conservative
ideologies. As co-translators, Sun Liang and Su Mei brought together distinct professional
backgrounds: Sun, a male professor of English literature with a solid grounding in modernist
studies of European and American literature, and who held leadership roles in the Shanghai
Foreign Literature Society and the Translators Association; and Su, a female university
lecturer with a developing interest in feminist criticism. The presence of two translators, one
male and one female, suggests a potential balancing of interpretive viewpoints, although
limited paratextual commentary from the translators themselves makes it difficult to confirm
the nature of their collaborative dynamic. Overall, their work must be understood within this
context of ideological negotiation, where the act of translating Woolf’s feminist modernism

involved both linguistic mediation and careful cultural adaptation.

The second translation, Wang Jiaxiang’s 2001 edition published by Shanghai Yilin Press,
emerged at a time of heightened feminist activity in China’s literary and academic spheres.
The mid-to-late 1990s experienced a notable shift in gender discourse within China, largely
driven by the 1995 Fourth World Conference on Women held in Beijing. This historic event not
only introduced global feminist agendas to the Chinese public domain but also ignited a surge
of feminist activism, scholarly research, and critical discussion of women's voices across

various disciplines (Zheng & Zhang, 2010). Wang Jiaxiang herself was uniquely positioned to
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contribute to this movement. As a Professor at Beijing Foreign Studies University, she served
as Director of the National Society of American Literature and was an active member of the
National Society of Comparative Literature. Her academic expertise spans American literature,
African American writing, and women’s literature, fields in which she has published and
translated extensively. Wang’s dual role as both translator and literary scholar gave her a solid
theoretical foundation in feminist and comparative literary theories, arming her with the critical

tools needed to engage with Woolf's feminist discourse both linguistically and ideologically.

The third selected translation, completed by Jiang Xiangming in 2014 and published by
Shaanxi Normal University Press, emerged during a period of heightened feminist activism in
China. By the 2010s, social media and digital platforms had begun to play a transformative
role in shaping cultural discourse, allowing feminist activists to mobilise, circulate ideas, and
engage directly with a wider public (Hou, 2015). This digital shift expanded the reach of
feminist discussions beyond academic and institutional settings, embedding them into
everyday debates on gender inequality, sexuality, and social justice (Hou, 2020). Campaigns
advocating for women’s rights, especially the anti-sexual harassment movements inspired by
global developments such as MeToo, brought renewed urgency to feminist critique in literature,
translation, and cultural production (Chau, 2019). Within this climate, Jiang Xiangming
contributed to this project with a notable academic and professional background. He
graduated from Shizuoka National University in Japan, where he specialised in European and
American literature, gaining a solid foundation in Western literary traditions and critical
methodologies. As a member of the Shanghai Translators Association, Jiang built a reputation
as a skilled and versatile translator, with major works including F. Scott Fitzgerald's short-story
collection All The Sad Young Men, Philip Roth's Exit Ghost, and Richard Yates's A Good
School.

Taken together, this historical and biographical context highlights how each translator’s
intellectual background, ideological orientation, and the cultural moment of publication are
likely to have informed their approach to Woolf’s feminist ideas, shaping the interpretive

strategies evident in their translations.

3.2.2 Analytical Approach

This study argues that the translational shifts in the three Chinese translations of Mrs
Dalloway extend beyond the linguistic dimension and demonstrate the translators'

commitment to challenging traditional gender roles and promoting gender equality. The
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primary objective of this research is to identify the complex patterns and motivations which
shape the linguistic, cultural and historical transformations observed in the translated
sentences conveying Virginia Woolf’'s feminist ideologies. It is essential to understand how
translations reflect, alter or amplify the feminist nuances embedded in Woolf's original text. To
achieve this, a corpus-based method is employed to explore the feminist ideas in Mrs.
Dalloway, and a systematic methodology is important for tagging and organising sentences
which are imbued with feminist sentiments, thus facilitating a detailed comparative analysis.
The research design and data preparation have been finalised following the process outlined
in Chapter 2.

First of all, the study's critical initial step involved converting the English source texts
of Mrs. Dalloway and the selected Chinese target texts into TXT format. The research aimed
to identify and compare the underlying patterns and motivations which influence linguistic,
cultural and historical shifts in translating sentences that convey Virginia Woolf’s feminist ideas.
An alignment process was undertaken to establish a translation relationship at the sentence
level between the English and Chinese texts to facilitate this comparative analysis. Aligning
texts at the sentence level presents unique challenges: as mentioned in Chapter 2, sentences
cannot always be matched one-to-one between the source and target texts. This discrepancy
often arises because a single sentence in the English text may be expanded into several
sentences in the Chinese translation, reflecting linguistic nuances, cultural contexts and the
translator's strategies (Yang, 2023). Such phenomena highlight the complexity of translation,
where linguistic differences and translational choices necessitate the division of sentences,
making alignment a meticulous and nuanced task. In this sense, the alignment was pivotal in
analysing the translation's fidelity to the original text's feminist themes, ensuring a
comprehensive analysis of the linguistic, cultural and historical dimensions embedded in the

translation process.

Subsequently, | utilised Nvivo, an advanced software programme, as an essential tool.
As detailed in Chapter 2, this programme excels at handling qualitative data and provides a
structured and personalised platform for data management and analysis, including node
creation and synthesising codes from various sub-nodes. This capability not only assists in
systematically categorising and storing pertinent data but also plays a crucial role in revealing
and clarifying recurring themes and patterns within the data. After carefully reading the source
text, taking notes, establishing a pre-defined file classification, and tagging the source text and
translations with revisions to these pre-defined codes, the feminist ideas in the corpus have
been organised into three sub-nodes with distinct themes which reflect different dimensions

of women's experiences and societal perceptions.
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The first code highlights Women’s Familial Roles, referring to the traditional
expectations and responsibilities of women within the family structure. For instance, | tagged

the sentences that state:

“That was herself when some effort, some call on her to be her self, drew the parts
together, she alone knew how different, how incompatible and composed so for the world only
into one centre, one diamond, one woman who sat in her drawing-room and made a meeting
point, a radiancy no doubt in some dull lives, a refuge for the lonely to come to, perhaps; she
had helped young people, who were grateful to her; had tried to be the same always, never
showing a sign of all the other sides of her—faults, jealousies, vanities, suspicions, like this of
Lady Bruton not asking her to lunch (Woolf, 1925, p.29).”

This passage exposes the emotional labour and performance involved in a woman’s
family and social role. Clarissa, like many women, becomes a symbol rather than an individual,
a static image of grace and support that hides the complexity and pain of her inner life. Woolf
critiques the patriarchal ideal of womanhood: to be a refuge, a centre, a diamond — brilliant,
yet hard, polished, and shaped by others' expectations. Clarissa is depicted assembling her
identity (“drew the parts together”) not because she feels complete, but because her social
role demands a stable, elegant outward appearance. The “diamond” symbolises the
patriarchal ideal of womanhood that Clarissa becomes flawless but is also stiff, cold, and
artificial. The drawing-room she inhabits is a stage for performance, and she takes on the
unchanging centrepiece role, radiating emotional warmth outward while suppressing her own
inner turmoil. The mention of “never showing... jealousy, vanity, suspicion” underlines the
emotional restraint women must maintain to uphold such an image. Her resentment at Lady
Bruton’s luncheon snub, though small, is profoundly felt, yet Clarissa must conceal it beneath
layers of performative composure. Woolf highlights the unseen burden of being “the ideal
woman” — how emotional authenticity is sacrificed for societal harmony. In this way, Clarissa's
internal fragmentation mirrors the wider disintegration of women’s roles in a society that values

their symbolic utility more than their inner truth.

The second code stresses the Inevitability of Marriage, limiting women's autonomy by
defining their worth in relation to their marital status and reinforcing patriarchal systems that
restrict personal freedom and self-determination. For instance, | tagged these sentences

‘Inevitability of Marriage’:

“You'll get married, for you're pretty enough, thought Mrs. Dempster. Get married, she
thought, and then you'll know. Oh, the cooks, and so on. Every man has his ways. But whether

I’'d have chosen quite like that if | could have known, thought Mrs. Dempster, and could not
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help wishing to whisper a word to Maisie Johnson; to feel on the creased pouch of her worn

old face the kiss of pity for it's been a hard life, thought Mrs. Dempster (p.21).”

This passage reflects the internalised societal expectations and sacrifices imposed on
women, particularly concerning marriage and domestic life. Mrs. Dempster’s thoughts reveal
how women are conditioned to equate their value with beauty and marriage—"You're pretty
enough” becomes both a compliment and a prophecy tied to societal pressures. Mrs.
Dempster’s desire to warn Maisie Johnson suggests her awareness that marriage can result

in a lifetime of unnoticed and undervalued work for women.

The third code focuses on the Gender-Specific Social Qualities, which refer to the traits,
behaviours, roles, and expectations that society traditionally associates with individuals based

on their gender. For instance, | tagged the sentences:

“But if he can conceive of her, then in some sort she exists, he thinks, and advancing
down the path with his eyes upon sky and branches he rapidly endows them with
womanhood; sees with amazement how grave they become; how majestically, as the
breeze stirs them, they dispense with a dark flutter of the leaves charity, comprehension,
absolution, and then, flinging themselves suddenly aloft, confound the piety of their

aspect with a wild carouse (p.46).”

This passage reflects how women are defined through the lens of male perception and
imagination. The idea that a woman only exists if a man can conceive of her highlights the
patriarchal notion that women's identities and value are validated through male recognition.
The narrator’s projection of womanhood onto nature—seeing trees as charity, comprehension,
absolution—reveals how femininity is romanticised and idealised, rather than acknowledging

their autonomy and complexity.

As mentioned previously, the study employs advanced software tools—NVivo and
Wordsmith 6—to systematically organise and analyse translational shifts in Virginia Woolf’s
Mrs. Dalloway. These tools process corpus data from the source text and its three translations,
identifying linguistic patterns, frequency distributions, and collocations. Furthermore, these
tools provide a deeper analysis by offering statistical evidence of shifts in translation strategies,
particularly in the conveyance of Woolf’s feminist ideas. Variations in sentence structure, such
as sentence counts and average lengths across translations, reflect distinct strategies of
expansion or condensation, with the statistical differences emphasising how feminist ideas are

reinterpreted in various cultural contexts, as demonstrated in Tables 3.2, 3.3, 3.4, and 3.5.
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Source text | T1 Sun | T2 Wang | T3 Jiang Xiangming
Liang & Su | Jiaxiang (2014)
Mei (1988) (2001)
Wordcount 54,520 128,374 124,829 133,847
Total number | 3,889 4724 4,693 4,873
of sentences
Average 14.02 2717 26.59 27.47
sentence
length
Sentences 108 132 138 126
with  feminist
ideas
Average 18.87 35.72 36.17 37.51
feminist
sentence
length

Table 3. 2 Statistics of sentences with feminist ideas

Table 3.2 highlights significant differences in word count, sentence length, and the
representation of feminist ideas across the three translations. The Source Text (ST) contains
54,520 words and 3,889 sentences, with an average length of 14.02 words per sentence. Of
these, 108 sentences explicitly convey feminist ideas, with an average length of 18.87 words.
T1 Sun Liang & Su Mei (1988) extend the text to 128,374 words and 4,724 sentences, with
132 feminist sentences averaging 35.72 words. Although longer than the source, T1 remains
the most restrained in its treatment of feminist sentences when compared with later
translations. T2 Wang Jiaxiang (2001) contains 124,829 words and 4,693 sentences, with 138
feminist sentences averaging 36.17 words. Wang’s translation thus conveys slightly more
extended feminist expressions and shows a tendency towards expansion and interpretive
depth. T3 Jiang Xiangming (2014) is the most extensive overall, totalling 133,847 words and
4,873 sentences, despite containing fewer feminist sentences (126) than T1 and T2. However,

these sentences are on average the longest, at 37.51 words.

Tables 3.3, 3.4, and 3.5 further analyse feminist ideas by dividing them into three
thematic areas: women’s familial roles, the inevitability of marriage, and gender-specific social
beliefs. In each theme, compared to the Source Text, the translations increase both the

number of sentences and the overall complexity.
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Women’s Familial Roles Source text | T1 Sun | T2 Wang | T3 Jiang
Liang & Su | Jiaxiang Xiangming
Mei (1988) | (2001) (2014)

Total number of sentences 43 53 57 51

Average sentence length 17.37 38.29 38.71 39.14

Table 3. 3 Statistics of sentences with feminist ideas of Women’s Familial Roles

The Inevitability of Marriage Source text | T1 Sun | T2 Wang | T3 Jiang
Liang & Su | Jiaxiang Xiangming
Mei (1988) | (2001) (2014)

Total number of sentences 28 35 36 33

Average sentence length 19.17 39.66 39.24 39.86

Table 3. 4 Statistics of sentences with feminist ideas of The Inevitability of Marriage

Gender-Specific Social Beliefs | Source text | T1 Sun | T2 Wang | T3 Jiang
Liang & Su | Jiaxiang Xiangming
Mei (1988) | (2001) (2014)

Total number of sentences 37 44 45 42

Average sentence length 17.98 37.74 37.44 38.14

Table 3. 5 Statistics of sentences with feminist ideas of Gender-Specific Social Beliefs

For women'’s familial roles (Table 3.3), the ST comprises 43 sentences with an average
of 17.37 words each. T1 contains 53 sentences averaging 38.29 words, T2 has the highest
total with 57 sentences averaging 38.71 words, and T3 delivers 51 sentences with an average
of 39.14 words. Regarding the inevitability of marriage (Table 3.4), the ST has 28 sentences
averaging 19.17 words. T1 expands this to 35 sentences with an average of 39.66 words, T2
produces 36 sentences averaging 39.24 words, and T3 offers 33 sentences with an average
of 39.86 words. Concerning gender-specific social beliefs (Table 3.5), the ST features 37
sentences with an average of 17.98 words. T1 translates 44 sentences with an average of
37.74 words, T2 again produces the highest count with 45 sentences averaging 37.44 words,
and T3 results in 42 sentences with an average of 38.14 words. Across all three themes, the

translations significantly exceed the source's average sentence length.

While expansion remains a consistent trend across all three translations, the methods
employed in Tables 3.3, 3.4, and 3.5 display subtle differences. Compared to the other two

translations, T1 Sun Liang & Su Mei (1988) holds an intermediate position among the tables,
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indicating that it maintains a sense of balance by expanding the source through moderate
segmentation that extends Woolf’s critique. T2 Wang Jiaxiang (2001) produces the highest
number of sentences across the three thematic categories, suggesting a reliance on
segmentation combined with addition as a means of convey feminist ideas with greater
visibility. T3 Jiang Xiangming (2014), in contrast, translates fewer sentences but significantly
expands them in length, reflecting a preference for verbose elaboration and creating structural
shifts to preserve feminist discourse of the source text through syntactic complexity, which
may reduce readability and increase the effort required for textual processing, as conventional

Chinese discourse favours shorter and paratactic structures.

As previously outlined, this thesis employs a mixed-method approach, combining a
self-constructed diachronic corpus with detailed textual analysis. This dual-method framework
allows for a comprehensive examination of the linguistic, cultural, and historical variations in
the Chinese translations of Mrs Dalloway, with particular focus on the transmission of feminist
ideas. The statistical analysis presented in Tables 3.2 through 3.5 provides essential insights
into the quantitative patterns underlying each translation, including word count, sentence
structure, and the thematic distribution of feminist expressions across time. Although the
corpus-driven data analysis has identified macro-level trends and patterns across the
translations, it is insufficient to fully capture how feminist meanings are constructed, reshaped,
or even downplayed in translation. Therefore, the following chapter offers a close textual
analysis of selected case studies, focusing on specific sentences that highlight the three key
feminist themes—women’s familial roles, the inevitability of marriage, and gender-specific
social beliefs. By examining the linguistic features, translation shifts, and ideological
undercurrents in each version, this upcoming section will demonstrate how feminist ideas are
negotiated textually. In doing so, it enriches the quantitative insights with qualitative depth,

thus fulfilling the aims of the mixed-method research design.

3.3 Analysis

3.3.1 Case Study 1: Women’s Familial Roles

In Virginia Woolf's Mrs. Dalloway, Woolf examines women's roles within the family and
society, especially the expectations placed on them in the post-World War One British upper
class. Through her characters, especially Clarissa Dalloway, she examines the complexities

and constraints of familial roles. Clarissa embodies the expectations of upper-class British
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society during the 1920s. Through her character, Woolf critiques the superficiality and rigidity
of social conventions, particularly those related to gender and class (Bagley, 2008). Clarissa's
role as a "perfect hostess” and a dutiful wife highlights the societal pressures on women to
conform to prescribed roles. Example 1 serves as a testament to Clarissa's struggle to

maintain her personal identity while fulfilling the traditional roles expected of her.
Example 1

“‘How he scolded her! How they argued! She would marry a Prime Minister and stand
at the top of a staircase, the perfect hostess he called her (she had cried over it in her

bedroom); she had the makings of the perfect hostess, he said (Woolf, 1925, p.5).”

Example 1 reflects the memories of the protagonist, Clarissa Dalloway, as she
contemplates her past relationship with Peter Walsh. The sentence highlights a mix of
emotions and dynamics within Clarissa and Peter's relationship, as well as Clarissa's internal
conflicts and the societal expectations placed upon her. The exclamation “How he scolded her!
How they argued!” conveys a heightened emotional intensity that signals a moment of
gendered conflict. This suggests that Peter Walsh attempts to define Clarissa’s future within
the bounds of traditional domestic and social expectations. Specifically, he projects onto her
the identity of the “perfect hostess,” a socially constructed ideal associated with feminine
decorum, familial obligation, and public performance of social status and behaviour in support
of male success. Clarissa's emotional reaction (“she had cried over it in her bedroom”) reveals
a deep-seated resentment towards this imposed role. She recognises both the limitations it
entails and the inevitability with which such gendered identities are externally imposed,
highlighting the tension between individual agency and socially sanctioned femininity. The
scene responds to the restrictive gender roles and expectations that society typically imposes
on women. By calling Clarissa a “perfect hostess,” he delivers a pointed and disparaging
critique, driven by jealousy and designed to reduce her identity to a socially decorative,
domestic role—one he knows from their shared history will resonate deeply. In terms of
translating these sentences with distinctive feminist ideas, the three translations treat the ideas

differently.

Source text “How he scolded her! How they argued! She would marry a
Prime Minister and stand at the top of a staircase, the perfect
hostess he called her (she had cried over it in her bedroom);
she had the makings of the perfect hostess, he said (Woolf,
1925, p.5).”
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Translator

Target text

Literal translation

Sun Liang & Su Mei (1988)

i BE L HEM b
BEZHI iSRS
NEME, WS EER
& iR BB AT
(1 Z AL EENE B R), IE
YW R AE R B XMHFENS[R
38

How badly he scolded her!
How fiercely they argued! He
said she would marry a prime
minister and stand at the top
of the stairs to greet guests.
He called her an authentic
housewife (she used to cry in
her bedroom about it) and
said that she was born with

this mediocre temperament.

Wang Jiaxiang (2001)

fils 2 B Hh 37 5 4 I 17 B9
FRE L AMIIM! KRS
— e, WAESRILE
ML EN TR L EN(ALL
WEBNEERT —17), ikt
AEMAZRENEEAN—Y]
NER.

How he scolded her! how
heated their arguments were!
She would marry a prime
minister and stand at the top
of the stairs; he called her a
perfect female master (for
which she cried in her
bedroom), saying that she
had all the intrinsic qualities to

be a perfect female master.

Jiang Xiangming (2014)

b2 L A I 51T 4!
M B LG L XL K
—PEMHE, R ALK
SR, MmBEHIRAHIER
REFTHWALERFER
TR I EAEREE
FRMPRESR, iR,

How harshly he had rebuked
her! How fiercely they had
quarreled! She would marry a
prime minister and stand at
the top of the ladder of life,
called her an
(she
cried so hard in the boudoir)
that had all the

dispositions of a housewife,

and he
authentic housewife

she

he said.
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Table 3. 6 Chinese translations of Example 1

In T1, Sun Liang and Su Mei maintain a faithful, formal, and academic approach,
preserving the narrative's integrity while sensitively engaging with the feminist nuances
embedded within the source text. As mentioned before, their translation emerged during
China’s early Reform and Opening-Up period, a time marked by intellectual liberalisation and
growing cultural exchange. This environment facilitated greater exposure to feminist discourse
while still being influenced by lingering conservative ideologies. For instance, the translation
of the sentence "How he scolded her! How they argued!" into "fth {2 4th 5 % [F =M fth @it

5 Z # 2z “(How badly he scolded her! How fiercely they argued!)" reflects a nuanced

approach which is both faithful to Virginia Woolf’s original narrative and sensitive to its feminist
nuances. The translators have exaggerated the emotion to uphold the integrity of the source

text, capturing the intensity and dynamism of the interaction between the characters. By
translating directly to "fthI0ith S5 % [F =W thfF1LE LK ZU", they preserve the original's
emphasis on the emotional intensity of the scene. The use of "Z [FZE" (“how badly”) and "%
#z1" (“how fiercely”) effectively conveys the emotional solid undertones present in the original
English text, reflecting the depth of the characters' interaction. Emphasising "f" (“he”) and "
fibfi" (“they”) as the subjects, along with added adverbial intensifiers (“badly” and “fiercely”),
highlights the action "&i£" (“argue”), strategically positioning the characters at the centre of

the action and accentuating the interpersonal dynamics involved. This focus is faithful to the
original text's emphasis on the characters' active participation in their disagreements,

showcasing the intensity of their relationship and the conflicts inherent within it.

In translating the phrases "She would marry a Prime Minister and stand at the top of a

staircase” and "the perfect hostess" into "fthifiISIFE— N EHE, WhEEEETR EIDEEE"

(“She would marry a prime minister and stand at the top of the stairs to greet guests”) and "ftb

TR 9tbHbEERYENT" (“He called her an authentic housewife”), Sun Liang & Su Mei employ
an additive translation strategy which extends beyond literal interpretation to the conveying of
deeper cultural and symbolic meanings. Their translation of "stand at the top of a staircase"
into "UHTERRRTR_EIMEEEZ" (“stand at the top of the stairs to greet guests”) does more than
merely translate the words; it embodies the text with a culturally resonant interpretation which
slightly literalises the original's metaphorical intent. The original metaphor, "stand at the top of

a staircase," symbolises a pinnacle of social success and visibility, particularly when marrying

a high-status individual like a Prime Minister. It evokes the image of a woman who has
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achieved the highest social standing, yet her role remains traditionally feminine, centred

around hospitality and social grace. By the addition of "IIPEEZE" (“to greet guests”), the

translators emphasise the expectation of the woman's role in a high-status marriage,
highlighting the societal expectations placed on women to aspire to marriage as a form of

social elevation and remain limited by traditional roles, even when they reach such heights.

The translation of "the perfect hostess" into "H#EHEIEATFENT (“authentic housewife”) similarly

reflects a nuanced approach. While "hostess" typically translates into "F33" ("housewife"), a

term defined in the Oxford English Dictionary as traditionally carrying connotations of
domesticity and conventional femininity. The term "housewife” possesses a broader meaning
which relates to all a woman's domestic duties and suggests a socially acceptable and even

idealised role, and “hostess” is a narrower term referring to a woman's role in entertaining

guests and carries more upper-class connotations. The inclusion of "ttiiBEIE" (“authentic”)

suggests a deep-rooted adherence to traditional roles, emphasising the woman's expected
perfection in domestic and social duties. This translation captures the essence of the

character’s societal expectations and highlights the inherent critique of limiting women to such

roles. Besides, in their translation of "she had the makings of the perfect hostess" into "{tfik

HEEXMERBRISERIE" (“she was born with this mediocre temperament”), Sun Liang & Su

Mei implement a transformative translation strategy which profoundly reinterprets the original
text. By shifting "the perfect hostess" to "mediocre temperament”, they introduce a critical
perspective on the societal expectations surrounding the role of a hostess, embedding a
nuanced critique of these roles within the translation. The translators' choice to replace
"perfect" with "mediocre" dramatically shifts the tone, suggesting a more literal and explicit
critique of the notion of perfection in the societal role of women. By characterising the expected
social persona as "mediocre," the translation challenges the value and authenticity of these
roles and intensifies a subversive take on the conventional accolades given to women.
Through these translations, Sun Liang and Su Mei effectively convey the layered meanings of
Woolf’s original text, translating not just the words but also the cultural and feminist nuances.
Thus, they offer readers insight into the complex interplay of gender, social expectations, and

individual identity in the source material.

In T2, Wang Jiaxiang's translation enriches the text with layers of meaning and broader
feminist themes from the source material. As mentioned earlier, Wang’s translation was
influenced by the post-1995 intellectual climate, which witnessed a growing focus on gender

issues following the Beijing World Conference on Women. In response to this cultural shift,

46



she consciously heightened the source text’s irony in passages of feminist significance,

aligning her approach with the era’s increased sensitivity to women’s voices and experiences.

For instance, Wang Jiaxiang's translation of "How he scolded her! How they argued!" into "{tt

BEEEMESW MiINFICES AEZIMF!" (“‘How he scolded her! How heated their

arguments were!”) shifts the narrative's focus. The subjects of the source text are "he" and
"they", but Wang's version emphasises the actions of "they" to highlight their mutual
engagement in the arguments. The emphasis on "how heated" their arguments were
intensified the sense of conflict and emotional turmoil, providing deeper insight into the

intensity of their interactions. Wang Jiaxiang’s translations of "She would marry a Prime

Minister and stand at the top of a staircase" and "the perfect hostess" into “WSIRLE—NE
o, uhTEEERITE” (“She would marry a prime minister and stand at the top of the stairs”) and

“SEERILZE AN (“perfect female master”) reflect a nuanced approach which retains the original

text's meaning while subtly shifting the connotations associated with the terms. By choosing

a direct translation strategy, Wang preserves the literal essence of Woolf's words. However,

her choice of phrases such as “&ZFE A" (‘female master/mistress of the house”) infuses the

translation with a nuanced interpretation of status and power dynamics. The term “ZFE A"

(“female master/mistress of the house”) carries connotations of authority, control and respect,
distinctly more empowered than what "hostess" might traditionally imply. Within the adversarial

context of Clarissa and Peter’'s arguments, Wang renders “hostess” as “%+ N” (“female

master/mistress of the house”), a seemingly honorific diction that heightens the irony of Peter’s
remark, exposing the satirical element in his attempt to define Clarissa’s identity through

laudatory language. Furthermore, the translation of "the makings of the perfect hostess" into
"BE R SERNLZEARN—IREZE" (“had all the intrinsic qualities to be a perfect female

master”) reinforces the irony of societal expectations imposed on women. The emphasis on
"intrinsic qualities" in the translation highlights these traits as inherent and expected to be
recognised by women within her social context, reflecting the pervasive nature of gendered
expectations. Wang’s translation offers a rich, contextual reinterpretation which chimes with
target readers by directly conveying the original text's meanings and employing culturally

resonant terms, emphasising the themes of societal expectations and gender roles.

In T3, Jiang Xiangming’s translation strategy is characterised by offering a nuanced

interpretation of Woolf’'s narrative irony. As mentioned earlier, Jiang’s translation period
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coincided with a time of heightened feminist activism in China, as the women'’s liberation

movement gained significant momentum nationwide.

For example, his translation of "How he scolded her! How they argued!" into "{t15&432

S/ TERM SR 122 MMESZXIF" (“How harshly he had rebuked her! How fiercely

they had quarrelled!”) maintains the narrative's focus on the characters and their interactions

by highlighting "fth" (“he”) and "ftti{{]" (“they”) as the subjects and add the adverbs “harshly”

and “fiercely” to modify the verb "I (“quarrel”), which emphasises the intensity of their

interactions while maintaining the original’s focus on their active engagement in conflict.

Jiang’s translation of "She would marry a Prime Minister and stand at the top of a staircase"

into "WSB—1NEHE, WAAEMBRRE—K" (“She would marry a prime minister and

stand at the top of the ladder of life”) introduces a metaphor "A4EM1#E” (“ladder of life”),

suggesting a broader, more universal quest for social ascension and fulfiiment through

marriage. Jiang translates the term “staircase” into a metaphor “ AZEP11%” (“the ladder of life”),

which provides the text with a cultural and social dimension that emphasises the social value
of marriage and closely ties a woman's worth and success to her marital alliance. This
translation portrays marriage as the ultimate achievement in life, highlighting the target of

satirical criticism. Besides, in translating the phrase “the perfect hostess he called her ... she

had the makings of the perfect hostess,” Jiang renders it as “MBEHFR OERIZRETLT. .. it
B FExREFIEANMESE" (“‘he called her an authentic housewife ... that she had all the
dispositions of a housewife”). Like Sun and Su, Jiang translates “the perfect hostess” as “itf}

EBERZxREEYT (“authentic housewife”), capturing the essence of the character’s societal

expectations. However, his choice to render “she had the makings of the perfect hostess” into

‘5 FERETIEHNFIES/ER (“she had all the dispositions of a housewife”) shifts the tone

considerably. Whereas Woolf’s original conveys Peter’s satirical critique of Clarissa’s social
role, Jiang’s phrasing reframes it as a neutral, even complimentary, description of her domestic
virtues. This lexical shift softens the irony that underpins Woolf’s critique of the limited roles

available to women, recasting Peter’s judgment as an affirmation of Clarissa’s role of

“housewife.” By emphasising “SJ&it" (“disposition”), Jiang aligns the character with Chinese

cultural ideals of propriety and domestic virtue, thereby downplaying the tension of patriarchal

expectation that Woolf sought to expose. Jiang Xiangming's translation, whilst preserving the
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core narrative, adjusts the tone and nuances of the irony to resonate with a distinct cultural

context.

In summary, each translator brings a distinct interpretative lens to Woolf's text, shaped
by their cultural, historical and ideological contexts. Sun Liang and Su Mei adopt a faithful yet

subtly critical approach, remaining close to the source while amplifying its feminist

undertones—most notably by intensifying emotional expressions like “tHEHIE1522 F=EI!

SIS 1E S EZU” “(How badly he scolded her! How fiercely they argued!)". Wang Jiaxiang,

translating in the post-1995 feminist climate, preserves the literal meaning of the source while

enriching it with nuance; her choice of “&ZZF A” (“female master/mistress of the house”)

conveys greater agency and status, aligning with the era’s heightened attention to women’s

empowerment. Jiang Xiangming, translating in a digital era of rising feminist discourse,

translates “she had the makings of the perfect hostess” into “it15 _FEREFIHNFIESR"

(“she had all the dispositions of a housewife”), which shifts the tone as a neutral, even
complimentary, description of women's domestic roles, which adjusts the satirical tone and
nuances of the irony to resonate with a distinct cultural context. Together, these translations
illustrate how translators’ choices shaped by historical moments, gendered ideology and
cultural priorities inevitably reshape the reception and meaning of the original feminist

narrative.

3.3.2 Case Study 2: Inevitability of Marriage

Women's gender identity and self-expectations are central themes which are explored
in depth through the lives and experiences of the characters, particularly Sally Seton. Sally
Seton is a significant character in Virginia Woolf's Mrs. Dalloway. She represents a contrast
to the conventional world of the protagonist, Clarissa Dalloway, particularly in the context of
marriage and societal expectations. Sally is remembered by Clarissa as a rebellious and
daring young woman, embodying a sense of freedom and challenge to the restrictive society
of their youth. In their younger years, Sally was a figure of unorthodox views and behaviours,
challenging societal norms. Her actions, for example, “she forgot her sponge and ran along
the passage naked” in her youth (Woolf, 1925, p.33). Running naked down a corridor
symbolises her challenge to the repressive norms of the time, especially regarding women's
independence and sexuality. Besides, the intensity of the emotional connection between Sally

and Clarissa, highlighted by their youthful kiss, suggests an alternative to the traditional marital
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relationships portrayed in the novel (Singh, 2015). In this way, the unconventional behaver
and attitudes which she displays contrast sharply with the typical image of women of that era,
thus embodying a kind of emotional and intellectual independence and highlighting the
progressive representation of women's autonomy and agency (Marshall, 2014). However,
Sally's eventual marriage to a rich man can be viewed as a personal compromise that
individuals, particularly women, often make. Her choices reflect the tension between youthful
idealism and the resigned acceptance of adult responsibilities and social norms (Bagley, 2008).
Example 2 below provides evidence of the inevitability of marriage for women, and its
renderings into Chinese identify translation shifts among translators, which capture their

decision-making process in translating feminist ideas.

Example 2

“Who - Peter Walsh asked himself —married a rich man and lived in a large house
near Manchester? —Sally Seton, of course! It was Sally Seton—the last person in the world
one would have expected to marry a rich man and live in a large house near Manchester, the
wild, the daring, the romantic Sally ......... who implored him, half laughing of course, to carry
off Clarissa, to save her from the Hughs and the Dalloways and all the other "perfect
gentlemen" who would “stifle her soul” (she wrote reams of poetry in those days), make a

mere hostess of her, encourage her worldliness (Woolf 1925, pp. 65- 67).”

Example 2 depicts the reflections of the character Peter Walsh upon learning about Sally
Seton's life choices. Peter remembers Sally as a wild, daring, and romantic girl, contrasted
with the conventional lifestyle of marrying a “rich man” and living in a grand house near
Manchester. In Peter's memory, Sally persuaded him to carry Clarissa off to save her from the
lives of conventional "perfect gentlemen" like Hugh Whitbread and Richard Dalloway, who
would suppress her true self and “stifle her soul” to “make a mere hostess of her, encourage
her worldliness” (Woolf, 1925, p.67). Woolf's repeated use of “hostess” underscores her
critique of the narrow social roles imposed on women. Unlike the broader term “housewife,”
“hostess” reduces a woman to a decorative, performative function—entertaining rather than
living. The repetition signals Woolf’'s disdain for how such roles stifle female identity and
autonomy. Sally implores Peter Walsh to “carry off” Clarissa to save her from "perfect
gentlemen"; this illustrates Sally's view of the constraints placed on women by society,
foreseeing that Clarissa will lose her individuality if she succumbs to traditional roles and
societal expectations. Such a depiction reflects a critique of the social conventions of the time,
which tended to relegate women to domestic and social roles; like in Example 1 being a

“hostess”, limiting their personal growth and expression (Marshall, 2014).
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Source text

“Who - Peter Walsh asked himself —married a rich man and
lived in a large house near Manchester? —Sally Seton, of
course! It was Sally Seton—the last person in the world one
would have expected to marry a rich man and live in a large
house near Manchester, the wild, the daring, the romantic
Sally ......... who implored him, half laughing of course, to
carry off Clarissa, to save her from the Hughs and the
Dalloways and all the other "perfect gentlemen" who would
“stifle her soul” (she wrote reams of poetry in those days),
make a mere hostess of her, encourage her worldliness
(Woolf 1925, pp. 65- 67).”

Translator

Target text

Literal translation

Sun Liang & Su Mei (1988)

WA RoR A B EE, R
TAFRN?—R, MR
- ZR R dth—— N E
PE. RHE. JRERIEERN ik
WA B T 2 5 — A
W, B M S8 SR Atk
FEIERL WIPH AL (kAR At
TFBUS L), 8 i MARATE
D2 AP AR g
1A B Kok, T =
PR R G RS
TVr2 k), A et sl oy —
ANEE, BRI,

Peter Walsh mused, who
married a rich man? --Oh,
Sally Seton, of course! It was
her - the willful, daring,
romantic Sally! No one could
that

would marry a Kuo Lao, a

have imagined she
rich man,......... Sally begged
him to take Clarissa away
(admittedly half-jokingly), to
save her  from the
"uncompromising

gentlemen" like Hugh and
Dalloway, who would only
(Sally

wrote a lot of poetry in those

"strangle her soul"

days), and only make her a
housewife and feed her

sense of worldliness.

Wang Jiaxiang (2001)

IERBBERERX AR
EMRBARABEEE—
BT ERE EE.? —

Let me see who did that.

Peter Walsh pondered -

married a Kuo Lao, a rich

man, living in...? --Sally
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B R =0 77 W mLE
- AR—F AL S8
A EEEW
HEINEN—FrFRETE,
BMEMR. BRHY. RE
515 | fh—EE K
flb, HAZFIFIKHIER,
ERAMDFE, URLHE
NARFA R Z R K
Hft'e k2@t F, fib
MNE B R (LB
THME T RENR),XNE
WER—NEH, A
FRAET Y 0 N AR

Seaton, of course! Sally
Seaton - never thought she'd
marry a Kuo Lao, live in a
mansion near Manchester,
that willful,

romantic Sally! ....... She

impudent,

pleaded with him, half-
jokingly of course, to take
Clarissa away, so that she
won't fall into the hands of
Hugh and Dalloway and all
the other "perfect
gentlemen" who  would
"suffocate her soul" (Sally
wrote a lot of poems in those
days), and simply turn her
into a housewife, encourage
her to develop worldly- wise

skills in dealing with people.

Jiang Xiangming (2014)

HE- R RfTEIEBACHESR
BT @ N —F
A-FE, HRY! ZEEN-A
—t AW AK, REGEE
HERT mimE KRS T —

TEH .. XMEF. KX
ABRY. TRIBAIBER! ... i
EWf, HRZFEFR

th, BERIERRWITTE,
AR NR . KB LR
B RM TR L ZF,
AMNESHZERLH R
ML TFEFENS TIFE
), I B A — M HIE R

Peter Walsh asked himself
who was married to a rich
husband...? --Sally Seton, of
course! Sally Seton. - It's a
big world. You could not even
dream of it that it just has to
be her marrying a man of
...the wild, bold,

romantic Sally! ....... She also

wealth..

advised him, half-truthfully of
course, to take Clarissa
away before it was too late,
and do not to let her fall into
the hands of Hugh,
Dalloway, and other such
"perfect gentlemen", who

would "wilt her soul" (Sally
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EEE, —AMEMNTS | wrote a lot of poems in those
J days), and turn her into an
authentic  housewife, a

thoroughly worldly person.

Table 3. 7 Chinese translations of example 2.

As discussed in the quantitative analysis of T1 Sun Liang and Su Mei’s translation ,
rendering the sentence from the source text, illustrates a nuanced understanding of the
narrative's integrity and the embedded feminist nuances. For example, their translation of the
two "rich man" instances in the source text reflects a deliberate choice to use distinct
expressions, capturing the subtle shifts in tone and meaning. In the source text, Woolf's use
of "rich man" is deeply ironic, highlighting the contrast between Sally Seton’s rebellious,
idealistic character and her eventual conformity to societal norms through marriage. By
emphasising the transactional nature of such unions, Woolf reflects on the limited choices
available to women, mocking society’s fixation on wealth and status and reinforcing Woolf’s

broader feminist critique of the constraints placed on women. In the phrase "Who... married a
rich man?" they translate "rich man" as "&%%A" (“rich man”), a neutral term in Chinese, which
symbolically represents more than just wealth; it signifies a traditional pathway that women

are often expected to aspire to—marrying well as a means to secure financial stability and

social status (Hume, 2012, p.291). Whereas in the phrase "the last person in the world one
would have expected to marry a rich man," they render "rich man" as "j#{&" (Kuo Lao), which,
in the Chinese Dictionary, is traditionally used to refer to wealthy individuals known for their

generosity in spending and carries a nuance of disdain or light contempt, signifying not just a

"fat cat" or a "man of wealth" but also someone with significant financial and social power. The

term "F(Kuo)," serving as an abbreviation for "[E{&(Kuo Lao)," denotes affluence, identifying

someone as a rich person or a tycoon, while "f&(Lao)" is a casual term for "man" or "guy." In

the Chinese cultural context, this descriptor is often applied to individuals who spend money
lavishly and extravagantly, embodying a sense of opulence and wastefulness, highlighting not
only the individual's substantial wealth and the propensity to spend freely but also hinting at

the societal critique of such economic disparity and the ostentatious display of wealth. By

using "FE{E" (Kuo Lao), Sun Liang and Su Mei convey the social critique implicit in the source

text while tailoring it to resonate with a Chinese audience, for whom the term evokes a specific

image of wealth, privilege, and wastefulness.
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By employing these two distinct terms, Sun Liang and Su Mei add layers of meaning

to their translation. For the first occurrence, the use of "B A" (“rich man”) maintains a neutral

tone, reflecting Peter Walsh’s initial musing. In contrast, the shift to "[#{Z" (Kuo Lao) in the

latter instance aligns with the source text’s tone of surprise and subtle criticism, emphasizing
the incongruity of Sally Seton—a character portrayed as "willful, daring, and romantic"—
choosing to marry a man whose wealth and lifestyle likely contradict her original ideals. This
linguistic choice underscores Sally’s transformation and, by extension, Woolf's feminist
critique of societal pressures and the compromises which women make within patriarchal
structures. The translation retains the original emotional undertone and enriches it within the

cultural context of the target language.

Moreover, T1 Sun and Su's translation effectively preserves the source-text’s irony by
rendering Woolf’'s sentence. As mentioned earlier, their translation appeared in the early years
of China’s Reform and Opening-Up, and this historical context enabled increased engagement
with feminist discourse, though it remained shaped by the persistence of conservative
ideological influences. They translate "who implored him ... to carry off Clarissa, to save her

from the Hughs and the Dalloways and all the other 'perfect gentlemen' ... who make a mere

hostess of her, encourage her worldliness," into "F=Fl X Bkt e hignsbmae, B MARD

KGR ZRAIF RO TATERERIH K. ... ReeERA— N EE, ZiKiaI A"

("Sally begged him to take Clarissa away, to save her from the 'uncompromising gentlemen'

like Hugh and Dalloway... who only make her a housewife and feed her sense of worldliness").
This translation maintains Woolf's irony by emphasising the contradiction between the term
"perfect gentlemen" and the oppressive societal roles these men impose on Clarissa. Woolf's
use of "perfect gentlemen" is heavily ironic, highlighting how these outwardly respectable men,
rather than embodying virtue or perfection, are complicit in reducing women like Clarissa to
shallow, socially conforming roles such as mere hostesses or housewives. The irony lies in
Woolf’'s critique of the idealised image of "gentlemen," who, in their "perfection", reinforce
patriarchal norms and stifle women's individuality. Hugh and Dalloway, representatives of
these "perfect gentlemen," are portrayed as figures of authority and societal decorum, and
their influence limits women’s potential, reducing them to decorative roles within social
functions. The phrase "encourage her worldliness" further underscores the irony by suggesting
that this worldliness is not true sophistication but a superficial alignment with societal

expectations.
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T1 Sun and Su's translation captures this critique, retaining the sarcastic undertone of
Woolf’s original. For instance, in the translation "$Eith \AFIA & B 2 5% ‘RITAINE9 2 1-1(7 B
B HE K" ("to save her from the 'uncompromising gentlemen' like Hugh and Dalloway"),

Sun and Su highlight the action of "saving" Clarissa, emphasising Sally’s plea as she implores
Peter to rescue Clarissa from societal constraints. The translation of "perfect gentlemen" into

"R 41" ("uncompromising gentlemen") further intensifies the ironic tone. The
phrase "R A$0" ("uncompromising”) possesses a double meaning, literally translating to

"absolute" or "uncompromising", indicating an unwillingness to compromise on their
gentlemanly qualities. In this context, it evokes a sense of rigidity, mocking the supposed

perfection of these men. The term "#ZH4-1{1" ("gentlemen") retains the cultural connotations of
respectability and propriety. However, the addition of "A~37430" ("uncompromising”) imbues

the phrase with a sarcastic edge, suggesting that these men are unyielding in their adherence
to societal norms which ultimately stifle women’s individuality and freedom. This nuanced
translation mirrors Woolf’s original intent, preserving the critique of patriarchal values
embedded in the term "perfect gentlemen." Besides, Sun and Su's translation effectively

preserve the source-text’s irony while rendering renders the term “hostess” into “¥+ 13"
(housewife) and “encourage her worldliness” into “ZZI<iAIH{A R (“feed her sense of

worldliness”). The term “hostess”, which in Woolf’s text conveys a tone of superficiality and

social performance used ironically to criticise the restrictive roles assigned to women. By

translating this as “F33" (“housewife”), however, Sun and Su evoke a culturally charged

identity in Chinese discourse, one often linked to moral stability, diligence, and dedication to
family duties. This lexical substitution subtly alters the nuance while still reflecting patriarchal
constraints, “housewife” suggests a socially acceptable and even idealised role, especially
within middle-class contexts, where the figure of the virtuous wife and mother has long been
upheld as a moral cornerstone of the household. Similarly, their rendering of “encourage” as

Pl

“#% 1K (“feed” or “nurture”) introduces a dynamic sense of cultivation and growth. “j% <

suggests a naturalised social expectation, as if Clarissa’s “worldliness” is nurtured and allowed

to take root by the norms surrounding her. This lexical choice highlights how patriarchal values

are not only imposed but also supported through social expectation. The pairing of “ZF§3”

(“housewife”) with “7Z K it Fy {5 =" (“feed her sense of worldliness”) thus creates a powerful

irony that the culturally valorised figure of the housewife is simultaneously linked to superficial
“‘worldliness,” exposing the contradictory demands placed upon women to embody both
domestic virtue and social performance. In this way, Sun and Su’s translation intensifies

Woolf’s critique of restrained social expectations on women'’s roles.
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T2 Wang Jiaxiang’s translation effectively balances the nuances of the source text,

particularly in its treatment of feminist themes, while making distinct interpretative choices to

preserve and amplify Woolf’s irony. Similar to T1, Wang uses "[#{&" (‘Kuo Lao”) to translate

"rich man," but unlike T1, she employs the term twice, explicity emphasising the irony
embedded in Woolf's depiction. This repetition highlights the incongruity between Sally’s
rebellious character and her eventual conformity to societal expectations through marriage to
a wealthy, conventional man. Moreover, Wang translates Woolf’'s sentence, "who implored

him ... to carry off Clarissa, to save her from the Hughs and the Dalloways and all the other

'perfect gentlemen™ into "fib—ERBKAE... IERAITPFE, LAAHENATDLXEHEZ RIAK
FrEEths=2EMIzR+" > F" ("She pleaded with him ... to take Clarissa away, so that she won't

fall into the hands of Hugh and Dalloway and all the other 'perfect gentlemen'). Wang’s
translation not only preserves Woolf’s original critique but also strategically amplifies it by
portraying Clarissa’s situation as captivity, thereby strengthening the critique of the so-called
“perfect gentlemen,” emphasising societal restrictions and the negotiated compromises
women must navigate within patriarchal systems. As declared previously, influenced by the
post-1995 intellectual climate shaped by the Beijing World Conference on Women and her
dual role as translator and literary scholar equipping her with the critical tools to engage with
Woolf's feminist discourse on both linguistic and ideological levels, Wang’s translation
consciously amplifies the source text’'s irony in feminist passages, reflecting the era’s

heightened sensitivity to gender issues and women’s voices. For example, in T2 Wang

restructures the phrase "to save her from" into "UASBHEEZN...ZF" ("so that she will not fall

into the hands of"). This structure shift emphasises Clarissa as the subject of external forces,

reinforcing Woolf’'s depiction of women as susceptible to societal expectations imposed by
men like Hugh and Dalloway. The phrase "J% \...Z 3" ("fall into the hands of") carries a tone

of entrapment, amplifying the sense of danger and helplessness in Woolf's critique of

patriarchal norms. At the same time, Wang captures Woolf’s irony in her rendering of "perfect

n=o

gentlemen" as "FEERY4ET" ("perfect gentlemen”). In the source text, Woolf uses the term
ironically to critique the societal image of men like Hugh and Dalloway, who appear outwardly
respectable but perpetuate restrictive roles for women. Compared to T1's “AFAH0R94HR1A(]

" ("uncompromising gentlemen"), Wang preserves this critique by directly translating the
phrase, maintaining the tension between the outwardly positive connotation of "perfect" and
the oppressive reality these men represent. The translation subtly mocks the idealised image

of such men, highlighting how their so-called perfection limits women’s freedom and
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individuality, reducing Clarissa to a mere hostess. Besides, Wang renders “make a mere

hostess of her, encourage her worldliness” into “{Y{BihE—NEH, SRt AREHERIS
ALMHEZAST” (simply turn her into a housewife, encourage her to develop worldly-wise skills in
dealing with people"). By adding the phrase “&EHHAI I ALMEARST (“develop worldly-wise

skills in dealing with people”) to qualify the role of “ZE{3” (“housewife”), Wang sharpens the

critique of the socially constructed female role implied by Woolf’s ironic use of “hostess.” While
“housewife” in Chinese cultural discourse often connotes respectability and moral virtue, the
inclusion of “worldly-wise skills” undermines this idealisation by revealing the superficial social
performance expected of women. This interpretive expansion maintains Woolf’s irony while
presenting it in a way that is more comprehensible to a Chinese readership. In all, Wang’s
translation amplifies the feminist critique embedded in the original text, showing a more active

and interpretive engagement with Woolf’s discourse.

In T3, Jiang Xiangming's translation diverges notably from the original text’s nuanced

irony. This is particularly evident in the rendering of "rich man," where the terms "fEZ2Y" (“rich
husband”) and "E%5" (“man of wealth”) are used. "fF&Z2" (“rich husband”) shifts the focus to
Sally’s marital status rather than her husband’s wealth. While the word "[&" (“wealthy”)

suggests affluence, pairing it with "E2\" (“husband”) personalises the relationship. Besides, "

N

EH" (“man of wealth”) has a broader cultural connotation in Chinese. According to the

w2 n

Modern Chinese Dictionary, while "&35" literally means "wealthy man," it often refers to an

i

older man who has accumulated substantial property or wealth. In the Chinese Dictionary, "&

> n

33" often carries connotations of respect and admiration for financial success. It does not

inherently critique wealth accumulation but rather reflects societal values which view economic
prosperity as a marker of status and achievement. In this context, both terms are more neutral
or even positive than the original, which carries an understated critique of societal values. This
framing contrasts with Woolf’'s more subversive tone, where the term "rich man" is used

ironically to underscore Sally’s departure from her independent and rebellious character. The

nr=pzsn

cultural nuance embedded in "E33" subtly shifts the narrative from critique to acceptance,

reflecting the translator’s potential accommodation to Chinese cultural ideals of wealth and
social standing. In this sense, the translation adds a layer of cultural specificity but undermines

the irony of Woolf’s depiction of Sally’s marriage. Besides, Jiang’s rendering of "who would
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‘stifle her soul’... make a mere hostess of her, encourage her worldliness" as "Eufti{ 14

EMHIREE . BT —MEBRNREETR, —MIEHEZA" ("who would ‘wilt her

soul’ ...turn her into an authentic housewife, a thoroughly worldly person") reshapes the

original meaning. In the source text, emphasising “stifle her soul,” “make a mere hostess of

”

her,” and “encourage her worldliness,” Woolf constructs an ironic critique of the “perfect
gentlemen,” whose refined propriety diminishes female subjectivity by forcing women into
traditional roles and societal expectations. Such a portrayal highlights a critique of the

restrictions imposed on women by society and the social conventions of the era, which tended

to confine women to domestic and social roles. Jiang renders the term “hostess” into “ZXEEF
43" (housewife) and "encourage her worldliness" into "#JEAIH{EZ A" ("a thoroughly worldly

person"). The phrase “tH{& 2 A” (“worldly person”) not only conveys a sense of social

practicality but also implies a resignation to prevailing norms, aligning the character more
closely with conventional respectability than with Woolf’'s original irony. By combining
“housewife” with “thoroughly worldly,” Jiang’s translation conveys Woolf’s satire in culturally

resonant terms that emphasise social adaptation.

In conclusion, these translations show how each translator makes different choices
which influence how Woolf's message is received by Chinese readers. Their work highlights
how translation is not just about language but also about interpreting culture, values and social

ideas. Sun Liang and Su Mei (T1) take a faithful yet thoughtful approach, carefully preserving
Woolf's irony and feminist themes. Their use of different terms for “rich man” (“B% A" and “[F
#&") and “perfect gentlemen” (“AIFA30A92REA]") shows their attention to tone and social
critique. Wang Jiaxiang (T2) emphasises the feminist messages more directly. She
strengthens the original’s irony by using phrases like ‘& \...Z3F" (“fall into the hands of”) and
“SEEERYLT (“perfect gentlemen”) to show how women are trapped by social expectations.

Jiang Xiangming (T3) adapts the language to fit traditional Chinese values but sometimes

m—é—!/‘g\u

softens the original’s critique. Terms like “E35” (“man of wealth”) used by Jiang give the roles

a more positive or respectable tone, which reduces the sharpness of Woolf’'s feminist irony.

3.3.3 Case Study 3: Gender-Specific Social Qualities
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In Virginia Woolf's Mrs Dalloway, exploring gender-specific social qualities is a central
theme, particularly in the context of “the essence of womanhood”. The novel delves into
societal beliefs which prescribe virtues and qualities as inherently feminine and examines how
these traits confine women to specific roles and expectations (Sandhi & Juliasih, 2021). The
essence of womanhood in Mrs Dalloway is depicted in the societal expectations of the time,
which dictated that women embody virtues like gentleness, passivity, nurturance, and
emotional sensitivity (Montashery,2012). These qualities were considered inherently feminine,
shaping how women were permitted to exist in society. The essence of womanhood in the
novel is defined mainly by societal expectations and the internalisation of prescribed gender
roles (Sandhi & Juliasih, 2021). Characters like Clarissa Dalloway embody traditional feminine
virtues such as sensitivity, emotional depth, and a nurturing disposition. Peter Walsh, one of
the central male characters who is an old friend and former suitor of Clarissa Dalloway, exhibits
traits which the society of his time might consider feminine, and his ‘emotional vulnerability’,
‘introspectiveness’, and ‘romantic nostalgia’ contrast sharply with the more stereotypically
masculine traits of emotional ‘stoicism’, ‘decisiveness’, and ‘independence’ (Montashery, 2012,
p.26). Peter's relationship with women often reveals the societal pressures which he feels to
conform to traditional masculine roles. Peter's reflections on his past and his contemplations
about Clarissa and other women in his life emphasise the societal constraints which both men
and women face. His experiences and internal life provide a counterpoint to the female
characters, offering a broader critique of the restrictive gender norms of his time (Vallejo
Alvarez, 2017). In other words, Peter highlights the fluidity of gender roles and challenges the
rigid binaries of masculinity and femininity. Example 3 illustrates how gender-specific social
qualities are depicted in the text and emphasises the ways these qualities are presented in
Chinese translation. The analysis uncovers significant translation shifts that occur as
translators navigate cultural and linguistic differences. These shifts not only reveal the
translators’ strategies but also illuminate their decision-making processes in conveying

feminist ideas across languages and contexts.

Example 3

“This susceptibility to impressions had been his undoing, no doubt. Still, at his age, he
had, like a boy or a girl even, these alternations of mood: good days, bad days, for no reason
whatever (Woolf, 1925, p.58).”

Example 3 describes the reflections of Peter Walsh, who is experiencing a sensitivity
to his surroundings and the people whom he observes after returning to England from India.

The phrase "this susceptibility to impressions had been his undoing" suggests that emotional
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sensitivity is a weakness, a trait traditionally associated with femininity in patriarchal societies.

Peter's description of his emotional responses is like a 'boy or a girl even'. He mentions 'boy

first to reflect a childish version of his male self, then mentions ‘girl’ to repair, which suggests

this kind of emotional volatility is more typical of females and ‘even’ intensify the comparison

and extend it across gender lines. His observations challenge the idea that emotional

fluctuations are inherently tied to gender roles and the impact of gender-specific societal

qualities (Ma, 2021). Woolf critiques how emotional responses are shaped by ingrained

societal norms, subtly exposing how patriarchy conditions both men and women to evaluate

worth. It presents challenges for translators in conveying feminist themes, due to the nuanced

critique of societal norms and the interplay of gender expectations.

Source text

“This susceptibility to impressions had been his undoing, no

doubt. Still, at his age, he had, like a boy or a girl even, these

alternations of mood: good days, bad days, for no reason

whatever (Woolf, 1925, p.58).”

Translator

Target text

Literal translation

Sun Liang & Su Mei (1988)

ELER), XHFFRGEMKK
MIRE, AEfRXITEL, A%
BV BEL &, HTHER
o), EREYHNmREA, B
A

Undoubtedly, such sensitivity
was the reason for his failure.
At his age, he is still like a
young boy and girl, prone to
mood swings, inexplicably
sometimes happy, sometimes

depressed.

Wang Jiaxiang (2001).

ELER], XFZHRENRIE
—EHRMAERRR . X
NMELEBRDZRIBELE,
ELEIEM I AR,

Undoubtedly, this
susceptibility to impressions
has always been his fatal
flaw. At his age, he was still as
impermanent as a girl, good

and bad for no reason;
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Jiang Xiangming (2014) BEER, NSRS | Needless to say, it was his
TEMERE RS, D25 T fatal weakness that the
AR LS HARIE A scenery could infect him in
1l MBS [EL = D

YU, BRERELE, H age, but he is still like a young
L, EmAE, SR man, his emotions are

this way. He is already at his

BEEfARRA., capricious, sometimes happy,
sometimes depressed, and

do not know why.

Table 3. 8 Chinese translations of example 3.

In T1, Sun Liang and Su Mei keep a neutral stance but maintain sensitivity while
effectively conveying the nuanced feminist themes related to gender-specific societal norms
in the original text. When translating the phrase "This susceptibility to impressions had been
his undoing," they chose to render it as "IXFE&UE 2 bk AYEE" which translates back to

"such sensitivity was the reason for his failure." Here, they interpret "susceptibility to
impressions" as "§ " (“sensitivity”), which is resonant because =" (“sensitivity”) is
frequently entwined with societal expectations and stereotypes about women. This translation
shows that Peter acknowledges that his sensitivity was the pivotal reason for his failure. This
translation acknowledges the fluidity of emotional expression, thereby challenging the
conventional gender norms which typically depict women as excessively emotional. For the

segment "like a boy or a girl even, these alternations of mood," they translated it into "X &
MBI SIS ESN," which means "yet still like a young boy and girl, prone to mood

swings." This translation effectively maintains neutrality by not prioritising one gender over the
other, hence not aligning mood swings, particularly with either boys or girls, but instead

associating them with youthfulness.

In T2, Wang Jiaxiang's translation emphasises the feminist undertones present in the
original text. By translating "This susceptibility to impressions had been his undoing" as "IX#£
SIS —E 2AEERER =" (“this susceptibility to impressions has always been his

fatal flaw”), the translation not only remains faithful to the source but also enhances its
connection to later instances of emotional shifts triggered by visual impressions, from joy at

seeing someone attractive to sadness at the sight of someone less appealing. The phrase
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appears in a passage where Peter Walsh’s fluctuating moods are influenced by sensory
reactions to his surroundings. “Impressions” in the Oxford Dictionary refer to immediate,
emotional responses to sensory stimuli, especially visual encounters with people and scenes
that evoke emotional responses. These impressions are primarily aesthetic or emotional
reactions, such as finding someone attractive or being repelled by another’s appearance. By
underscoring Peter's mood swings in response to appearances, Wang’s translation engages
with feminist critiques of the societal tendency to judge individuals primarily on their looks.
This choice of translation highlights how societal norms and values profoundly impact
individuals, especially in their perceptions and reactions to issues of gender and beauty. For

the segment "like a boy or a girl even, these alternations of mood," Wang Jiaxiang made a

notable modification by omitting "a boy" and translating it into "D AR TEE L E" (“as

impermanent as a girl”). As mentioned before, Peter describes his emotional responses as
being like those of a "boy or a girl." By mentioning "boy" first, he reflects a childish aspect of
his own male identity, while the subsequent mention of "girl" serves to amend this, implying

that such emotional volatility is more commonly associated with females. Wang’s translation "

DIRRIBETE" (“as impermanent as a girl”) subtly reinforces gendered stereotypes that

associate emotional volatility with femininity; in doing so, the translation emphasises Peter’s
moodiness in feminised terms, heightening Woolf's satirical tone by framing his emotional

instability through a lens traditionally reserved for women.

In T3, Jiang Xiangming’s translation is characterised by a mistranslation or underplay

of Woolf's narrative irony. By translating "This susceptibility to impressions had been his

undoing" as "X S BENLL R IF EMBAIEERSa A" (“it was his fatal weakness that the scenery

could infect him in this way”), Jiang focuses specifically on "scenery," which narrows down the
original phrase's broad, nuanced meaning from an abstract sense implying a general
vulnerability or sensitivity which affects Peter's life negatively to a literal interaction with
landscapes or environments. This shift from a general susceptibility to the specific influence

of scenery alters the original meaning and diminishes the narrative irony. Besides, Jiang's

translation of the segment "like a boy or a girl even, these alternations of mood" into "A1{{|H

BANIMKFIRY, 1B RETE" (“still like a young man, his emotions are capricious”) reflects

a significant deviation from the original text, particularly in terms of gender representation and
the nuanced portrayal of the character's emotions. The original phrase "like a boy or a girl"
suggests a fluidity in the character’s emotional state, implying that the mood swings are not

confined to a single gender but could reflect characteristics traditionally associated with males
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and females. By omitting "a girl" and only retaining “l&/ MK (“like a young man”), the

translation shifts the focus solely to a male perspective, thereby underplaying or losing the
original's gender-inclusive nuance. Jiang’s translation simplifies the text, avoiding the broader

gender spectrum and losing the rich layers of meaning which Woolf might have intended.

3.4 Conclusion

This chapter conducts a comparative analysis of three Chinese translations of Virginia
Woolf's Mrs Dalloway, focusing on how each translator navigates the transmission of Woolf’s
feminist critique of gender roles, highlighting the linguistic, cultural, and ideological shifts which
emerge across distinct socio-historical contexts. Utilising a self-constructed diachronic corpus
and three targeted case studies, the study examines the translation shifts employed by Sun
Liang & Su Mei (T1, 1988), Wang Jiaxiang (T2, 2001), and Jiang Xiangming (T3, 2014). By
exploring key themes—Women’s Familial Roles, the Inevitability of Marriage, and Gender-
specific Social Qualities—this chapter identifies and classifies a range of optional shifts which
extend beyond basic linguistic changes. These shifts reveal how the translators made strategic
decisions to either preserve, enhance, or soften Woolf's feminist critique based on their
respective historico-cultural contexts. In doing so, the chapter addresses three central
research aims: (1) It identifies the types of translation shifts used to reinterpret feminist themes
in Mrs Dalloway; (2) It demonstrates how each translator’'s socio-historical background
influenced their interpretative stance and translation choices; and (3) It assesses how these
translators managed the tension between fidelity to Woolf’s original narrative and the need for

cultural resonance with Chinese readers. The key findings can be summarised as follows:

Sun Liang and Su Mei’s (T1) co-translated work, produced in 1988 during a period of
cautious intellectual openness in China, reflects a faithful, formal, and academic approach,
focusing on maintaining the narrative's integrity and preserving Woolf’s feminist irony through
subtle interpretative strategies. Their translation is characterised by additive explanation and
semantic intensification, often reinforcing Woolf’s critique of gendered social expectations
through culturally rich and ideologically resonant choices. For instance, they employ an

additive translation strategy which extends beyond literal interpretation to capture deeper

cultural and symbolic meanings. Their translation of "stand at the top of a staircase" as "47E

PRI I EEZE" ("stand at the top of the stairs to greet guests") not only translates the

words but also enriches the cultural context, expanding the metaphor into a culturally
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meaningful image which highlights traditional gendered expectations in high-status Chinese

marriages. Additionally, Sun and Su effectively convey Woolf’s irony through precise word

choice and semantic intensification. By rendering "perfect gentlemen" as "3 A~f0HIZHR 11"

("uncompromising gentlemen"), they emphasise the rigidity and oppressive nature of these
men, preserving the sarcastic critique embedded in the original text. This choice aligns with
Woolf’'s feminist undertones, highlighting the societal constraints imposed by these seemingly
"perfect" figures. This nuanced rendering reflects their commitment to representing faithfully

Woolf’'s themes, while ensuring cultural and interpretative clarity for the target audience.

Wang Jiaxiang’s (T2) translation, published in 2001 in the wake of the 1995 Beijing
World Conference on Women, exhibits a conscious feminist orientation, influenced by a
shifting intellectual climate which foregrounded gender discourse in Chinese scholarship. Her
translation features employing lexical substitution, tonal amplification, and ideologically
motivated restructuring to emphasise the text’s critique of patriarchy, while balancing fidelity
to the original with layered meanings and engaging more deeply with Woolf’'s broader feminist
themes. For example, in Wang’s translation, the phrase “the perfect hostess” is rendered as

[ —)

REMLIEAN" (“‘perfect female master”), reconfiguring the term into one which aligns with
domestic authority and social standing, as “Z 3 A" in Chinese not only denotes a female host

but also implies a woman of authority and respect within the household. The translation
introduces semantic extension and adds dimensions of stability and social legitimacy which
are not explicitly present in the ironic tone of Woolf’s original. Moreover, by translating “to save
her from...” as X% AN...Z2F (“so that she would not fall into the hands of...”), Wang

intensifies the sense of female vulnerability under male dominance. Her translation
demonstrates a pattern of ideological engagement, merging textual fidelity with contemporary

feminist awareness to highlight social critique.

Jiang Xiangming’s (T3) 2014 translation, although in a digital era of feminist activism
and persistent traditional gender norms, adopts a domesticating and culturally accommodating
strategy which often softens the feminist irony of the original. Jiang is less ideologically
committed to maintaining the feminist meanings of the source text, leaning towards semantic

neutralisation, cultural reinterpretation, and adopting a more restrained tone. For example, his
translation of “she had the makings of the perfect hostess” into “W& _FEFREFENIES
& (“she had all the dispositions of a housewife”), which shifts the tone as a neutral, even

complimentary, description of women's domestic roles and softens the satirical tone and

n=2n

nuances of the irony. Similarly, the use of "[FZ 2" (“rich husband”) and "&%3" (“man of wealth”)
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for “rich man” tends to soften Woolf's satirical edge, aligning more closely with traditional

Chinese gender ideals. Moreover, Jiang shifts the gender-neutral expression “like a boy or a

girl even” to “BNIMKFELRY” (“like a young man”), removing the gender balance of the

original and reducing the scope of Woolf’s critique.

In summary, this investigation underscores how each translator’s rendering of Mrs
Dalloway reflects distinct patterns of response to Woolf's feminist critique, shaped by the
historical, ideological, and cultural context in which each translation was produced. Each
translation becomes a site of interpretative intervention, where meaning is reshaped to reflect
the translator’s context and priorities. While Sun and Su’s co- translated work, as an early
translation that is not necessarily conservative, emphasises fidelity and critical nuance, Wang
brings a clear feminist emphasis, and Jiang pursues cultural naturalisation. Together, their
translations illustrate how Woolf's feminist narratives are mediated through evolving
translation practices—confirming that literary translation is not only an act of linguistic

conversion but a dynamic process of ideological and cultural negotiation.
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Chapter 4: Translating Gender Binaries in Virginia Woolf's To the Lighthouse

4 1 Introduction

Virginia Woolf's novel To the Lighthouse, a modernist novel published in 1927 notable
for its experimental narrative structure, employs the stream-of-consciousness technique to
delve into complex themes, particularly examining gender binaries and the societal roles
assigned to different genders (Daugherty, 1991). It explores the dynamics within the Ramsay
family and their interactions with guests at their summer home on the Isle of Skye in Scotland.
The content includes three parts: "The Window," "Time Passes," and "The Lighthouse." The
first section, "The Window," introduces the Ramsay family and their guests at their summer
home. Mr. Ramsay, a philosopher, is depicted as stern and authoritative, while his wife, Mrs.
Ramsay, is nurturing and deeply invested in her role as a mother and hostess. The tension
between these characters and their interactions with others creates the backdrop for the
exploration of gender roles and familial relationships. One of the central events in this section
is the promise of a trip to a lighthouse, a source of anticipation and disappointment for the
Ramsay children. In the "Time Passes" section, Woolf shifts the narrative to a broader
perspective. The focus moves from the characters to the passage of time itself. This section
details the decay of Ramsay's summer home during World War |, highlighting the transience
of life and the effects of war and loss. We learn of significant changes, including the deaths of
key characters - Mrs. Ramsay, one of her sons and her daughter - while the house slowly
deteriorates in their absence. The final section, "The Lighthouse," takes place a decade later
when the surviving Ramsays and some of their guests return to the summer home. Mr.
Ramsay and two of his children finally make the trip to the lighthouse which was planned years
before. This section explores the dynamics of change, focusing on how characters have
evolved and come to terms with their memories and losses. Lily Briscoe, a guest and aspiring
artist, works on completing a painting she began in the first section and puts her brushes down,

symbolising her journey towards self-realisation and creative fulfilment.

In To the Lighthouse, Woolf explores themes related to gender roles and social
expectations of women in early 20th-century society. Through the characters and narrative
structure, she examines the complex family dynamics and the traditional roles ascribed to
women and men. For instance, the character of Mrs. Ramsay is central to the narrative and
embodies the traditional role of women as caregivers, peacemakers and supporters of men's
ambitions (Mohammed, 2021). For Mrs. Ramsay, “there was nobody whom she reverenced

as she reverenced him. She was quite ready to take Ms. Ramsay's word for it. They came to
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her, naturally, since she was a woman, all day long with this and that; one wanting this, another
that; the children were growing up” (1937, p.26). This example highlights women's quiet
struggle with gender roles and societal expectations. On the other hand, the character of Lily
Briscoe symbolises a different path. Lily is an independent woman and an artist who defies
traditional gender roles, questioning the notion that the value of women is tied to their
relationships with men (Munca, 2009). Her presence in the story and her journey involves
finding her voice and artistic style, representing women breaking free from conventional
constraints. By using the stream-of-consciousness technique, Woolf delves deeply into the
inner lives of her characters, especially the female ones. This approach validates women's
complex and nuanced inner experiences, which are often overlooked in male-dominated
narratives. These Modernist techniques connect to Woolf's feminist ideas, as articulated in A
Room of One's Own, where she advocates for a female sentence which better captures
women's experiences (Nussbaum, 1995). To the Lighthouse embodies this concept through
its poetic prose, breaking away from rigid, male-centric literary forms. Overall, To the
Lighthouse, as a Modernist experiment in form and narrative voice, engages with feminist
ideas by exploring the gender identity and expectations of women, contrasting traditional
norms with a more progressive view of gender and illustrating the importance of allowing

women the space and freedom to pursue their own identities and ambitions (Khirsat, 2012).

Since its publication in 1927, Virginia Woolf's To the Lighthouse has been translated
into such languages as Spanish, French, German, Chinese, Japanese, Russian and Italian.
No articles on the Chinese translation of To the Lighthouse could be found in the Web of
Science or the Academic Research Library, two of the most widely used databases for
academic research and publications. Only five studies on a translation analysis of To the
Lighthouse were identified in the China National Knowledge Infrastructure (CNKI), China's
premier academic digital library. For instance, Zhang Linling's (2022) study, Speech
Representation in Chinese Translations of English Stream of Consciousness Novels: A Case
Study of Woolf’s To the Lighthouse, compares two prominent Chinese translations of the novel
and examines how speech representation methods were adopted in the translation process.
Her analysis reveals that translators lacked an understanding of the semantic and stylistic
coherence intrinsic to the different modes of speech representation within stream-of-
consciousness texts. This oversight led to significant distortion of the stream-of-consciousness
style, compromising the original narrative. Yu Bingxi's (2013) study, The Differences and
Causes of Two Translation Versions of To the Lighthouse from the Perspective of Gender
Identity of Translators, examines the differences between two translations of the novel and
explores how the gender identity of translators might influence these variations. Wang (2021)

examine the use of feminist translation strategies, specifically "supplementation" and
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"hijacking," to reflect feminist ideas. In the field of translation-style analysis, Ming Xiaohui
(2022) investigates whether quantitative linguistic metrics can be used to examine translation
style. Ming uses the metrics provided by the psychometric software "Linguistic Inquiry and
Word Count" (LIWC) to compare two translations of To the Lighthouse. Her findings suggest
that quantitative analysis of translation style can be practical, provided that appropriate
linguistic metrics tailored to the unique characteristics of the source text are used. Similarly, Li
Xinyu (2018) employs a corpus-based approach to compare the translation styles in two
Chinese versions of the novel. She identifies that macro-linguistic features in the corpus
statistics do not necessarily reveal the translation styles of the two translations; linguistic
markers which indicate a point of view, such as transitivity, modals, demonstratives and
personal pronouns, are treated differently in each translation, affecting the representation of
the original narrative perspectives and reflecting distinct translation styles. The focus of these
other sources does not encompass sociocultural translation shifts, indicating that this area
remains unexplored. This gap leaves certain aspects critical to comprehending the full impact
of the translations unaddressed in China's cultural and literary discourse. To bridge this gap,

the following research questions should be considered:

Q1: What kinds of translation shifts have the Chinese translators employed in

translating To the Lighthouse?

Q2: To what extent do the Chinese translators’ historico-cultural backgrounds shape
their interpretation and decision-making in translating Woolf’'s construction/representation of

gender roles and gender binaries over time and space in To the Lighthouse?

Q3: How do the Chinese translators navigate the balance of translation shifts between
fidelity to the source text and the need for the translation to resonate with Chinese audiences
in To the Lighthouse?

To explore these research questions, the upcoming sections will introduce the datasets

utilised and the methods in this study.

4.2 Methods

421 Dataset
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To compare how different translators handle Woolf's feminist narratives, the study
employs a combined corpus-based approach and case studies to analyse Chinese
translations of To the Lighthouse. The research utilises a self-constructed corpus consisting
of two primary datasets, detailed in Table 1. The first dataset features the source text of To the
Lighthouse by Virginia Woolf, providing the baseline for analysis. The second dataset includes
a diachronic corpus of four different Chinese translations - Xie Qingyao 1946 (hereafter T1),
Qu Shijing 1988 (T2), Ma Ainong 2003 (T3), and Li Xiaoyan, Tian Zezhong & Meng Yuanning
2017 (T4). There are ten versions of the Chinese translation of To the Lighthouse. To build my
self-constructed corpus, | applied three main selection criteria. First, | considered the
publication period of the translations to ensure a diverse range of temporal contexts. Secondly,
the digital translations are available online in Chinese, making them accessible for study and
analysis. Thirdly, | examined user ratings and comments on Dushu, one of the most popular
reading websites in China, and Douban, a Chinese social-networking site and online database
which provides detailed information and reviews for various media, including books, films and
music. These criteria ensured a representative and accessible selection of translations for the
study. As mentioned previously, a high volume of ratings and substantial reader commentary
provided a strong foundation for selecting translations that not only had wide cultural appeal

but also involved readers in meaningful dialogue.

ST/ | Author/Translators Version Publication | Publisher Place
T names Date
ST | Virginia Woolf To the | 1927 Hogarth Press | UK
Lighthouse
T1 | #K#E (Xie Qingyao) FTES % (To | 1946 The Beijing,
the Commercial China
Lighthouse) Press
T2 | B4 (Qu Shijing) AT EE 2 (To | 1988 Shanghai Shanghai,
the Translation China
Lighthouse) Publishing
House
T3 | L4 (Ma Ainong) F4TH 2= (To | 2003 People's Beijing,
the Literature China
Lighthouse) Publishing
House
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T4 | Z=/Nf1 (Li Xiaoyan), Hl | #4752 (To | 2017 China  Book | Beijing,
F ™ (Tian Zezhong) & | the Publishing China

4315 (Meng Yuanning) | Lighthouse) House

Table 4. 1 The Chinese translations of To the Lighthouse

The first introduction of Woolf and her feminist ideas to a Chinese audience was marked

by the speech of Xu Zhimo, a prominent Chinese poet and literary figure. In 1928, Xu Zhimo
was invited to deliver a speech at Su-Chou Girls’ High School (Z3vMZz9). This speech was

later transformed into an essay titled "><F%F A Room of One's Own (Zhang, 2021). Given

the limited exposure to foreign intellectual movements during that era, Woolf's impact on
Chinese readers was profound but slow to spread. In this sense, Xie Qingyao in 1946,
published his translation of Woolf's To the Lighthouse (1927), solidifying Virginia Woolf’s
reputation in China as a leading Western modernist writer (Yang, 2022). Xie’s translation
bridged a significant gap between Western modernist literature and Chinese readers,
contributing to Woolf's enduring influence on Chinese literary and feminist thought. However,
no reliable information on Xie Qingyao could be located in the available sources. In addition,
as the original translation published in the 1940s were printed in traditional Chinese with a
vertical page layout, all passages have been converted into simplified Chinese to ensure

consistency in the presentation of Chinese language materials throughout this thesis.

Qu Shijing's translation plays a significant role in all the re-translated works. As the first
prominent Chinese scholar to study Virginia Woolf's works, Qu undertook his translation
project in 1988. He was a specialist in Woolf's literature, particularly in the stream-of-

consciousness style, central to her writing (Qiu, 2019). Qu's expertise is demonstrated through

his publications of two monographs: Woolf, a Novelist of Stream of Consciousness ( { &R
NRZFEIRIRK)Y) ) and Music, Art, and Literature: a Comparative Study of Stream of

Consciousness Novels ( {F&k. SARESXE: EiRm/IMGELLEZ) ). Qu's translation was

published in 1988, during the early period of China's reform and opening-up. At that time,
women's liberation was gaining traction across the country. However, patriarchal culture,
which had long held sway in Chinese society, influenced various aspects of everyday life
(Zhang, 2021). His translation and studies contributed to re-introducing and re-interpreting

Woolf's work within a Chinese context.

Ma Ainong published her translation of To the Lighthouse in 2003. Feminist translation

theory had been introduced to China in the 1980s; however, it was not until the 1990s that

70



scholars and critics began to examine Virginia Woolf's works from a feminist perspective (Jin,
2009). The turning point came with the 1995 World Conference on Women in Beijing, where
women's rights took centre stage, sparking an increase in literature which focused on women's
issues. This event further fuelled discussions on gender equality and encouraged more
scholarly attention to feminist themes (Li, 2017). Against this backdrop, Ma Ainong's
translation was part of a broader movement to re-contextualise Woolf's work within this
evolving feminist landscape, resonating with the shifting attitudes towards gender equality and

women's empowerment (Qiu, 2019).

Li Xiaoyan, Tian Zezhong, and Meng Yuanning published their translation—the fourth
selected here—in 2017. During this period, feminist activism gained momentum through social
media and online communication platforms. Since 2012, feminist activists have actively
engaged in public spaces, using social media to raise awareness and drive conversations
about gender equality. This activism reached a peak in 2018, due to the rise of anti-sexual
harassment campaigns inspired by the MeToo movement, further amplifying feminist voices

and creating a broader platform for discussing women's rights and related issues.

4.2.2 Analytical Approach

The study focuses on the translational shifts observed in the four Chinese translations
selected, in order to identify critical patterns and examine specific translation choices. As
Chapter 2 describes, a corpus-based approach is used to explore the feminist ideas in To the
Lighthouse and to determine each translation's distinctive features. This approach involves a
detailed and systematic text analysis to uncover how feminist themes are conveyed across

different translations.

According to the procedure outlined in Chapter 2, the research design and data
preparation have been completed. This process has included aligning the texts at the sentence
level to compare the translations accurately. Sentences with feminist ideas have been tagged,
allowing for a focused analysis of themes. This tagging process is crucial, as it identifies
specific instances where feminist concepts are highlighted, downplayed or altered in
translation. With the research design and data preparation now complete, | will proceed here

with the data analysis.

The analytical methodology employed in this study is designed to leverage the

capabilities of advanced software tools—NVivo, LancBox, and Wordsmith 6—to organise
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translational shifts. This approach enhances the precision of the analysis and ensures a
comprehensive evaluation of the textual data under consideration. The analysis will reveal the
distinct features of each translation and contribute to a deeper understanding of how To the

Lighthouse has been interpreted through a feminist lens in different Chinese translations.

NVivo plays a significant role in this research framework. Its code-creation feature
allows for the organisation of the sentences from the source text and the translated versions,
categorising them into a structured hierarchy of codes and child codes. In NVivo, codes are
tags assigned to data segments representing specific themes or concepts, in which helps to
categorise and identify patterns within qualitative data. Child codes, or ‘sub-codes’, are more
specific categories under a broader parent code, allowing for detailed and nuanced analysis.
This hierarchical structure organises data effectively and facilitates deeper analysis and

interpretation of patterns and themes.

Regarding the procedure for tagging the codes, | followed a systematic approach. First,
| read the source text, making notes on sentences with feminist ideas and identifying initial
headings and themes. Subsequently, | created a pre-defined file classification, importing the
prepared sources into NVivo and including the source text and four translations; | then
established codes for sentences with feminist ideas, along with such child codes as women's
domestic expectations in housework and social roles, traditional expectations on marriage,
women's appearance and women's intellectual achievements, based on my initial notes. Next,
I meticulously tagged and segmented the source text and translations according to these
codes. Throughout this process, | utilised the memo and annotation features in NVivo to
document my thought processes and insights. As | progressed, | refined the codes by merging

and separating them as necessary.

The feminist ideas within the corpus have been categorised into four sub-nodes with
distinct themes, representing various dimensions of women's experiences and societal
perceptions. The first code addresses the contrast between feminist perspective of marriage
and traditional perspective of marriage. For example, | tagged the sentence: "An unmarried
woman (Mrs. Ramsay lightly took her hand for a moment), an unmarried woman has missed
the best of life. Oh, but, Lily would say, there was her father; her home; even, had she dared
to say it, her painting." This sentence highlights the differing perspectives of Lily and Mrs.
Ramsay, showcasing the tension between traditional views on women's marriage and newer,
more progressive thinking. The second code pertains to domestic responsibilities associated
with gender roles, including housework, social activities and providing emotional caregiving.
For instance, | tagged the sentence: "He liked that men should labour and sweat on the windy

beach at night; pitting muscle and brain against the waves and the wind; he liked men to work
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like that, and women to keep house, and sit beside sleeping children indoors, while men were
drowned, out there in a storm." This sentence encapsulates traditional gender expectations,
indicating that women should care for children while men engage in strenuous labour. The
third code pertains to intellectual recognition and achievement. For example, | tagged the
sentence: "Women can't write, women can't paint—what did that matter coming from him,
since clearly, it was not true to him but for some reason helpful to him, and that was why he
said it." This sentence highlights societal prejudices against women's intellectual capabilities
and achievements. The fourth code addresses the appreciation of women's appearance. For
example, | tagged the sentence: "He wondered if she understood what she was reading.
Probably not, he thought. She was astonishingly beautiful. Her beauty seemed to him, if
possible, to increase." This sentence illustrates an instance where Mrs. Ramsay's appearance

is emphasised, reflecting societal tendencies to value women primarily for their beauty.

Additionally, the integration of Corpus analysis tools and Wordsmith 6, complements
the Nvivo framework by offering specialised functionalities for textual analysis. These tools are
adept at dissecting the corpus data about the source text and four translations to reveal
linguistic patterns, frequency distributions, collocations and keyword contexts, thereby

enriching the analytical depth of the study, as Table 4.2 shows:

Source text | T1 Xie | T2 Qu Shijing | T3 Ma Ainong | T4: Li
Qingyao (1988) (2003) Xiaoyan,
(1946) Tian
Zezhong &
Meng
Yuanning
(2017)
Wordcount 57,874 31,084 140,057 124,686 126,662
The total of | 3,848 1,435 3,802 3,750 5,353
sentences
Average 15.04 21.66 36.83 33.25 23.66
sentence
length
Sentences 112 17 138 124 192
with  feminist
ideas
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Average 20.72 23.92 40.85 35.71 30.38
feminist
sentence

length

Table 4. 2 Statistics of sentences with feminist ideas

Table 4.2 reveals notable differences in the word count, sentence length, and the
emphasis on feminist ideas. The table can help discuss the intricacies of translating feminist
ideas from a source text into different target texts, highlighting the variation in translation

strategies and their impact on the representation of these ideas.

The source text features 57,874 words and an average sentence length of 15.04 words,
with 112 sentences containing feminist ideas averaging 20.72 words each. Xie Qingyao's
(1946) translation is the most concise, with 31,084 words and the shortest and fewest feminist
sentences, 17 sentences averaging 23.92 words, which particularly striking and emphasises
what my analysis as a whole reveal: that Xie's translation is not faithful to Woolf's feminist
ideas. Qu Shijing's (1988) translation is the most verbose, with 140,057 words and the longest
average sentence length of 36.83 words, including 138 feminist sentences averaging 40.85
words, which may reduce readability. Ma Ainong's (2003) translation balances detail with
readability, presenting 124,686 words and 124 feminist sentences averaging 35.71 words. The
2017 translation by Li Xiaoyan, Tian Zezhong, and Meng Yuanning stands out for its highest
number of sentences (5,353), with 192 feminist sentences averaging 30.38 words, indicating

a detailed and segmented approach.

Additionally, Table 4.3 lists the number of sentences with feminist ideas in the source
text, categorised into four codes with distinct themes generated using the NVivo node creation
feature. The table can help to establish the themes for the case study. Considering space and
word-count limitations, | will choose the top three themes for qualitative analysis: the domestic
responsibilities of gender roles, the feminist perspective of marriage versus the traditional

perspective of marriage, and intellectual recognition and achievement.

Themes Domestic Feminist Intellectual The
responsibilities | perspective recognition appreciation
of genderroles | VS. Non- | and of  women's

achievement appearance
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feminist
perspective
Sentences | 45 32 20 15

Table 4. 3 The number of sentences with feminist ideas in the four child codes

Tables 4.4, 4.5, and 4.6 show the number of sentences and the complexity of three
sub-themes: the domestic responsibilities associated with gender roles, the feminist
perspective of marriage versus the non-feminist (traditional) perspective of marriage, and
intellectual recognition and achievement. Regarding domestic responsibilities of gender roles,
the source text has 45 sentences with an average length of 18.44 words. The translations vary
significantly in sentence count and complexity. Xie Qingyao's translation is the shortest and
simplest, with seven sentences averaging 20.02 words. In contrast, Qu Shijing has the longest
average sentence length of 34.57 words. From the feminist perspective of marriage vs
traditional perspective of marriage, the source text has 32 sentences with an average length
of 17.38 words. Xie Qingyao's translation again has the fewest sentences (5) with the lowest
average length of 29.21 words among the translations. Qu Shijing's translation has the highest
average length of 38.08 words, which indicates that Qu’s translation is the most verbose. The
translation by Li Xiaoyan, Tian Zezhong, and Meng Yuanning (2017) stands out for its
sentence count of 53, implying a preference for more segmented and more precise sentences.
Ma Ainong's (2003) translation balances the sentences by averaging a length of 35.71 words.
In addition, intellectual recognition and achievement are discussed in 20 sentences in the
source text, with an average length of 20.45 words. Xie Qingyao's translation is the briefest,
with only three sentences, whereas Qu Shijing's and Li Xiaoyan et al.'s translations provide
more detailed and complex discussions with 24 and 34 sentences respectively. The average
sentence lengths are highest in Qu Shijing’s translation (40.21 words), indicating a detailed

exploration of intellectual recognition themes.

Domestic responsibilities | Source T1 Xie | T2 Qu | T3 Ma | T4: Li
associated with gender | text Qingyao Shijing Ainong Xiaoyan,
roles (1946) (1988) (2003) Tian
Zezhong &
Meng
Yuanning
(2017)
Sentences in total 45 7 56 52 79
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Average sentence length | 18.44 20.02 34.57 33.59 34.31

Table 4. 4 Statistics of sentences with feminist ideas of Domestic responsibilities of

gender roles

Feminist perspective VS. | Source T1 Xie | T2 Qu | T3 Ma | T4: Li
Non-feminist perspective | text Qingyao Shijing Ainong Xiaoyan,
(1946) (1988) (2003) Tian
Zezhong &
Meng
Yuanning
(2017)
Sentences in total 32 5 39 35 53
Average sentence length | 17.38 29.21 38.08 35.83 36.67

Table 4. 5 Statistics of sentences with feminist ideas of Feminist perspective VS. Non-

feminist perspective

Intellectual  recognition | Source T1 Xie | T2 Qu | T3 Ma | T4: Li
and achievement text Qingyao Shijing Ainong Xiaoyan,
(1946) (1988) (2003) Tian
Zezhong &
Meng
Yuanning
(2017)
Sentences in total 20 3 24 21 34
Average sentence length | 20.45 22.33 40.21 37.53 39.42

Table 4. 6 Statistics of sentences with feminist ideas of Intellectual recognition and

achievement

These quantitative insights highlight the translators' strategies in rendering the source
text's complexity and feminist themes. For example, in Table 4.2, while translating 112
sentences with feminist ideas from the source text, Xie employs a deletion strategy, translating
only 31,084 words and the shortest feminist sentences—17 in total-and Tables 4.4, 4.5, and
4.6 further confirm the tendency of his translation to be concise across the three themes. Qu
has the longest average sentence length of 36.83 words in Table 4.2, with the longest average

feminist sentence reaching 40.85 words. This verbosity may be due to the use of methods like
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addition and adjusting word order to provide more detailed discussions. Furthermore, Li, Tian,
and Meng's translation features the greatest number of sentences, nearly four times as many
as Xie's, and they also have the highest count of sentences expressing feminist ideas. This
may be attributed to their approach of adding content and dividing sentences, which results in
a more extensive and detailed translation. Tables 4.2, 4.4, 4.5, and 4.6 prove that Ma’s

translation balances sentence count and complexity.

4.3 Analysis

As discussed in Chapter 2, translation is a complex task which involves transforming
information and statements from one language to another. This process requires a deep
understanding of the intricate relationships between languages, which can vary significantly
in terms of grammar, vocabulary and cultural nuances (Catford, 1965). In this sense,
translating Virginia Woolf's To the Lighthouse into Chinese presents translators with various
challenges beyond mere language and style. In other words, they must navigate cultural and
socio-political contexts which influence how the text is interpreted and understood in the target
language. Chapter 2 discussed Gideon Toury’s (1995) distinction between ‘obligatory’ and
‘optional translation shifts’. Obligatory shifts refer to necessary changes resulting from formal
differences between the languages of the source and target texts. Optional shifts denote
discretionary changes which reflect the translator’s decision-making process and their choices
of translation strategies, emphasising the relation of sociocultural and economic factors to
motivated linguistic choices. The study explores how Chinese translators' historical and
cultural backgrounds influence their interpretation of and choices in translating Woolf's feminist

concepts so that the analysis will pay more attention to optional shifts.

4.3.1 Case Study 1: Feminist Perspective of Marriage VS. Traditional Perspective of

Marriage

In To the Lighthouse, Virginia Woolf examines gender roles and gender binaries
through the interactions of the Ramsay family and their guests. Mrs. Ramsay embodies the
traditional female role of the nurturing wife and mother. She is deeply invested in her domestic
responsibilities, ensuring the well-being of her husband and children and often playing the role
of matchmaker. Mrs. Ramsay believes that “there could be no disputing this: an unmarried

woman has missed the best of life” (Woolf, 1927, p.40). In other words, she believes that
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women find their true value through marriage and family life. Her character symbolises the
conventional expectations of women to be selfless caretakers and moral anchors within the
home (Chaudhary, 2018). In contrast, Lily Briscoe, an independent artist, represents a
challenge to the traditional expectations placed on women by pursuing her artistic ambitions
and valuing her individuality over the conventional roles of marriage. She declares that “there
was her father; her home; even, had she dared to say it, her painting” and “she liked to be
alone; she liked to be herself’ (Woolf, 1927, p.40). Her character is marked by her resistance
to societal pressures to marry and conform to conventional expectations of femininity.
Exploring two characters reveals a significant shift in the perception of gender roles during the
early 20th century. Example 1 underscores this comparison in the perception of gendered
roles, which occurs when Lily gathers the courage to assert her desire for independence and
exemption from traditional roles. Woolf describes Lily thus: “Gathering a desperate courage,
she would urge her own exemption from the universal law; plead for it; she liked to be alone;
she liked to be herself; she was not made for that” (ibid, p.40). This moment highlights her
preference for solitude and self-reliance, contrasting with the path that Mrs. Ramsay believes
is appropriate for women. In this sense, Mrs. Ramsay believes that Lily is making a mistake,

which is evident in Lily’s refusal to marry on the grounds that she believes it is foolish.

Example 1:

“Gathering a desperate courage she would urge her own exemption from the universal law;
plead for it; she liked to be alone; she liked to be herself; she was not made for that; and so
have to meet a serious stare from eyes of unparalleled depth, and confront Mrs. Ramsay’s
simple certainty (and she was childlike now) that her dear Lily, her little Brisk, was a fool (Woolf,
1927, p.40).”

In the context of Example 1, Lily Briscoe admires Mrs. Ramsay and values her
influence over those around her. She believes that Mrs. Ramsay is a central and iconic figure
in their social lives. Lily thinks:“Could loving, as people called it, make her and Mrs. Ramsay
one? for it was not knowledge but unity that she desired, not inscriptions on tablets, nothing
that could be written in any language known to men, but intimacy itself, which is knowledge”
(Woolf, 1927, p.39). However, significant contrasts between them highlight their differing
perspectives and choices. Example 1 shows that Lily Briscoe is struggling internally with
societal expectations, represented by Mrs. Ramsay's traditional views about marriage. This
interaction between Lily and Mrs. Ramsay exemplifies the ideological and generational divide
between the characters, illustrating the transformative shift in societal attitudes towards

gender roles (Crater, 1996). Lily's determination to remain unmarried, despite Mrs. Ramsay's
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disapproval, reflects her commitment to personal freedom and her dedication to her art. Woolf

uses Lily to critique the restrictive nature of traditional gender roles and to celebrate the

emerging possibilities for women to define their own identities and to pursue their ambitions

independently. In this sense, Chinese translators need to balance translation shifts between

fidelity and the need to resonate feminist ideas with Chinese audiences. The four translations

have different treatments.

source text

“Gathering a desperate courage, she would urge her own

exemption from the universal law; plead for it; she liked to be

alone; she liked to be herself; she was not made for that; and

so have to meet a serious stare from eyes of unparalleled

depth, and confront Mrs. Ramsay’s simple certainty (and she

was childlike now) that her dear Lily, her little Brisk, was a fool

(Woolf, 1927, p.40).”

Translator

Target text

Literal translation

T1 Xie Qingyao (1946).

i B — LT, BE
WAIH,; 3K A& A2 4R
AT, BRSEBEFERA
HEMEE (REEBEREX
ANFREMRN TR, THEEF
f---— PN EF AR T
—HEHEE)

She said she is an old virgin,
she likes solitude; she was
not born for marriage and
having children. She thinks
Mrs. Ramsay is rather
domineering (she thought of
Mrs. Ramsay's tactics in
dealing with the same sex,
especially her - a young and
unimportant woman - with an

arrogant attitude).

T2 Qu Shijing (1988)

i RERS, B NEK
SN R IZHERR X E 3 FY A
‘'z, XZWHRA
iz, ERME, MERRE
HCHAS, hER2EE
ZRH, XH, AL
BERETF R AT LLRBAI IR
BFERN—E, ARAHER

She bent over backwards to
muster her courage and
insisted that she herself
should be excluded from this
universal rule, that this was
the fate she prayed for; she
liked being single; she liked
maintaining her true self, she

was born to be an old virgin;
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T #85F K A 1B K A9 i (4t
WAEBER M&T)mEEN
W, e N ERTE, TR
=R

thus, she had to face Mrs.
Ramsay's deeply profound
and severe gaze, had to listen
to Mrs.

teachings (she was now just

Ramsay's frank
like a child); her dear Lily, her
little Briscoe, was indeed a

little fool.

T3 Ma Ainong (2003)

XA FEEEMHBR, BRI
BCAREMNHL, thidH
BRLBEFA—5, BRE
TETL =F, EAXBRFAR
BE, TREAFAESHE
FRAFRTLL B A EREE XS
SASRREN, TENEIN
17 R A& 2R 1M 815 89
(M AERBRD LT ) HHEE
ROFIFD . fR R EBTRLE
MR,

At this

summoned all her courage,

moment, she
emphasizing that she was not
bound by conventions; she
tried hard to explain that she
was willing to remain alone;
she wanted to be free from
any attachments;
conventions were not suitable
for her; thus, she had to face
Mrs.

deep gaze, had to accept

Ramsay's profoundly

Mrs. Ramsay's simple and
(she
now really seemed like a
child): her dear Lily, her little

Briscoe, was indeed a fool.

confident conclusion

T4: Li Xiaoyan, Tian Zezhong
& Meng Yuanning (2017)

wERERE-4£ES, iLAC
—EEEEAIS, HE
KI—DBIoN, HERES
A mERMMAES, ®X
ERARNIZLERE, Rt 7
ANEIHIETFRATRE. 7™
WEYERSR, EXRIETE R AN
BT KA (AR
PRENEZLT), IAAMBFEER

She summoned her last bit of
courage to make herself an
exception to the universal
rule, she pleaded to be an
exception; she liked single
life; she liked being herself;
she was not born to get
married; thus, she had to face
Mrs. Ramsay's profound and
face Mrs.

serious gaze,

Ramsay's simple judgment of
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FF, W B9/NFEER, E | her (she now seemed like an
EAET. innocent child), thinking her
dear Lily, her little Briscoe,

was really too foolish

Table 4. 7 Chinese translations of example 1.

In T1, Xie Qingyao (1946) completely rewrites the source text and does not maintain
fidelity, incorporating the translator's interpretations, understandings, and even biases. The
translation of the sentence “Gathering a desperate courage she would urge her own
exemption from the universal law; plead for it” is directly deleted. Additionally, Xie translates

the sentence “she liked to be alone; she liked to be herself; she was not made for that” into
‘Uit —PNEL, WERIUR, REMAREENEFLAEY (“She said she is an old
virgin, she likes solitude; she was not born for marriage and having children”). In this

translation, Xie uses the addition method to summarise and augment a key phrase, &4

(“old virgin”). The term “4bZz” (“virgin”) refers to a woman who has not engaged in sexual

activity. In many cultures, including traditional Chinese culture, the term can carry moral or
purity connotations, often connected with the word “chastity”, which refers to the quality or
state of being chaste, as defined in the dictionary. It has historically been used to bind women
to stringent moral and social standards. Particularly in ancient China, there were extremely
harsh expectations surrounding a woman's chastity. Women were expected to maintain their

virginity until marriage or face punishment, and their moral worth was often judged based on

their adherence to these expectations. The addition of “&” (“old”) to “€kZz” (“virgin”) introduces

a negative connotation, implying not just age but also a sense of missing out on societal

expectations of marriage and motherhood. Referring to someone as “&4b2z (“old virgin”)” can

be offensive because it reduces a person to their sexual status, perpetuating the idea that their
worth is tied to their sexual behaviour, and it is especially problematic when used to judge or

label someone.

Xie's translation of “she liked to be alone; she liked to be herself; she was not made
for that” into “GHERIE; MREMAREIEFILEFLZAY (“she likes solitude; she was not

born for marriage and having children”) uses a rewriting method which incorporates his own
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interpretations and the cultural connotations associated with being an “E4b%z” (“old virgin®).

Moreover, Xie completely substitutes the source text "and so have to meet a serious stare

from eyes of unparalleled depth, and confront Mrs. Ramsay’s simple certainty (and she was

childlike now) that her dear Lily, her little Brisk, was a fool" into "ttt S B IBFTER AR ERE

(BRI BWTRRANIFRMAIFE, TERS---— " FEMmM AL F--IEEEE)

" (“She thought Mrs. Ramsay is rather domineering [she thought of Mrs. Ramsay's tactics in
dealing with the same sex, especially her - a young and unimportant woman - with an arrogant
attitude]”). As mentioned in the dataset section, Xie translated Woolf's To the Lighthouse in
1946, a time before the establishment of the People's Republic of China. During this era,
exposure to foreign intellectual movements was limited, and Western feminist perspectives,
along with feminist translation theory or practice, had not yet been introduced to China (not
until the 1990s). Because of this, Xie acknowledges in his translation preface that there is a
limited understanding of such works among the people, and he cannot fully convey the original
text's merits. Additionally, he notes that many phrases in the book exceed his capabilities as
a translator, leading him to omit certain sections to maintain consistency. Therefore, while
translating this phrase, Xie uses rewriting and omitting methods to reflect the translator's
judgments and bias, significantly altering the source text's tone and meaning. This sentence
describes an external observation of Mrs Ramsay’s demeanour and its effect on the character,
maintaining a certain narrative distance. Xie’s translation shifts to an internal perspective,
presenting the character’s personal judgment of Mrs Ramsay’s behaviour and attitudes. This

shift moves from free indirect discourse to indirect thought or report of thought. Xie’s choice to

describe Mrs. Ramsay as “E&1#” (“domineering”) and to emphasise her “Sf#E” (“arrogant

attitude”) reflects his own interpretation and preferences of the character dynamics. Xie strips
away the nuanced portrayal of Mrs. Ramsay’s character and the subtle complexity of Lily's
perception, focusing on Mrs. Ramsay's domineering and arrogant attitude, emphasising a
more one-dimensional view, and thus diminishing the richness of Woolf's narrative voice. This
approach simplifies and transforms the original, nuanced interaction into a more
straightforward critique of Mrs Ramsay’s personality. In all, Xie’s translation alters the source

text's tone, depth and type, resulting in a loss of nuance and a shift in the reader’s perception.

In T2, Qu Shijing’s translation (1988) is characterised by underplaying the tone in the

source text or even misreading the interpretation of Woolf’s narrative irony. Qu also rewrites

the phrase “she was not made for that” as “f4EZHEEB(EEZLLLZHY” (“she was born to be an

old virgin2), a term discussed in T1, which often carries a negative judgment about personal

life choices and circumstances. The source text emphasises Lily’s courage and self-assurance
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and highlights Lily’s positive affirmation of her identity and brave stance against societal norms.
As previously mentioned, Qu Shijing’s translation was completed in 1988, during a period
when feminist translation theory was being introduced to China, and the women's liberation
movement was gaining momentum nationwide. However, patriarchal culture, deeply rooted in
Chinese society, continued to influence many aspects of everyday life. Qu has been influenced

by Xie, a leading Western modernist writer, who translated the first version, solidifying Virginia

Woolf’s reputation in China. In this sense, Qu’s translation “Z4b%z” (“‘old virgin”) carries an

inherent societal judgment, potentially overshadowing Lily's expression's positive and self-

affirming nature. Furthermore, Qu mistranslates “confront Mrs. Ramsay’s simple certainty” as

“BRITRIEST R AIRZRAIZGE (“listen to Mrs. Ramsay's frank teachings”); this highlights Mrs.

Ramsay's unwavering and somewhat condescending judgment of Lily. The term “simple
certainty” is ironic because it indicates Mrs. Ramsay's firm but potentially naive belief that Lily

is a fool. This judgment is not meant to be taken as wise or knowledgeable but rather as a

reflection of Mrs Ramsay's narrow perspective. The word "#{18" (“teachings”) suggests

imparting wisdom or knowledge, typically positively or constructively, and “BRIf” (“listen to”)

positions Lily as more passive. Qu’s translation implies that Mrs. Ramsay is providing valuable
lessons or guidance, which contrasts sharply with the source text's portrayal of her judgment
as simplistic and dismissive. In all, Qu’s translation underplays, even mistranslates, the ironic
and judgmental nature of the source text, which shifts the reader's perception and alters the

intended narrative tone.

In T3, Ma Ainong's translation (2003) is characterised by its adherence to and
enhancement of the source text’'s meaning and tone. She carefully preserves the narrative’s
integrity, ensuring that the nuances and subtleties of the source text are resonant. As
previously mentioned, Ma Ainong's translation was completed in 2003, following the 1995
World Conference on Women in Beijing, where women's rights took centre stage, leading to
a surge in literature focused on women's issues. This event further fuelled discussions on
gender equality and encouraged greater scholarly attention to feminist themes. Influenced by
this environment, Ma consciously emphasised and enhanced the ironic tone present in the

source text when translating feminist sentences. For example, the phrase "Gathering a

desperate courage" is translated as "SREEEEFHIES" (“summoned all her courage”); this

stresses the positive attitude and emphasises Lily’s bravery and determination. Ma

reorganises the sentence structure of "she would urge her own exemption from the universal

law" as "SBEE AT EMAIFEIZ" (“emphasising that she was not bound by conventions”);
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this creates an emphasis on Lily’s rejection of societal norms, shifting the focus to the noun "

EHL" (“conventions”) and the verb "A5Z" (“not bound by”). Ma’s translation implies that Lily’s

exemption from conventions is an existing situation, whereas the source text suggests that
she is still striving to achieve this exemption; the subtle shift from striving towardss exemption
to an established resistance changes the character's portrayal. This restructuring enhances

the narrative tone by highlighting Lily’s defiance against societal expectations. In tackling the

phrase "she was not made for that," Ma rewrites it as "EfIXIMFHASIE" (“conventions

were not suitable for her”), which resonates with the earlier mention, reinforcing that societal
norms do not apply to Lily. In other words, the translated version implies that the conventions
are the problem rather than Lily, which proves even more of a positive feminist message. Ma
maintains thematic consistency using a similar structure and vocabulary, stressing that social
norms cannot constrain Lily. To sum up, Ma’s translation emphasises courage, and the
rejection of conventions portrays Lily as a determined and brave character, reinforcing the

feminist message of the source text.

T4 Li Xiaoyan, Tian Zezhong, and Meng Yuanning (2017) maintain fidelity to the source
text while enriching the translation with layers of meaning and broader feminist themes. As
mentioned, their translation, published in 2017, emerged during a period of heightened
feminist activism in China, largely propelled by the widespread use of social media and digital
communication platforms. This era marked a significant shift in how feminist ideas were
communicated and embraced, influencing various cultural and intellectual discourse aspects,

including translation practices. For instance, in translating "Gathering a desperate courage,"

T4 opts for "SHCERE—24ES" (“summoned her last bit of courage”). The addition of the

nB=

adjective "Exf5—22" (“last bit of”) adds a sense of finality and exhaustion. It emphasises that
Lily is continuously summoning courage and pushing herself to her limits, even to the very last
bit, which further highlights her resilience and strength. T4’s translation of "she was not made

for that" into "t REFMAFIZEIE" (“she was not born to get married”) uses addition and

rewriting methods to provide clarity and context. By adding "#54&" (“get married”), T4 clarifies

the specific social convention that Lily is resisting. In the source text, Mrs. Ramsay’s judgment
of Lily as a fool is rooted in her belief that Lily’s refusal to marry is foolish and contrary to what
she perceives as a woman’s natural role. Mrs. Ramsay’s “simple certainty” about the necessity

of marriage for women drives her condescending view of Lily. By translating the phrase to
include “Z54&" (“get married”), T4 effectively captures the reason behind Mrs. Ramsay’s
judgement. It clarifies that Lily’s perceived foolishness is directly linked to her resistance to the
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expectation of marriage. T4’s translation thus reflects and reinforces the feminist themes by
emphasising Lily’s continuous struggle and ultimate bravery and by highlighting Lily’s

autonomy and her rejection of a life path defined by patriarchal norms.

To summarise, while translating Example 1, Xie Qingyao (1946) significantly alters the
source text's tone, depth and type, incorporating the translator's interpretations,
understandings and even biases. For example, Xie shifts to present the character’s judgment
of Mrs Ramsay’s behaviour and attitudes, which modifies the tone and injects a subjective
viewpoint which is not present in the original. In T2, Qu Shijing’s translation (1988) downplays
the tone and misinterprets Woolf's narrative irony. For example, Qu misrepresents the ironic
tone, suggesting that Mrs. Ramsay offers valuable lessons. In T3, Ma Ainong's translation
(2003) preserves and modifies the source text's meaning and tone. She carefully maintains
the narrative’s nuances and subtleties. In T4, Li Xiaoyan, Tian Zezhong and Meng Yuanning

(2017) remain faithful to the source text while enriching feminist themes.

4.3.2 Case Study 2: Domestic Responsibilities Associated with Gender Roles

To the Lighthouse offers a profound critique of the entrenched gender roles of the early
20th century, particularly regarding housework, social activities and emotional caregiving - all
through a feminist lens. The novel portrays the rigid expectations placed on women to manage
domestic responsibilities, to facilitate social interactions and to provide emotional support,
often at the expense of their own aspirations and well-being (Khirsat, 2012). Housework is
depicted as the realm of women, especially through the character of Mrs. Ramsay, who is
shown managing the household, caring for her children and ensuring the comfort of her
husband and guests. This portrayal underscores the societal expectation that women should
find fulfilment and identity in domestic labour, while men like Mr Ramsay are largely absent
from these tasks, emphasising a gendered division of labour where intellectual and
professional pursuits are reserved for men (Daugherty, 1991). Social activities further reinforce
these roles, with women expected to be facilitators and nurturers, orchestrating gatherings to
ensure social harmony while men engage in discussions and activities which highlight their
intellectual capabilities (Seshagiri, 2004). Emotional caregiving is also predominantly the
responsibility of women, with Mrs. Ramsay serving as the emotional anchor for her family,
constantly attuned to the needs and feelings of others, in contrast to Mr. Ramsay's emotional
detachment and reliance on his wife for validation and support (Caputo, 2021). Through these
portrayals, Woolf critiques the patriarchal structures which confine women to supportive roles

and which advocate for greater recognition of women's contributions and autonomy. For
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instance, characters like Lily Briscoe, who defies traditional roles by pursuing her passion for
painting, represent Woolf's advocacy for female autonomy and the pursuit of personal
fulfilment beyond societal expectations. In Example 2, Lily comments on the societal "code of
behaviour" which gives a mandate to women to prioritise men's needs, even at the expense

of their own pursuits, as it shows:
Example 2:

“There is a code of behaviour, she knew, whose seventh article (it may be) says that
on occasions of this sort, it behoves the woman, whatever her own occupation might be, to go
to the help of the young man opposite so that he may expose and relieve the thigh bones, the
ribs, of his vanity, of his urgent desire to assert himself; as indeed it is their duty, she reflected,
in her old maidenly fairness, to help us, suppose the Tube were to burst into flames (Woolf,
1927, p.73).”

This scene unfolds during a dinner where Mr. Tansley feels out of place and desperate
to assert himself in the conversation. Lily Briscoe perceives his discomfort and the societal
pressure of the "code of behaviour" for her to help him, reflecting on the ingrained belief that
women should facilitate men's self-expression. However, because Mr. Tansley looks down on
Lily, dismissing women's abilities to paint and write, she recalls how he sneered at women,
saying they "can't paint, can't write," and questions, "why should | help him to relieve himself?”
(Woolf, 1927, p.73). She resists this expectation, questioning why she should assist someone
who undermines women's talents. This internal conflict illustrates Woolf's critique of the "code
of behaviour" which gives a mandate to women to subordinate their activities to support men's
vanity and self-assertion. While translating this internal conflict, the four translations have

different translation shifts.

Source text “There is a code of behaviour, she knew, whose seventh
article (it may be)says that on occasions of this sort, it
behoves the woman, whatever her own occupation might be,
to go to the help of the young man opposite so that he may
expose and relieve the thigh bones, the ribs, of his vanity, of
his urgent desire to assert himself; as indeed it is their duty,
she reflected, in her old maidenly fairness, to help us,
suppose the Tube were to burst into flames (Woolf, 1927,
p.73).”
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Translator

Target text

Literal translation

T1 Xie Qingyao (1946).

A EAINERE b
MBEHAER R B2
B T ARESE KATRHE
LEER", BHEBOAE

XK TE. ATABRHEEM
We? [ gt sk Xt 5K T —
T

Lilian, who was sitting
opposite  him, had long
noticed his uncontrollable
Thinking of his

absurd theory that "women

impulse.
can't write; women can't
paint," her sympathy for him
cooled down. Why help him?
So she just gave him a slight

smile.

T2 Qu Shijing (1988)

WHERXA—ETAHNE
W, (LFR)EMNELFIR,
B BXMER, —fNE%k,
ARV IR AT IRME, 4
XEERE BXEBRNETES
¥, EEBERERRME
A0RR B — AROR A FE A9 FE R
L, HEMEREFIECHE

NERE, WwRELZ AFE
EHZSEREERES, 35
FHAMNEMENHERE X
RN =M, Rantb T 8kE
BRI ABIIE, A, A8,
HEESM BB ELERK
T %=,

i?q

She knew there was such a
set of behavioral guidelines,
(perhaps) its seventh rule
saying that in this situation, a
woman, regardless of her
professional status, had the
obligation to help the young
man opposite her, enabling
him to reveal his deeply
hidden vanity, like ribs and
leg bones, and satisfy his
urgent desire to express
himself. She considered the
matter with the fair and
reasonable attitude of an old
maid, feeling it was similar to
the responsibility men indeed
have to help women. For
instance, if the subway
exploded and caught fire,
then, she thought, | would
certainly expect Mr. Tansley

to rescue me.
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T3 Ma Ainong (2003)

sEE, R ER AT
W, HPEEER(ABTIE)

ME, BEXMIER, NIZH
TA—EWMMENZH A
BR EEMXENER

BT, LR EMEE—F
LR I RESR/ O AR 2 B Bk
WRBRIRI. BEIMEK,
RZLZHRENATFRENTS
Eixi8E, muRibH%ER
K, AT XEHE A
WA

She knew that there was a
code of conduct in the world,
and its seventh rule
(probably) stipulated that in
such situations, it should be
the woman—regardless of
her profession—who helps
the young man opposite her,
allowing his deeply hidden
vanity and strong desire for
self-expression, like ribs and
leg bones, to be displayed
and relieved. She imagined
this with the fairness and
reasonableness typical of an
old maid; and if a fire broke
out in the subway, they would
have the obligation to help us

escape.

T4: Li Xiaoyan, Tian Zezhong
& Meng Yuanning (2017)

SERER —FIT AN, A
FEFRBR)RE, AXFE
AT, TRETANLREMA
A EBIE N K B B X E AR
BN, EFMEMEMREREE
USSR SR OMERILE C /Y
SEAEE, RR NEEZ
R, REHS%RRE
K, XL LA ER
&, BIMBE X EREIEA.

FESR
B/

She knew there was a code of
conduct, and its seventh rule
(probably) said that in such
situations, no matter what a
woman was doing, she ought
to help the young man
opposite her, seeing through
his vanity and strong desire to
express himself, hidden ribs
and leg bones, and alleviating
his anxiety. Similarly, if the
subway suddenly caught fire,
she thought with the fairness
typical of an old maid, they
would have the obligation to

rescue us.

Table 4. 8 Chinese translations of Example 2.
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T1 Xie Qingyao (1946) deviates from the source text, emphasising his interpretations
rather than maintaining fidelity by omitting its content and cross-references to other parts of
the text. To maintain consistency, Xie choses to omit certain sections when confronted with
phrases in the book which exceed his translation abilities (Xie, Preface). While translating
Example 2, Xie uses the methods of rewriting, omitting and cross-referencing to other parts of
the text to achieve cohesion. The "code of behaviour" mentioned in the passage symbolises
the rigid and unwritten rules governing social interactions, particularly between men and
women. Woolf suggests that these rules compel women to subordinate their own needs and
actions to support men in their desire to showcase their vanity and assert their dominance. In
contrast, Xie's translation omits this nuanced reflection, focusing instead on Lilian's reaction
to the man's sexist belief that "women can't write; women can't paint." This shift reduces the
complexity of the internal struggle and social commentary, replacing it with a direct response
to sexism and a simple action of giving a slight smile. Consequently, the translation proposes
an opposite and more radical meaning that Lily is unprepared to ‘help' Tansley, whereas the
source text ironically concedes that this is a reasonable request, focusing more on immediate

reactions rather than broader societal norms and personal duty.

While translating Example 2, T2 Qu Shijing's translation features underplay the source

text’'s meaning. Qu translates the phrase " whatever her occupation might be, to go to the help

of the young man opposite” as "—f{i/i3%z, AICHEAYERIIEENME], B XS EEBIXIEARU

BB (“awoman, regardless of her professional status, had an obligation to help the young

man opposite her”)." This translation mistranslates “whatever her occupation might be” into

“BRMl(“job”) HB{3z(“status”).” In the source text, Woolf emphasises that even if the woman is

occupied with something important or meaningful to her, this "code" dictates that she should
set it aside to assist a man, reinforcing the idea of women’s subordination to men. The phrase
“whatever her occupation might be” in Woolf’s text can be interpreted as referring to "whatever
women are doing at that moment" because in the early 20th century, when Woolf was writing,
women had few opportunities to engage in professional work, and the societal expectation

was that women primarily fulfilled the roles of housewives and mothers, rather than pursuing

careers or personal ambitions outside the home. Qu used the addition method to add “¥.5%

(“obligation”), suggesting a moral or societal duty to reinforce the idea that this expectation is
a cultural norm and a duty imposed upon women, and they are bound by this obligation to

prioritise men's needs over their own.

Further, Qu's translation of "as indeed it is their duty, she reflected ...... to help us,

suppose the Tube were to burst into flames" introduces additional content and a specific
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example. Qu translates it as "#th...... 5B X GFELAA]HE B RERE RN %M, R
THEBEEANIE, Ba, B8 REESHEEHRFLEERLIE DL X (“She
considered ...... it was similar to the responsibility men indeed have to help women. For
instance, if the subway exploded and caught fire, | would certainly expect Mr. Tansley to
rescue me”)." The phrase in the source text ironically introduces the idea that men also have
a societal duty: to protect and rescue women in life-threatening situations, such as if "the Tube
were to burst into flames." This contrasts with the expectation placed on women, which is to
assist men in something as superficial as exposing their vanity and self-assertion. The irony
is that while women are expected to subordinate their needs and actions to support men in
their desires, a man’s duty is framed as heroic and essential, highlighting the imbalance of
these societal roles. Qu substituted the phrase as "%t {5 X 4 LE b8 M A B RER A B

IT&H" (“feeling it was similar to the responsibility men indeed have to help women”). By
adding the words "iX %7 Lt (“it was similar to”)," Qu suggests an equivalence between women's

and men's responsibilities to maintain fidelity of the source text, “as indeed it is their duty",
which downplays the stark differences imposed by traditional gender roles. This choice of
wording diminishes the contrast between the subordination of women’s expected duties and
the gravity of men’s, thereby masking the inherent inequality in these societal expectations.
Overall, Qu's translation softens the critique of gender imbalance by implying the burdens

placed on men and women and underplays the disparities that Woolf's source text highlights.

In T3, Ma's translation faithfully preserves and reinforces the ironic tone in the source
text. As previously mentioned, Ma Ainong's translation was influenced by the 1995 World
Conference on Women in Beijing, which focused on gender issues and women’s rights. In
translating Example 2, Ma consciously reordered the nouns to emphasise the irony in the

source text. For instance, Ma translated the sentence, “he may expose and relieve the thigh

bones, the ribs, of his vanity, of his urgent desire to assert himself " as “LHt{&EHBFIBEE—

HREERIEROIER B R RIAGRIZRI. B2 (“allowing his deeply hidden vanity

and strong desire for self-expression, like ribs and leg bones, to be displayed and relieved”).
In the source text, "thigh bones" and "ribs" imply something deeply buried within, and they are
described as metaphors associated with the human body’s structure to suggest that the man’s
vanity is ingrained as if it were part of his physical being. In Ma's translation, Ma alters the

order of the original sentence, placing "of his vanity" and "of his urgent desire" as the primary

nouns, to emphasise the idea that it is a woman's duty to assist in exposing "EE5=/(> (“vanity”)"

and "IBZIBFFRIAR (“strong desire for self-expression”)." By doing so, Ma shifts the focus
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onto these superficial traits as the central objects of the sentence. Moreover, Ma uses "fi&
(“ribs”)" and "BEE (“thigh bones”)" as metaphors, treating them as adjectives that modify "&E

0y (“vanity”)" and "s&ZIBFEFINAR (“strong desire for self-expression”)," thus underscoring

the ingrained nature of these traits. By reordering the sentence this way, Ma draws attention
to the absurdity of this societal expectation, highlighting the burden placed on women to
support men in fulfilling such trivial desires. In conclusion, this shift in emphasis amplifies the
irony and deepens the critique of gender roles by highlighting women's mere contributions to

male vanity and self-assertion.

T4's translation is characterised by reordering the sentence and adding details to
reinforce the gender roles and make the social critique more immediate and impactful. As
mentioned, Li, Tian and Meng’s translation, published in 2017, was influenced by a period of
heightened feminist activism in China, which stressed women’s rights and subjectivity in

literature creation. For example, when translating, "so that he may expose and relieve the

thigh bones, the ribs, of his vanity, of his urgent desire to assert himself," T4 renders it as "&

G BT SRS REIER OFIRIME CHBEXIEE " (“seeing through his vanity and

strong desire to express himself, hidden ribs and leg bones, and alleviating his anxiety”). T4
introduces several shifts which emphasise the subjectivity of the woman and further develop
the metaphorical imagery present in the source text. In the source sentence, the focus is on
the man's action—his effort to "expose and relieve" his vanity and desire for self-assertion. T4

shifts the focus by reordering the sentence to highlight the woman's perspective, using the

==

verb "&Z" (“seeing through”). This shift emphasises the woman's subjectivity, presenting her

as an active observer who perceives and understands the man's concealed vanity and desires;
it underscores the woman's insight and awareness, rather than her role as a passive

participant in fulfiling the man's needs. Moreover, T4 retains and enhances this metaphor

"thigh bones" and "ribs," which are used as metaphors for "FE5=/)" (“vanity”) and "FIEH Y

IRZIREE" (“strong desire to express himself’), by adding the phrase "f&TFCEAY" (“hidden”)

to modify. By explicitly stating that these qualities are "hidden," the translation deepens the
original metaphor. The man's vanity and desire for self-expression are portrayed as deeply
embedded traits, concealed within him like the ribs and thigh bones within the body. In all, T4’s
translation makes the metaphor more explicit, drawing a clear parallel between the body's
physical structure and the deeply rooted nature of the man's vanity and desires. This preserves

Woolf's original intent and makes the metaphor more accessible and striking to the reader.

91



In summary, T1 by Xie Qingyao (1946) is characterised by diverging from the source
text, emphasising his interpretations over fidelity. T2 Qu Shijing’s translation downplays the
tone and misinterprets Woolf’'s narrative irony. T3 Ma Ainong’s translation (2003) faithfully
preserves the source text's meaning and tone, while intensifying the ironic critique of gender
expectations. T4's translation reorders sentences and adds details to reinforce gender roles

and enhance social critique.

4.3.3 Case Study 3: Intellectual Recognition and Achievements

Virginia Woolf's To the Lighthouse is a profound exploration of gender roles, particularly
of the expectations and recognition of women's intellectual achievements. Through its
characters and narrative structure, the novel delves into the societal norms of the early 20th
century and critiques the limitations imposed on women. Woolf's portrayal of characters like
Mrs. Ramsay and Lily Briscoe critiques the gender norms restricting women's roles and
undervaluing their contributions. Mrs Ramsay’s domestic responsibilities primarily define her
role. When she expresses her intelligence and insight, “Speaking with warmth and eloquence,
she described the iniquity of the English dairy system, and in what state milk ....... when all
round the table laughed; she was laughed at, fire-encircled, and forced to veil her crest,
dismount her batteries” (Woolf, 1927, p.83). Despite her intelligence and insight, she is not
encouraged to pursue or express these qualities like her husband, and her intellectual
contributions are undervalued, reinforcing the idea that women's primary worth lies in their
domestic skills (Prakash, 2014). Lily's character arc addresses the difficulty which women face
in achieving intellectual recognition. Her success in finishing her painting by the novel's end
symbolises a personal triumph over societal constraints. However, it also underscores the
limited recognition which women could expect in a male-dominated society. In Example 3,
Woolf exposes the pervasive attitudes undermining women's capabilities through characters
like Charles Tansley. His dismissive comments about women's abilities reflect broader societal

prejudices which hinder women's intellectual and artistic development, as the example shows:
Example 3:

“For he was not going to talk the sort of rot these people wanted him to talk. He was
not going to be condescended to by these silly women....... They never got anything worth
having from one year's end to another. They did nothing but talk, talk, talk, eat, eat, eat. It was
the women's fault. Women made civilisation impossible with all their ‘charm’, all their silliness
(Woolf, 1927, p.69).”
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In Example 3, Virginia Woolf uses Charles Tansley's interior monologue to expose his
deep-seated misogynistic attitudes. Tansley’s view is set against the backdrop of a dinner
scene where he, Mrs. Ramsay and Lily Briscoe are present. As Mrs Ramsay takes her place
at the head of the table, “nothing seemed to have merged. They all sat separately. And the
whole of the effort of merging and creating rested on her” (Woolf, 1927, p.67). She feels that
“as a fact without hostility, the sterility of men, for if she did not do it nobody would do it” (Woolf,
1927, p.67). She questions the value of her life, feeling that her effort to merge and create
harmony among the guests is a lonely and thankless task (Mohammed, 2021). Charles
Tansley’s irritation grows as he perceives the conversations around him as meaningless and
superficial. His thoughts reveal a stark contrast between his seriousness and the perceived
triviality of the women's chatter (Wang, 2020). He is particularly resentful of what he sees as
their endless talking and eating, blaming them for making civilisation impossible with their
"charm" and "silliness”. In summary, Charles Tansley’s interior monologue and interactions
with the women at the dinner table in To the Lighthouse expose the deep-seated misogyny
which undermines women's contributions and perpetuates societal prejudices. Woolf uses
Tansley's character to highlight the pervasive attitudes which devalue women's roles and
emphasise women's struggle to gain recognition and assert their worth in a patriarchal society

(Longo, 2017). Four translators use different methods to translate the interior monologue.

The source text “For he was not going to talk the sort of rot these people
wanted him to talk. He was not going to be condescended to
by these silly women....... They never got anything worth
having from one year's end to another. They did nothing but
talk, talk, talk, eat, eat, eat. It was the women's fault. Women
made civilisation impossible with all their ‘charm’, all their
silliness (Woolf, 1927, p.69).”

Translator Target text Literal translation
T1 Xie Qingyao (1946). AR EEIRXLEETLIMIE, & | He was unwilling to talk about
AR LT L A | hese boring  things. Why

N wm o m | Should he speak nonsense
EIR? ... A TIE g

wmT. BX, BT ..
... B B IXS ot — T AL they were pointless. Every
M. XEEXAMNE L. XA | day, nothing was

with these ignorant

women? ...... He thought
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HEWRK. N BN R
XUEBFIET

accomplished except
eating.... Eat ..... said ......
said. This is the fault of
women. Women are truly a
curse. Their 'magic' has

spoiled the culture.

T2 Qu Shijing (1988)

At P AN 25 B 8 N AR At 35 )
AR IR L o A a] ASEEHRLE B 2R
2 NS At Je SR AL A% S it
Bl —HERk, MK
B 13 A BT 247 4 H 1 2R
oo WA AmAT, St
Y By Y B2 Pa HEe X
RN LH . L AMH
WA AT s AN B R, A8
AR AR T

He certainly would not say the
kind of nonsense those
people wanted him to say. He
definitely did not want those
foolish women to condescend
to him and give extra
favour....... All year round,
they never get anything of
value. They do not do
anything, just talk, talk, talk,
eat, eat, eat. This is all the
fault of women. Women use
all their 'charm' and stupidity

to mess up civilisation.

T3 Ma Ainong (2003)

Al AN B T X N7
LW R, AR
X R R I L N At i A
o FE 5, Wik
Frake WATICprEiE, BRIN
o, RE, O RE, ik, i
W, et IXARE L AN
B W NHIATR S, H
aAI B LR, AR/
WK

Because he did not want to
follow the will of these people
again to talk nonsense, he
was unwilling to let these
foolish women condescend to
him ....... Year after year,
they gain nothing. They do
nothing all day but chat, chat,
chat, eat, eat, eat. This is all
the fault of women. Women
use their 'charm' and their
stupidity to make civilisation
detestable.
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T4: Li Xiaoyan, Tian Zezhong
& Meng Yuanning (2017)

DR Al AN AEL 8 8 2 3] N AR LA
VAR MARIEIX B IR
() Lo NAE At i Al 5% — AR
AT — RSk AT
wE A2 H0E 2R
P WA A AMg, R
LT AN A A e N 1
e WANFEACK BRI, &
AUATHEEE, LT A

Because he did not want to
say the nonsense that others
wanted him to say, he did not
want these foolish women to
put a gracious face in front of
him....... All year round, they
get nothing of value. They do
nothing, just talk and talk, eat
and eat. This is the fault of
women. Women rely on their

'magic’ and their stupidity to

make civilisation impossible.

Table 4. 9 Chinese translations of Example 3.

Xie's T1 translation is characterised by incorporating the translator's interpretations
and biases, rather than prioritising fidelity to achieve consistency. As noted in the Preface,
Xie's translation omits certain aspects of the source text and cross-references other parts with
the translator's interpretation and subjective thinking. For instance, Xie translates “For he was

not going to talk the sort of rot these people wanted him to talk. He was not going to be

condescended to by these silly women” as "AEERIXLTCHIANE, AHTABRIXESTH]
L AREER" (‘He was unwilling to talk about these boring things. Why should he speak

nonsense with these ignorant women?”). "Rot" is translated as "[&iE" (“nonsense”),

maintaining the implication of meaningless or foolish talk. The source text shows that Charles
Tansley refuses to engage in what he perceives as a "rot" conversation which others,
particularly women, expect him to participate in. He views himself as being above such "rot"
or unmeaningful conversation, asserting his intellectual superiority and refusing to be
"condescended to by these silly women." His refusal to engage is less about rejecting triviality
and more about revealing his arrogance and misogyny. Xie’s translation employs the rewriting

method to accentuate Tansley's prejudices and sense of superiority. The substitution of words

such as "FGHIAIE" (“boring things”) and "FoXIAYZZ A" (“ignorant women”) intensifies the man's

arrogance and misogyny, making his contempt more pronounced. By shifting from "rot" to
"boring things" and from "silly" to "ignorant," Xie amplifies the man's condescending attitude

and makes his sense of superiority more evident. This translation choice emphasises Charles

Tansley's internal biases more clearly. Furthermore, the translation "IZ AEZ4®/K" (‘Women
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are truly a curse”) employs an additional method by introducing the term "#&7K" (“curse”) to

stress the fault of women. The term "#&7K" (“curse”) is strong in Chinese, implying that women

bring disaster or misfortune, which further amplifies the character's blame on women. This
term intensifies the negative portrayal of women, aligning with the character's misogynistic
views. Overall, Xie employs the rewriting and addition method to amplify Tansley’s

condescending attitude and misogynistic views, effectively conveying his internal biases.

T2 reorders the sentences and uses the substitution method to maintain the ironic
meaning of the source text. As mentioned before, Qu, as the first prominent Chinese scholar
to study Virginia Woolf's works, keeps the ironic tone in the source text, which is crucial for
conveying the underlying critique of the male character's views on women. For instance, Qu

translates “women made civilisation impossible with all their ‘charm’ and all their silliness" into
"ZAFBIENER BAOMNEE, IBXBEREAMET" ("Women use all their 'charm’

and stupidity to mess up civilisation”). This phrase reveals that Charles Tansley's belief that
women hinder true civilisation stems from his insecurity and desire to assert dominance over

those whom he deems weaker. His perspective highlights his own limitations, rather than those

of women. By substituting "silliness" with "FBE" (“stupidity”), the translation intensifies the

ironic tone of the original, making Tansley’s contempt for women even more pronounced. The

original English word "silliness" carries a connotation of foolishness, which is less harsh than
"BE" (“stupidity”). This substitution underscores the character's deep-seated misogyny
clearly and forcefully. Additionally, Qu reorders the sentence to emphasise women actively
using their "#%J (“charm”)" and "BE(“stupidity”)" to disrupt civilisation. This reordering shifts

the focus from a passive observation of women'’s impact on civilisation to an active portrayal
of women as agents of destruction; it enhances the sense of blame which Tansley places on

women, amplifying the negative sentiment behind his words.

Ma’s translation (T3) is characterised by preserving the critical and ironic tone of the
source text in changing the narrative perspective. As mentioned before, Ma was deeply
influenced by the 1995 World Conference on Women in Beijing, which stressed women’s rights

and subjectivity. Ma substituted the sentence “They never got anything worth having from one

year's end to another. They did nothing” with three Chinese idioms “EE5—% (“Year after

year’) , —ZGAT3X (“they gain nothing”), IoATE & (“They do nothing”)”. Each idiom

encapsulates a different aspect of the original text, capturing the repetition and futility in "8E&
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—&E" (“year after year”), the sense of worthlessness in "—JGRT3%" (“nothing gained”), and the

inactivity or lack of purpose in "JGETEE" (“idly doing nothing”). The English phrase "They

never got anything worth having from one year's end to another" conveys a sense of futility in
Tansley’s attitude and reflects his deep-seated misogyny and his belief that women are
inherently unproductive. He dismisses their activities as meaningless. These idioms thus
heighten the emotional impact of the original text, making the contempt and disdain in
Tansley's words even clearer. By employing Chinese idioms, Ma taps into culturally resonant
expressions which carry connotations familiar to Chinese readers. In summary, the three
Chinese idioms not only preserve the essence of the original text but also intensify its

emotional impact, making Tansley's contempt more pronounced and culturally resonant.

T4 is characterised by its use of rewriting and substitution methods to keep its fidelity
to the source text and its intensification of the meaning and tone of the source material. T4

translates " For he was not going to talk the sort of rot these people wanted him to talk. He

was not going to be condescended to by these silly women " as "[E ot A8 15 BRLL I AZELL

iRAEE. AEIXERENTATMEEIEH—RIBEAEEF" (‘Because he did not

want to say the nonsense that others wanted him to say. He did not want these foolish women
to put on a gracious face in front of him”). This effectively conveys Tansley's defiance against

external pressures and his disdain for what he views as the condescending behaviour of
women. For instance, the term "[EiF" (“nonsense”, “rubbish”) is a strong, dismissive
expression which highlights the character's contempt for the conversations which he is
expected to participate in. While "rot" in the original English suggests speech that is
meaningless or worthless, "[EiE" (“nonsense”, “rubbish”) in Chinese retains the original
meaning by more explicitly labelling the speech as utterly worthless and irritating. This choice
underscores Tansley's strong aversion to conforming to social expectations, especially those
which he considers beneath him. Additionally, the phrase "BEZR9tEF" (“gracious face”) is
particularly insightful, as it captures the subtlety of Tansley's resentment towards what he

perceives as the women'’s condescending attitude. In the source text, Tansley's disdain is

directed at the perceived superiority and silliness of women. By substituting "condescended

to" with "IEH—aIEBZAIHEF" (“put on a gracious face”), T4 highlights that Tansley feels

patronised by women as if they are granting him some sort of favour, which he finds intolerable.

This translation not only conveys the original intent but also introduces a layer of cultural

context, as "B" (“gratitude”) and "83" (“award”) in Chinese imply an unwelcome sense of
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superiority or patronage. To sum up, T4 remains faithful to the original meaning and adapts it
to resonate with cultural and linguistic nuances in Chinese, providing a deeper understanding

of Tansley's character and the themes of the novel.

In T1, Xie's translation involves significant rewriting and includes the translator's

subjective interpretation. Xie omits parts of the source text and introduces new phrases,

reflecting his views. For example, he uses the term "#&7K" (“curse”) to emphasise women's

guilty, showcasing his interpretative approach. T2 rearranges the sentences and employs the

substitution method to preserve the irony of the source text. For instance, Qu reorders the

sentence to highlight women actively using their "#J (“charm”) and "B% (“stupidity”) to

disrupt civilisation. Ma’s translation (T3) is marked by its ability to retain the critical and ironic
tone of the source text through a shift in narrative perspective. For instance, Ma uses three
idioms which preserve the original text's essence and amplify its emotional impact, making
Tansley's contempt more vivid and culturally relevant. Meanwhile, T4 is distinguished by its
use of rewriting and substitution methods to maintain fidelity to the source text while
intensifying its meaning and tone. For instance, T4 emphasises Tansley’s sense of being
patronised by the female characters in the novel, as if they are bestowing a favour upon him,
which he finds unbearable. Overall, this translation offers a deeper insight into Tansley’s

character and the broader themes of the novel.

4.4 Conclusion

This chapter presents a comparative analysis of four Chinese translations of Virginia
Woolf’s novel To the Lighthouse. The study utilises a specially constructed corpus comprising
the chronology of four translations to explore the translation shifts and strategies adopted by
the translators, focusing on how themes of social expectation and gender binaries are handled
across various temporal and spatial settings. By examining different 'optional shifts', the
research examines the nuances and motivations underlying the linguistic, cultural and
historical adaptations in transmitting Woolf’s feminist ideas. The key findings of this study can

be summarised as follows:

Xie Qingyao's (1946) is the oldest Chinese translation, and it diverges significantly from
the source text, reflecting his interpretations and biases; meanwhile, it omits content and
cross-references to achieve consistency. For instance, Xie’s portrayal of Mrs. Ramsay as

“‘domineering” and “arrogant” simplifies Woolf's nuanced character, reducing her complexity.
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Additionally, Xie overlooks subtle reflections in the text, instead amplifying the man's sexist
remarks by translating phrases like "boring things" and "ignorant women," which intensifies
his arrogance and misogyny. Overall, Xie’'s translation is probably the least faithful to the

feminist essence of the original work.

Qu Shijing (1988), the first major Chinese scholar to study Virginia Woolf's works,
often reorders sentences and uses substitutions to preserve the source text's irony but
sometimes weakens its tone or misinterprets Woolf's narrative irony. For example, Qu
mistranslates Mrs. Ramsay's judgment as valuable guidance, which contrasts with the original
depiction of her views as simplistic. Additionally, Qu's addition of "it was similar to" in another
translation downplays the significant differences between women's and men's roles, thereby

diminishing the critique of traditional gender expectations.

Ma Ainong's (2003) translation employs substitution, addition and reordering to
reinforce the source text's ironic tone. For instance, Ma reorganises sentence structure to
emphasise Lily’s defiance against societal expectations and alters sentence order to focus on
vanity and self-expression as central themes. Additionally, Ma uses culturally familiar idioms
to amplify the emotional impact, making Tansley's disdain more pronounced and resonant for

Chinese readers.

Li Xiaoyan, Tian Zezhong, and Meng Yuanning's (2017) co-translated work is
characterised by sentence reordering and added details, which aim to remain faithful to the
source text while enriching it with more profound meaning and feminist themes. For instance,
they employ additional and rewriting strategies to clarify Lily's challenge to societal
expectations, explicitly introducing the phrase "get married" to emphasize her resistance to
traditional roles. Additionally, they reorder sentences to highlight Lily’s perspective, portraying

her as an active observer who sees through man’s vanity and desires.

In conclusion, this investigation accentuates the corpus's unique linguistic, cultural and
historical translation shifts, illuminating the translators' methods in rendering into Chinese the
Woolf’'s feminist narratives which Woolf creates regarding social expectations and gender

identity.
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Chapter 5: Translating Gender Fluidity and Androgyny in Virginia Woolf's Orlando: A
Biography

5.1 Introduction

Gender fluidity, according to Margaret Robinson (2019) in Two-Spirit Identity in a Time
of Gender Fluidity, describes the idea that gender is not fixed or binary, but can change over
time and across different contexts. It challenges strict classifications of gender as solely male
or female, acknowledging instead that individuals may experience and express their gender
in ways that are flexible, dynamic, and dependent on the context. Thus, gender is considered
an individual’s self-identification and is fluid and continuous. Androgyny, concerning gender
identity, refers to the combination of masculine and feminine characteristics. Sigmund Freud
was among the first to propose the theory of human beings’ androgynous subconsciousness
and posited that feminine and masculine features coexist in personality through a dialectical
process (Liu 2017). Virginia Woolf was among the first to articulate the idea of psychological
androgyny in literature and literary criticism. She proposed that the most creative minds are
not bound by rigid gender binaries but instead embody a fusion of masculine and feminine
qualities. In A Room of One’s Own, she asserts that “if one is a man, still the woman part of
the brain must have effect; and a woman also must have intercourse with the man in her”
(Woolf 1929, p.71).

Virginia Woolf (1882- 1941), a prominent figure of modernism and feminism in the 20th
century, challenges conventional notions of gender identity, social norms, and expectations
through her novel Orlando: A Biography. The story describes the life of its main character,
Orlando, a nobleman who, after living as a thirty-year-old man for several decades, awakens
in Constantinople as a woman. Orlando subsequently navigates the world both as male and
female despite his or her assigned sex (Haner 2022). In this context, the gender a person
identifies with does not necessarily correspond to the biological sex assigned at birth. Instead,

it is a social construct that can be manipulated and performed (Li and Zhong 2022).

Through Orlando’s androgynous experience, Woolf challenges traditional notions of
gender by blurring the boundaries between masculine and feminine characteristics,
highlighting the fluidity and variability of gender expression. Woolf (1928, p. 93) asserts that
“‘whether Orlando was most man or woman, it is difficult to say”. Woolf’'s representation of
Orlando as a character who embodies this fluidity, conserving both masculine and feminine
traits and defying gender binaries, underscores the idea that gender is not limited to fixed and

immutable characteristics but rather exists on a continuum of fluidity and variability. Through
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Orlando’s gender fluidity, Woolf challenges the patriarchal structures of society, particularly the
limitations imposed on how women dress, attitudes towards females, and conventional notions
of gender identity. Her exploration of themes such as androgyny and gender fluidity continues

to inspire readers almost 100 years after its publication.

Thus far, existing literature on Woolf’s Orlando: A Biography has mainly focused on the
novel’s perspectives on gender and androgyny from a literary perspective. Some studies have
examined how Woolf’s portrayal of gender fluidity and androgyny challenges traditional gender
roles and social norms. For example, Haner's work (2022) entitled The transgender
experience: Cross-dressing and sex-change in Virginia Woolf’'s Orlando emphasises the
importance of the emergence of the transgender protagonist Orlando who creates sexual
fluidity and blurred gender identities. Similarly, Li & Zhong’s work (2022) argues that Woolf’s
androgynous aesthetics challenge binary gender norms and reflect her belief in the importance
of androgyny for achieving a more harmonious and balanced society. Li & Zhong conclude
that Woolf's androgynous aesthetics are relevant to her own time and have broader
implications for contemporary gender discourse.

So far, only one piece of research related to the Chinese translation of Orlando has
been identified in the China National Knowledge Infrastructure (CNKI), China's most
prominent academic digital database. Lin Jiani (2008), in his MA dissertation entitled A Study
on the Translation of Orlando into Chinese, explores the social and cultural factors that impact
the translators’ decision-making processes from selection, through the translation process, to
editing and the final publication of the translation. Lin employs Lefevere’s rewriting theory,
emphasising that rewritings serve particular ideological, political, or aesthetic agendas, and
that translators play a significant role in shaping how literature is received across cultures. He
argues that the rewriting of Orlando into Chinese plays a crucial role in tapping into the rising
feminist sentiments in China and questioning established gender roles. Lin’s dissertation
examines only two translated versions of Orlando and concludes that these versions have
created two distinct images of the original work within Chinese culture: one as an ‘unnoticed
great’ work by a remarkable writer and the other as a classic work by a canonised writer.
However, Lin’s work does not address the challenges faced by translators in capturing the
themes of gender fluidity and androgyny, nor does it discuss their approach to conveying the
book’s historico-cultural contexts and literary references. There is no exploration of how the
translators ensure that the translated versions reflect Woolf’s feminist perspective or the extent
to which the translations contribute to the evolving feminist literary discourse in China.
Furthermore, Lin does not investigate how the translators’ choices impact the interpretation
and reception of the translated versions. As the only available work discussing the translation

of Orlando into Chinese, Lin’s research has undoubtedly motivated me to explore these
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questions further. In summary, there has been only minimal systematic translation-related
research conducted on Woolf’s works as a whole, let alone on the translation of Orlando into
Chinese. To address this research gap, this study aims to answer the following research

questions:

Q1: What kinds of translation shifts have the Chinese translators employed in translating the

themes of gender fluidity and androgyny in Orlando: A Biography?

Q2: To what extent do the Chinese translators’ historico-cultural backgrounds shape their
interpretation and decision-making in translating Woolf’s feminist ideas over time and space?
Q3: How do the Chinese translators navigate the balance of translation shifts between fidelity
to the original text and the need for the translation to resonate with Chinese audiences
regarding gender fluidity and androgynous themes through the three case studies: clothing,

attitudes towards female writers, and conventional notions of gender identities?

To address these research questions, the following sections will introduce the research
methodology and the datasets used for this study. | will then demonstrate in my data analysis
that the work of Wei Hong and Min Le (T1) is characterized by extended explanatory
paraphrases, as if conscious of their primary task in introducing the cultural specificity of this
work of English literature to Chinese readers. However, they combine this with a feminist
sensitivity to the social constraints placed on women (both within and beyond the text) by
sometimes intensifying the effect of Woolf’s words. It will show that Lin Yan’s translation (T2)
is a faithful, formal, academic approach to Woolf’s novel, using explanation where necessary
and remaining sensitive to the feminist nuances in the source text. The chapter indicates that
Ren Yiming’s translation (T3) is an evocative feminist rendering of Orlando, which sometimes
expands upon and intensifies the source text’'s condemnation of the societal limits women face,
for example, by using rhetorical devices. | also trace how Hou Yiling’s academically competent
translation (T4) sometimes underplays — from a linguistic perspective —the way Woolf’s source
text contests the treatment of women and appears to be an exercise in neutral literary
translation that lacks the feminist ‘urgency’ of the other translations. My conclusion will

summarise the key research findings and future research outlook.

5.2 Methods

5.2.1 Dataset

Integrating case studies and a corpus-based approach proves to be mutually

advantageous. The corpus-based approach provides insights into the linguistic contexts and
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is a valuable tool for identifying case studies (McEnery 2019; Li 2023). The combination
enables a comprehensive analysis of the four translated versions of Orlando. As can be seen
in Table 1, my self-built corpus consists of two datasets: dataset 1: the source text of Orlando:
A Biography written by Virginia Woolf (ST); dataset 2: a self-built diachronic Chinese
translation corpus that includes four translated versions of the work — Wei & Min 1994
(hereafter T1), Lin 2003 (T2), Ren (2014) (T3), and Hou (2021) (T4). In this study, | will use
corpus data for two specific purposes. Firstly, the corpus data is the basis for selecting and
conducting the three case studies, allowing for a focused exploration of specific aspects of
gender fluidity and androgyny. Secondly, the analysis of these case studies is underpinned by
the evidence elucidated from the corpus, ensuring a robust and reliable foundation for
examining gender fluidity and androgynous gender identities. In my self-built corpus selection
process, | have used two critical criteria: 1) publication period and 2) availability of electronic

versions in mainland China.

ST/TT | Authors/ Version Publication Date Publisher Place
Translators names
ST Virginia Woolf | Orlando: A | 1928 Hogarth UK
Biography Press
T1 P& R K| EEZ | 1994 Harbin Harbin
(Wei Hong | % id Publishing
andMinLe) | (Orlando: A House
Biography)
T2 MHE(Lin Yan) | B % £ | 2003 People's Beijing
(Orlando) Literature
Publishing
House
T3 f£ — 1y (Ren | B = £ | 2014 Shanghai Shanghai
Yiming) (Orlando) Translation
Publishing
House
T4 £ % W(Hou | B 2% £ | 2021 Tianjin Tianjin
Yiling) (Orlando) People's
Publishing
House

Table 5. 1 Chinese translations of Orlando: A Biography
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Although Woolf's A Room of One’s Own was first introduced to China in 1929 and
subsequently first translated and published in 1947 during the first wave of the Chinese
feminist movement, it was almost 50 years later that Orlando started to gain the attention of
Chinese readerships. Due to prevailing socio-political conditions over the following three
decades, works from capitalist countries, including those by Virginia Woolf, were banned in
China. However, since the reform and opening-up (1978—present), China's policies have
become more open, and interest in Western literature has grown, leading to the reintroduction
of authors like Woolf into Chinese literary discourse. Woolf's novels have been re-translated
into Chinese, reflecting the renewed appetite for foreign literature. Among her works, Orlando:
A Biography (1928) emerges as the most frequently re-translated novel, indicating its

sustained popularity among Chinese scholars and readers.

The first translation included in this self-built diachronic translation corpus is Wei Hong
and Min Le’s translation in 1994. There is little information available about these two female
translators, except for their roles as lecturers at universities. 1994 saw the first translation of
Woolf’s Orlando into Chinese. This significant milestone in introducing the novel, and notably
the ideas of gender fluidity to Chinese readers, was influenced by several historical, social,
and economic factors. Their translation forms part of the Houniao series, which consists of
nine Western literary works; the series aims to introduce philosophies and ideologies prevalent
in Western literature and society. The series was proposed by over 15 higher education
academics who form part of the non-governmental Chinese and Western literary association;
these scholars sought to introduce Chinese readers to ‘unfamiliar foreign masterpieces’ while
showcasing their unique artistic styles and philosophies (Wei & Min 1994, preface). This
intention is reflected in their use of extended explanatory paraphrases as part of their
translation decision process. The publication of Orlando in 1994 was clear evidence of the
new policy that encouraged cultural exchanges and promoted cultural diversity in an evolving,
cosmopolitan society.

Since the establishment of the People's Republic of China in 1949, China has
embraced Marxist ideology and Marxist feminism, which emphasise the interconnected
struggles of class and gender. This framework advocates for the liberation of women through
collective organisation within the working class, aiming to dismantle the patriarchal structures
that perpetuate gender inequality. However, Marxist feminism in China has generally
concentrated on economic roles and material conditions rather than challenging gender
binaries or examining non-normative gender identities. Throughout much of the 20th century,
due to limited resources and socio-political turbulence—including the Great Chinese Famine
and the Cultural Revolution—as well as the broader Cold War context, literary production and

translation were subordinated to political and economic imperatives (Li, 2008). All cultural
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activity, including publishing and academic work, served state goals of ideological
reinforcement and socialist development.

In contrast, contemporary China has undergone a shift. With the marketisation of
publishing, institutions now enjoy greater autonomy in selecting topics, allowing for a broader
spectrum of diverse and ideologically plural publications. This has created opportunities for
works that address emerging feminist and gender non-conforming discourses, including those
related to transgender identities, which, although still sensitive in public discourse, have begun
to gain visibility in both academic and activist circles. Within this context, the translation and
reinterpretation of texts like Orlando take on new significance—not only reflecting evolving
feminist concerns but also subtly challenging normative assumptions about gender. The
transition from class-based Marxist feminism to a more fluid, identity-conscious discourse
signifies a significant ideological shift. Additionally, the introduction and fansub translation of
Sally Potter's film ‘Orlando’ to Chinese markets was arguably another critical factor in
increasing the exposure of Woolf's literary works and stimulating debates around gender
fluidity and gender identity to broader audiences.

Since the 2000s, there has been a surge in Chinese translations of Orlando: A
Biography, with an estimated nine distinct translated versions of the work documented in the
Chinese national publication bibliography, Taiwan and Hong Kong. The publications reflect a
changing landscape of gender and feminist ideology within contemporary Chinese academia
and beyond (Liu, 2017). However, despite Woolf's increasing popularity in China, minimal
research has been conducted on the decision-making process of the translators of her works

To build a diachronic corpus, | chose one available electronic version from different
decades. In this self-built diachronic translation corpus, the first translation is Wei Hong and
Min Le’s translation in 1994. The second translation included in the corpus is by Lin Yan,
published in 2003. Lin is a proficient authorised Chinese translator and editor for China's
official Foreign Translation and Publishing Corporation. As stated in the preface, Lin, being a
professional translator, prioritises faithfulness to the original texts. She also incorporates her
subjective expression when engaging with the source text, mainly when translating a feminist
work. Lin’s translation was first published in 2003 by People's Literature Publishing House and
was reprinted in 2015, 2016, and 2022 by other publishers. The inclusion of Orlando in one of
the renowned literary publishing institutions signifies the broader acknowledgement and
nationwide appreciation of Woolf’s literary works. This recognition is a testament to Chinese
society's evolving perspectives on gender-related matters.

The third translation included in the corpus was translated by Ren Yiming. It was
released in 2014 by Shanghai Translation Publishing House and reprinted in 2022. Ren is an

acclaimed translator who focuses particularly on women’s literature. Her personal affinity and
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subjective stance towards women'’s literature and feminism undoubtedly shape her translation
approach, particularly when dealing with texts like Orlando: A Biography.

The fourth translation in the corpus is by Hou Yiling, published in 2021 by Tianjin
People's Publishing House. Hou is a Professor of English Literature at Beijing Foreign Studies
University and is known for translating female writers’ works in China as a male translator.
This is especially important in feminist literary translation, where the translator’s gendered
position can shape interpretive choices. Hou's academic background in English literature
indicates a strong foundation in literary theory and narrative analysis, which may enable a
nuanced engagement with Woolf’s stylistic innovations and thematic complexity. At the same
time, his role as a male translator working extensively with female-authored texts prompts
reflection on how gender identity interacts with translation practice, raising questions about
empathy, authority, and interpretive framing when translating feminist narratives into Chinese.
His work thus plays a crucial role in contemporary Chinese translation studies, where the
translator’s gender becomes an important factor in analysing the transmission and reception

of feminist ideas.

5.2.2 Analytical Approach

As discussed in Chapter 2, translation is a craft that involves replacing information and
statements in one language with information and statements in another (Newmark, 1981, p.7).
This study examines how feminist themes in Virginia Woolf's Orlando, particularly those
related to gender fluidity and androgyny, are preserved, reinterpreted, or transformed in
Chinese translations across different historical contexts. Through Orlando’s experience of
gender transformation from male to female midway through the book—Iiving for centuries,
experiencing different periods and social norms, and finally marrying and realising the value
of life in the creation of poetry—Woolf questions the rigidity of gender roles and challenges
the notion that gender is limited to fixed and immutable characteristics. To compare how
different translators treat Woolf's narratives of androgyny and gender fluidity in the target texts,
| primarily employ qualitative methods by developing three case studies supported by corpus

data to analyse the translators’ decision-making processes over time and space.

The research design and data preparation have been completed in accordance with
the procedure detailed in Chapter 2. The initial critical step of this study involved converting
the English source texts of Orlando: A Biography and the selected Chinese target texts into
TXT format. Next, the aligning process was essential to establish sentence-level

correspondences between the English and Chinese texts for a meaningful comparative
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analysis. Subsequently, | utilised NVivo, an advanced computer software program, as a key
tool. Following a comprehensive review of the source text, detailed notetaking, and the
development of a predefined classification system, | have identified more precise thematic
focuses for this chapter— androgyny and gender fluidity—supported by the tagging of both

the source text and its translations, along with necessary adjustments.

The first code highlights the theme of challenging fixed gender through dress
performance. For example, | tagged the sentences: “There’s the hairdressing, she thought,
“that alone will take an hour of my morning; there's looking in the looking-glass, another hour;
there's staying and lacing; there's washing and powdering; there's changing from silk to lace
and from lace to paduasoy; and there's being chaste year in year out...." This sentence depicts
that Woolf critiques societal expectations imposed on women, particularly regarding beauty
standards, gender roles, and chastity. Through ironic listing, Woolf critiques the performative
nature of femininity in Orlando, highlighting how daily rituals like hairdressing and lacing
reduce womanhood to a series of exhausting, socially imposed tasks—thereby exposing the
artificiality and constraint of fixed gender roles. The second code addresses challenging
gendered perceptions of creativity and literary value through the shifting reception of Orlando’s
poetry. For instance, | tagged the sentences: “She was forced to the conclusion that there was
something in the sneer of Mr Pope, in the condescension of Mr Addison, and in the secret of
Lord Chesterfield which took away her relish for the society of wits, deeply though she must
continue to respect their works.” This moment reveals Orlando’s growing awareness of the
subtle yet persistent misogyny embedded in literary society. Although she continues to admire
these canonical male writers for their artistic achievements, she becomes disillusioned by their
patronising attitudes towards women. Woolf uses Orlando’s change in gender to expose the
exclusionary nature of the male-dominated literary elite, suggesting that women are often
welcomed as muses or objects of flattery but not taken seriously as intellectual equals. The
passage critiques the way women's contributions are undervalued while also asserting a

woman's right to evaluate the very tradition from which she has been excluded.

The third code stresses the theme of challenging conventional notions of gender
identity through gender transformation and gender fluidity. For example, | tagged the passage:
“It seems no difficulty in sustaining the different parts, for her sex changed far more frequently
than those who have worn only one set of clothing can conceive; nor can there be any doubt
that she reaped a twofold harvest by this device.” In this sentence, Woolf explores the fluidity
of gender identity and challenges rigid conventional notions surrounding gender roles and
gender identity. By highlighting how Orlando's ability to shift between male and female
identities allows for a broader experience of life, Woolf critiques the restrictive binary view of

gender. This passage underscores the limitations imposed by strict gender roles and
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celebrates the potential for empowerment when individuals transcend these societal

constraints.

The analytical methodology employed in this study incorporates advanced software
tools—NVivo and Wordsmith 6—to systematically organise and analyse translational shifts.
These tools effectively process the corpus data of the source text and its four translations,
revealing linguistic patterns, frequency distributions, and collocations. The numerical data,
including sentence counts and average lengths, serves as a quantitative indicator of how
different translators have interpreted and adapted Virginia Woolf's feminist ideas across
various versions of Orlando. The variations in sentence numbers and lengths among the
translations suggest that each translator employed distinct strategies to either expand upon
or condense Woolf’s original expressions of gender fluidity, transformation, and challenges to
societal norms. In this sense, the statistical differences presented in the tables are significant
because they not only reveal translation shifts but also highlight how feminist ideas are
received and reinterpreted across cultural contexts, as demonstrated in Tables 5.2, 5.3, 5.4
and 5.5.

Source T1 Wei | T2 Lin Yan | T3 Ren Yiming | T4 Hou Yiling
text Hong & Min | (2003) (2014) (2021)
Le (1994)
Wordcount 79,065 150,342 133,847 145,266 139,526
Sentences in | 2,869 3,360 3,869 4,004 3,948
total
Average 27.56 44.74 34.59 36.28 35.34
sentence
length
Sentences 127 153 171 194 202
with  feminist
ideas
Average 19.66 45.73 35.12 37.51 36.97
feminist
sentence
length

Table 5. 2 Statistics of sentences with feminist ideas
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Table 5.2 reveals several notable patterns across the translations of Orlando. All four
translations exhibit higher word counts and longer sentences than the source text, likely due
to linguistic differences between English and Chinese and the translators' translation
strategies. All translations significantly expand on the source text’s word count of 79,065 words,
with T1 (Wei Hong & Min Le, 1994) having the highest at 150,342 words, followed by T3 (Ren
Yiming, 2014) with 145,266 words, T4 (Hou Yiling, 2021) with 139,526 words, and T2 (Lin Yan,
2003) being the most concise at 133,847 words. Sentence counts also increase across
translations, with T3 and T4 having the highest numbers (4,004 and 3,948 sentences,
respectively), suggesting a modern focus on clarity and sentence segmentation, while T1 has
fewer sentences (3,360) and the longest sentences (44.74 words), indicating a more traditional,
verbose translation style. Whereas the average sentence length reflects that T2, T3, and T4
employ shorter sentences (34.59, 36.28, and 35.34 words, respectively) for improved

readability.

In terms of feminist ideas, all translations increase the number of sentences reflecting
feminist ideas compared to the source text (127 sentences), with T4 featuring the most (202
sentences), followed by T3 (194), T2 (171), and T1 (153), showing that the translators may
have expanded or emphasized feminist themes, either through elaboration or interpretative
translation choices. Additionally, the average length of sentences containing feminist ideas is
the longest in T1 (45.73 words), suggesting a more elaborate exploration of these themes,
while the shortest in T2 (35.12 words) likely prioritizes clarity and segmentation of ideas. T3
(37.51 words) and T4 (36.97 words) offer nuanced representations. In all, the upward trend
from T1 to T4 also indicates a growing sensitivity toward feminist issues over time, with recent

translations (T3 and T4) preserving and possibly amplifying these themes more faithfully.

The data presented in Tables 5.3, 5.4, and 5.5 highlights the number of sentences and
their average lengths that reflect feminist ideas across four translations, focusing on different
thematic aspects of gender transformation and gender fluidity. In Table 3 (Clothing as a vehicle
for challenging fixed gender roles), the source text contains 51 sentences with an average
length of 17.37 words, while T1 (Wei Hong & Min Le, 1994) slightly expands this to 57
sentences but significantly increases the sentence length to 47.09 words, reflecting a more
verbose and traditional translation style. T2 (Lin Yan, 2003) further expands the sentence
count to 66 with a shorter average length of 38.89 words, suggesting a more concise approach.
T3 (Ren Yiming, 2014) and T4 (Hou Yiling, 2021) contain 76 and 75 sentences respectively,
with average lengths of 40.72 and 39.42 words, reflecting a balance between elaboration and
readability. In Table 4 (Challenging attitudes towards women and women writers through
gender transformation), the source text has 39 sentences averaging 16.17 words, while the

translations gradually increase sentence counts that 47 in T1, 54 in T2, 62 in T3, and 66 in T4,

109



with T1 once again features the longest sentences, averaging 48.66 words, while T2 presents

shorter sentences at 37.24 words. In contrast, T3 and T4 strike a balance between elaboration

and readability, with average sentence lengths of 39.68 words and 39.13 words, respectively.

Similarly, Table 5 (Challenging conventional notions of gender identity) reveals an increase in
sentence count from 37 in the source text to 49 in T1, 51 in T2, 56 in T3, and 61 in T4. The

average sentence lengths follow a similar trend, with T1 having the longest at 47.71 words,

while T2 features shorter sentences at 36.44 words, and T3 and T4 maintain a balance with

averages of 39.16 words and 38.78 words, respectively.

Challenging fixed gender | Source T1 Wei | T2 Lin Yan | T3 Ren | T4 Hou

through dress | text Hong & | (2003) Yiming Yiling

performance Min Le (2014) (2021)
(1994)

Sentences in total 51 57 66 76 75

Average sentence length | 17.37 47.09 38.89 40.72 39.42

Table 5. 3 Statistics of sentences with feminist ideas of Challenging fixed gender

through dress performance

Challenging gendered | Source T1 Wei | T2 Lin Yan | T3 Ren | T4 Hou

perceptions of creativity | text Hong & | (2003) Yiming Yiling

and literary value through Min Le (2014) (2021)

the shifting reception of (1994)

Orlando’s poetry

Sentences in total 39 47 54 62 66

Average sentence length | 16.17 48.66 37.24 39.68 39.13
Table 5. 4 Statistics of sentences with feminist ideas of Challenging gendered

perceptions of creativity and literary value through the shifting reception of Orlando’s

poetry

Challenging conventional

notions of gender identity

through gender
transformation and
gender fluidity

Source

text

T1 Wei
Hong &
Min Le
(1994)

T2 Lin Yan
(2003)

T3
Yiming
(2014)

Ren

T4 Hou
Yiling
(2021)
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Sentences in total 37 49 51 56 61
Average sentence length | 18.39 47.71 36.44 39.16 38.78

Table 5. 5 Statistics of sentences with feminist ideas of challenging conventional

notions of gender identity through gender transformation and gender fluidity

Across all three tables, a clear pattern emerges. T1 adopts a verbose and likely more
literal translation style, characterized by significantly longer sentences. T1 may have chosen
to expand upon the source text as part of a cultural adaptation strategy, potentially aiming to
make the material more accessible or comprehensive for readers by providing additional
context. For example, T1 Wei and Min (1994), using addition and rewriting in following Case
Study 1, adapt the unfamiliar concept of "crinoline" culture for Chinese readers by translating
Orlando as being dragged down by the weight of the skirt supported by a lined frame. This
translation choice emphasizes the societal pressures women face to conform to traditional

gender expectations, using attire as a metaphor for these constraints.

In contrast, T2 takes a faithful yet concise approach to Woolf’'s novel, maintaining
sensitivity to the feminist nuances of the source text while translating the language. For

example, T2 Lin (2003) uses the addition and substitution approach in case study 1 to translate

‘crinoline’ as ‘B (circle) ¥Fi(hoop) 7 (lining) #&(skirt) (undergarments or petticoat) to protest

against women's burden in contemporary Chinese society, which is faithful to the original text.

T3 and T4 further develop this trend by increasing the number of sentences that
emphasize feminist ideas, striking a balance between elaboration and readability to ensure
clarity while preserving the depth of Woolf's feminist themes. For example, In case study 2,

T3 Ren (2014) uses substitution and repetition strategies to depict the deep disgust by using
the terms 3 A (literati) 4= (gifted scholar) to emphasize the nature of "the society of wits"

and express the disgusting attitude by 2| 7 (pour out) & H(appetite)(lose appetite). Ren’s

translation expresses the broader systemic impact of gender discrimination in the literary world.
In case study 3, T4 Hou deletes the words in the source text ‘strange and subtle’ but rewrites

‘X | $E #5 (evasive and hard to pin down)’ to depict the characteristic of women that women

are put in a subordinate position, which capture the surface theme. In all, the quantitative
analysis reveals clear patterns across the four translations. Min Le’s translation (T1) is
characterized by extended explanatory paraphrasing, often expanding on the original text to
provide additional context for readers. Lin Yan’s translation (T2) adopts a faithful approach,
carefully selecting equivalent terms and expressions in Chinese to accurately capture the
essence of Woolf’s original work while remaining true to its meaning and tone. Ren Yiming

(T3) moves beyond a literal translation, substituting terms to strike a balance between
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elaboration and readability, ensuring both clarity and depth. Hou Yiling’s translation (T4)
prioritizes maintaining the surface themes of the original for readability but tends to lack

feminist sensitivity.

5.3 Analysis

As mentioned, according to qualitative analysis, this study will mainly focus on
representing Virginia Woolf's feminist ideas by analysing androgyny and gender fluidity,
including a. Clothing as a vehicle for challenging fixed gender roles; b. challenging the
attitudes and conventional notions towards women or women writers through gender
transformation and gender fluidity; c. challenging conventional notions of gender identity

through gender transformation and gender fluidity.

5.3.1 Case Study 1: Challenging fixed gender through dress performance

In Woolf's Orlando, metaphors of clothing, specifically the transition from costume to
custom and the connection between clothing and expectation, are potent symbols that
highlight the constructed nature of gender in society (Bochicchio, 2013; Popova, 2016). Woolf
(1928) often describes the connection between gender and clothing in contradictory ways. On
the one hand, she views clothes as symbolic representations of hidden depths within
individuals. However, she also suggests that clothing can preserve the outward appearance
of male or female identity while concealing the underlying truth.

Woolf uses clothes as a symbol for challenging fixed gender roles. This is highlighted
by Haner (2022), who argues that Woolf’s portrayal of dressing and cross-dressing serves as
a transformative act that challenges societal expectations, illuminates gender fluidity, and
‘regulates the performance of gender by creating the way an individual should be interpreted
and the way that individual relates to the world’ (p. 2170). Thus, it is interesting to identify and
compare how different Chinese translators contrasted these viewpoints that underscore the
notion that gender roles and expectations are not inherent or fixed but rather artificial
constructs imposed by social norms and conventions. On this point, the different translated
versions of Woolf’'s depictions of clothing identify the differences between translators,
capturing their decision-making processes regarding presenting androgyny and gender fluidity.

Example 1 below provides evidence of this dynamic.

Example 1
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‘So she stood mournfully at the drawing-room window (Bartholomew had so christened the
library) dragged down by the weight of the crinoline she had submissively adopted. It was

heavier and more drab than any dress she had yet worn’ (Woolf, 1928, p.136).

Example 1 depicts a scene where Orlando returns to England. She stands sadly by
the window, feels burdened by the weight of her crinoline, a stiffened petticoat made of
horsehair fabric, a type of women’s clothing designed to give an enhanced silhouette to the

skirt in the late 1840s (Everett 2021): The phrasing, including “mournfully”, “dragged down”,

” LT

“‘weight”, “submissively”, “heavier”, and “drab”, is a focused and intense description of how
clothes can be used to critique social constraints on women. Orlando’s subordination is
notable.

Woolf's reference to crinoline evokes a voluminous, wide, bell-shaped skirt that
encircles the entire body, creating the illusion of a smaller waistline. The large size and shape
of this kind of petticoat made it difficult for women to pass through narrow doorways and
passages; the weight made it impractical for women to do labour, reinforcing the idea that
women are fragile and delicate. In this sense, wearing crinoline creates a class distinction
among women and is often associated with middle- and upper-class women (ibid, 2021). By
capturing Orlando’s melancholic state, Woolf hints at the restrictive nature of the fashion
trends of that time and the societal expectations (exemplified by clothes) imposed on her.
Translating this sentence presents several challenges, including the contemporary cultural
context of ‘crinoline’ and how to convey the emotions and subtleties Woolf describes such as

‘mournfully’ and ‘submissively’ in Chinese.

Source text ‘So she stood mournfully at the drawing-room window
(Bartholomew had so christened the library), dragged down by
the weight of the crinoline she had submissively adopted. It
was heavier and more drab than any dress she had yet worn’
(Woolf, 1928, p.136).”

Translators Target texts Literal translations
Wei Hong & Min Le (1994) | F Itt,, #hikzs#hib 7 | So she stood sadly by the window of

ha=mEn (24 | the lounge (as Bartholomew had
already named the study), dragged

TBEEEXHTRT

down by the weight of the skirt with the
BE)  HBELR

lining frame support that she had
Musth #5 32 (9 49 2R = meekly accepted. It was heavier and

ENZHENEER T
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wBE. bt
AR 3L IR &L E I
BEBEAMmMGRZ &

/=
o

more monotonous and lifeless than

any dress she had ever worn.

Lin Yan (2003/2015/2022)

B b, th A& 2= 3 s 7 T
BE (BREEEIL
TRIEKBE) NE
B, EIMMNE EE
HE.EMNEERS
i H AR, I
AT 28 13 A9 R AR M SR Ix
B nE. KEE.
BFEH.

So she stood sadly at the window of
the living room (which Bartholomew
had decorated it as a study) and had
obediently put on the hoop petticoat,
the weight of which felt so great that
she could not stand upright. The
clothes she had worn before had
never been so heavy, grey, and in the

way.

Ren Yiming (2014/2022)

(NS
¥, ERMEEER
= (BEEKZEZIL
ERXMABE) F
B, wHEENEER
5 it ERERE. XK
7 bE 4t 27 13 B9 4R (T AR
IRERE R EMITE,
i BB A5 1750 .

[

She obediently put on the pannier and
stood sadly by the window of the living
room (Bartholomew had renamed it
the study), so pushed down by the
weight of the pannier that she could
not stand upright. It was heavier and
more boring than anything she wore,
and it was a particular hindrance to

movement.

Hou Yiling (2021)

Fir L, 4 7% 25 5% T 3
hEREEENER
(EfEEEARKAE
= XA E KRB
BT) . thEZRINK
BRI, HERE T
MR B, ARTF
Hantk I E . it iE

So she stood sadly at the window in
the living room (Mrs Bartholomew
used the word living room to refer to
her study). She had gone with the
trend of the times and dragged up her
heavy pannier. She had never worn
such heavy, draggy clothes and so

much getting in the way.
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Table 5. 6 Chinese translations of Example 1.

As can be seen in Table 6, the notion of ‘crinoline’, also known as ‘hooped skirts’ or
the ‘cage crinoline’, was unfamiliar to the Chinese public and thus posed challenges to
Chinese translators, resulting in various interpretations in the phrase ‘dragged down by the
weight of the crinoline’. The ‘crinoline’ in this context symbolically refers to the societal
pressures women faced to conform to specific standards of dress and behaviour. In T1, Wei
and Min (1994) use the strategy of addition and compensation to paraphrase and describe the

features and shape of a crinoline skirt with lined frame support underneath as “#& (have)#J%2
(lining frame) 3z #Z (support) A9 (of)Z (women)$E (skirt) # (of) 2 & (weight) [ T~ (down) &
(drag)” (“dragged down by the weight of the skirt supported by a lined frame”) to depict the

weight and drabness of this late Victorian dress that would be unfamiliar to Chinese

readerships. By substituting ‘mournfully’ and ‘submissively’ with two adverbs “3& (sad)z=z(grief)
Hi(adverb marker)” and “;&(gentle)]lg(submissive)is (adverb marker)” conveying Orlando’s

emotion, Wei and Min emphasise how women were expected to sacrifice comfort and freedom
to adhere to those expectations. Wei and Lin’s translation uses lengthier explanatory
paraphrases, as if conscious of their task of introducing this piece of literature to Chinese
readers. Significantly, Wei and Lin increase the adjective count from Woolf's two (“heavier”,

“drab”) to three “J1E” ("heavy”), “E1F" (“monotonous”), and “f = 4 5" (“lifeless”) in the final

sentence, intensifying the emotional effect. Wei and Lin's approach displays a sensitivity
towards Orlando's plight as a woman, an awareness which in some way anticipates the post-

1995 gender equality and feminist movement in China.

In contrast, Lin (2003) in T2 interprets crinoline as %I (lining) %& (skirt), a more

contemporary Chinese skirt that is similar to a petticoat, a skirt-like “light, loose undergarment

hanging from the shoulders or waist” (Oxford English Dictionary). Thus she depicts Orlando’s
dress as “B(circle) #i(hoop) %1 (lining) #&(skirt)” (undergarments or petticoat); [ is a circle or
line drawn in a certain space, indicating that the skirt encloses a woman’s body and limits

movement; ¥ (huan), hoop, forming a ring-like structure so that it is surrounded or encircled,
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the word’s emphasis being on the limitations of the surrounding environment or conditions on
the individual's actions. In this sense, Lin faithfully conveys Woolf's approach by using the
metaphor of a skirt to depict the restraining force of social expectations and norms imposed
on women; Chinese readers would sense this resonance in contemporary Chinese society.

She uses additional strategies to describe Orlando's hardly being able to stand upright “&
(straight) A~(not) & fE Sk (straighten up)”’ because of the weight of the dress. This evokes the

concept of a double burden. Lin emphasises the burden that such expectations and social
norms placed on women during Woolf’s lifetime and before while also indirectly expressing
her discontent with the double burden on women in contemporary China, where there is an
expectation that women will work full time; an expectation, however, accompanied by the
assumption that they will still attend to most of the housework. Significantly, she also uses
three adjectives (‘TE". “IKEE". “FFFARHI") (“‘heavy”, “grey”, and “in the way”) to Woolf's two
in the final sentence, increasing the emotional charge.

The increasing popularity of Victorian literature in China has arguably not only
introduced the so-called “Lolita” fashion style, which encompasses Victorian girls' clothing and

Rococo fine clothing, but has also contributed to the emergence of the neologism “#&(skirt)

(support)” in China during the 2010s. Both Ren (2014) and Hou (2021) have substituted

‘crinoline’ with “#(skirt) ¥ (support) (pannier)’, a term specially coined for the Lolita fashion
style using two Chinese characters, “483%” (“pannier”). While Woolf uses the term “crinoline,”

| have chosen to translate it as “pannier” to better reflect the period and the symbolic
connotations implied in the passage. Although crinolines were fashionable in the mid-19th
century, typically associated with bell-shaped skirts supported by steel hoops, this example,
particularly when paired with the description of the garment’s oppressive weight and sombre
tone, evokes the earlier 18th-century pannier, which emphasised exaggerated width at the
hips. This choice also aligns with the historical setting of the scene, which falls within the 18th
century according to Orlando's shifting timeline. Translating the term as “pannier” emphasises
not only the physical discomfort of such garments but also their symbolic role in enforcing
restrictive gender norms. Similarly, T3 also employs addition strategies to resonate with
“dragged down by the weight of the crinoline” as “##& % (pannier)#3(of) & & (weight) EA 15 (fall)
ith(she) & (straight) ~(not) i fE(stand up)”, which describes how Orlando is so pushed down
by the weight of the pannier that she could not stand upright. This translation emphasises the
heavy weight of the dress to highlight her compliance, infused with a hint of irony regarding
social conformity. Ren uses the positive sentence structure ‘is pushed down.... she could not
stand upright’ to underscore how conventions of any epoch — including modern times - can

restrict women’s expressiveness and confine them to portraying social norms and
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expectations. Additionally, Ren employs the substitution method to render phrases such as

“heavier and more drab” as “J & (heavier) Fi(and) Fi#(more boring)” to stress the weight of
the crinoline, yet women still obediently don it.

Hou (2021) depicts Orlando’s melancholy state of mind and respects Woolf's
translation by pairing it “#i(she) 2% (had) |z (gone with) B (time) &% (trend), #HEER L
(drag up) JTEY(heavy) #& #(pannier)”. Hou uses an additional strategy and compensation

to rewrite Orlando as someone who “had gone with the trend of the times and dragged up her
heavy pannier”. But the impact of Woolf’s translation is not fully rendered because the brutal
force of “dragged down” is missing from the Chinese, instead replacing it with “up”.

Syntactically, Hou’s translation is also weaker, using the “l[fi&Z(gone with) B4t (time) &%

(trend)” mid-phrase, an approach which does not match Woolf’s blunt directness of “...which
she had submissively adopted” to close a sentence. Hou’s translation tends to render the
burden imposed on women merely inconvenient.

The analysis above of the four translations in Example 1 using different ‘optional shifts’
techniques sheds light on the translators’ translation decision-making process and reflects
their perceptions of women and gender roles within society. Wei and Min (1994), by using
addition and rewriting to paraphrase unfamiliar “crinoline” culture to Chinese, translate
Orlando dragged down by the weight of the skirt supported by a lined frame to emphasise the
societal pressures women faced to conform and attire as a means of challenging traditional
notions of gender expectations, which align with Woolf's intentions. Lin (2003) is more faithful
to the original text. Still, she uses the addition and substitution approach to translate ‘crinoline’
to protest against women's double burden in contemporary Chinese society. Ren (2014) uses
addition and repetition methods to stress that the weight of the pannier so pushes Orlando
down that she cannot stand upright to accentuate the hereditary positions of power, reflecting
a desire to voice concerns about the unfair power relations between males and females in
society. On the other hand, Hou (2014) demonstrates a less sympathetic stance towards
women, echoing the attitudes held by many male counterparts by using addition and
compensation translation strategies to describe Orlando going with the trend of the times.
Hou’s translation emerges within the context of a backlash against feminist positions during
Xi’s era. These varied discursive portrayals of women by different Chinese translators over
time serve as mediators for expressing the translators’ feminist perspectives, illuminating how
they preserve a ‘given text world’ for the benefit of text receivers operating within different

cultural and linguistic environments (Hatim 2001, p127).
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5.3.2 Case Study 2: Challenging gendered perceptions of creativity and literary value
through the shifting reception of Orlando’s poetry

Throughout Orfando, poetry functions as a powerful tool for self-expression, self-
discovery, and connection. It allows the protagonist to navigate shifting identities, explore their
inner world, and construct meaning in a rapidly changing society. Woolf uses the changing
reception of Orlando’s poetry—before and after the character’'s gender transformation—to
explore how artistic judgment and literary value are shaped by gendered social expectations.
As a young nobleman, Orlando gains access to elite literary circles where his poetry is debated
and, at times, admired. However, after Orlando becomes a woman, the reception of her work
shifts. Critics begin to read her poetry through the lens of her gender, often devaluing or
dismissing it due to prevailing assumptions about women'’s intellectual inferiority and artistic
limitations (Haner, 2022). This shift reflects the broader historical challenges women writers

have faced in seeking recognition and legitimacy within a male-dominated literary tradition.

This theme resonates strongly with Woolf’s feminist politics, articulated most clearly in
her work A Room of One’s Own (1929). In A Room of One’s Own, Woolf reflects on being
barred from entering the Bodleian Library—a space symbolic of patriarchal intellectual
authority—and famously suggests it is perhaps worse to be “locked in” than “locked out.” She
critiques the “male sentence,” a literary mode structured by masculine logic and values, as
unsuitable for expressing women's lived experiences, and advocates instead for a distinct
female literary tradition. These ideas underpin Orlando's satirical portrayal of how gender

affects not only identity but the reception and valuation of artistic work.

By creating a character who undergoes a dramatic transformation from a man to a
woman, Woolf not only challenges the interplay between gender and power but also seeks to
caution women that a man’s attention to their thoughts and opinions does not necessarily
imply respect or equal regard, particularly regarding intellectual and creative talents. A
particularly revealing moment arises when Orlando reflects on her discomfort within the
“society of wits"—the male-dominated literary elite of the 18th century. While Orlando
appreciates the literary works of these men, she feels unsettled by their treatment of women
upon discovering the “high opinion poets have of themselves; then the low one they have of
others” (Woolf 1928, p.118). It is disheartening for her to learn that Lord Chesterfield sees
women as “but children of a larger growth . . . A man of sense only trifles with them, plays with
them, humours, and flatters them,” while Mr Pope posits that ‘women have no desires, only
affectations. When they lack the stimulus of the other sex, women can find nothing to say to

each other. When they are alone, they do not talk. They scratch’ (ibid., p.118). “The society of
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wits” mentioned in Example 2 plays a significant role in Orlando's life and transformation. It
represents the intellectual and cultural milieu that Orlando navigates during the 18th century
of her journey and serves as an essential backdrop for examining themes of gender, identity,
and the constraints of societal expectations. The loss of relish for this society reflects Orlando's
changing perspective and the impact of gender transformation on her experience within this
intellectual and social circle. Example 2 below illustrates her disappointment in her learned

society of writers towards women, especially female writers.
Example 2:

“She was forced to the conclusion that there was something in the sneer of Mr Pope,
in the condescension of Mr Addison, and in the secret of Lord Chesterfield which took away
her relish for the society of wits, deeply though she must continue to respect their works (Woolf,
1928, p.121).”

When Orlando transformed into a woman, returning to England and becoming a “high-
society” noblewoman, she encountered the challenges faced by women writers in gaining
recognition and respect within a male-dominated literary culture. By using “took away her
relish”, Orlando expresses her disgust at overhearing “the society of wits”, those successful
male counterparts’ attitudes towards women. Through this argument, Woolf reflects the social
expectations surrounding female writers and femininity. Example 2 is selected to demonstrate
the role of translation in conveying traditional gendered notions within the realm of writers and
how different translators highlight or de-emphasise Woolf's critique of the challenges and
limitations women face in the literary world (Nicholson, 2013). This complex sentence
embodies Woolf’s literary writing style through subtle and nuanced expressions, which prove
challenging for translators. Capturing the gender dynamics and power relations that
underscore the dismissal of the female protagonist by male figures necessitates sensitivity
and contextual knowledge from the Chinese translators (Liu, 2017). Overall, from a translation
perspective, this passage presents multiple challenges. Effectively capturing the nuances of

”

Woolf’s sentence, particularly words like “sneer,” “condescension,” and “secret”, requires not
only linguistic skill but also a profound awareness of the power dynamics and emotional
subtleties at play. Translators must negotiate the implicit irony and ambivalence in Orlando’s
reaction while also preserving the feminist critique embedded in Woolf's language.
Furthermore, the manner in which this passage is rendered in Chinese can significantly

influence how Woolf’s critique of gendered literary value is received by a new audience.
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Source text

“She was forced to the conclusion that there was something in the

sneer of Mr Pope, in the condescension of Mr Addison, and in the

secret of Lord Chesterfield which took away her relish for the society

of wits, deeply though she must continue to respect their works

(Woolf, 1928, p.121).”

Translators

Target texts

Literal translations

Wei Hong & Min Le
(1994)

i B RS GH LS
it, AR
FH, EERBLERLE
MEBESES, AR
BRERBRENE
MW, FEERME
WZBERARZZIR
WBEVRE, REHY
ARG XA A 1 dR
REFRRAVEE .

And she had to conclude that in Mr. Pope's
mockery, in Mr. Addison's condescension, in
Mr. Chesterfield’s mystery, there was that
thing that kept her away from the pleasures
of the gathering of geniuses, though she
must continue to maintain a deep respect for

their work.

Lin Yan | ih A EAEBEXFA | She had to conclude that Mr. Pope's
(2003/2015/2022) ZEE A4 L sarcastic ridicule, Mr. Addison's
LN condescension, Sir Chesterfield's insight into
the world, there was something in it that
MESIET. VA made her lose her appetite for literati circles,
RESLH HHH although she had to continue to respect their
B, EEEHBEFELR | work.
FL gt X SCA B 12
TEH, REWM &
MBS GE A1
Al o
Ren Yiming | #th A B F#5 H3X | She could not help getting this conclusion
(2014/2022) REEw . Fap27 | that in Mr. Pope's sarcasm, Mr. Addison’s

SBEEERILIR. X
plhs S ioRe S DR 5
PLEREIFINGAESL:D

Lord Chesterfield's

unfathomable heights, there was something

arrogance, and

which she lost appetite for the social circle of
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BNERT, FHELE | the literati, although she had to pay respect

EERSWI XAA for their work.

THHZERETB
REXHAIaE
m AT ARE

=z
/BN O

gl

Hou Yiling (2021) ith R BES X — | She could only conclude that in Mr. Pope's
L= 7ESERgLEfy | Sarcasm, in Mr. Addison's devotional

attitude, in Lord Chesterfield's secrets, there

YURE, #E3E4k
ERBIRNEE to the literati. Still, she had to respect their
F, EVIHTEERRE | work as always.

MENwES, BE
FRER PRI M X SCA FE
TETEQ., REW
Ite, #HE/F—WMERIE
EEMIAER.

was something that made her lose appetite

Table 5. 7 Chinese translations of Example 2

As indicated in Table 7, the term “society of wits” carries significant cultural and
historical weight, particularly in relation to 17th- and 18th-century England. Emerging during
the Restoration period, this term evokes a flourishing literary and intellectual scene
characterised by salons, coffeehouse debates, and elite literary circles (Levine, 1991). These
societies, while intellectually vibrant, were often exclusive, with membership typically
determined by wit, social connections, and literary accomplishment (Levine, 1991). However,
beneath the surface of intellectual exchange, these groups were also shaped by power
struggles and the performance of masculine authority. In Orlando, Woolf engages with this
tradition but does so with a subtle irony. The use of the moniker “society of wits” is not a
straightforward celebration of literary genius; rather, it serves as a critique of the hollow social
performance that often accompanied male-dominated literary culture. At this point in the novel,
Orlando begins to see through the reputations of Pope, Addison, and other great men of letters.
While she continues to respect their written works, their legendary wit now appears tainted by
masculinism, elitism, and petty interpersonal dynamics. Woolf conveys this disillusionment
with deft irony: Orlando finds herself relieved that she cannot overhear their real conversations

through a coffeehouse window, preferring the imagined brilliance of their minds to the triviality
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and malice of their actual talk. Thus, the phrase “society of wits” functions as a kind of double
gesture. On the one hand, it acknowledges the cultural capital of literary genius; on the other,
it critiques the gendered and performative nature of how that genius was socially enacted and
maintained. Woolf draws a line between the enduring value of their writing and the
exclusionary, often demeaning behaviours exhibited in their public personas—a distinction
Orlando comes to recognise and reject. In this sense, as mentioned in the source text, the
negative experiences with individuals’ attitudes like “the sneer of Mr Pope, in the
condescension of Mr Addison, and in the secret of Lord Chesterfield” have impacted Orlando’s
perception and made her to “take away her relish” with this intellectual community. The
optional shifts observed in Example 2 aim to convey Woolf’'s disappointment with male writers’
attitudes towards female writers and femininity through terms like “took away her relish for the
society of wits”, “sneer”, ‘condescension”, and “secret”. Translations reveal that the four
translators employ different translation strategies and differences in their decision-making

process, while all translators aim to replicate Woolf's feminist point faithfully.

Wei and Min in T1 use compensation methods translating the idiomatic expression
“took away her relish for the society of wits” by paraphrasing the sentence with the expression
as “Fft & (there exists)FpFhi(that kind of) {& (make) #ti(her) Iz & (keep away) X 74 (geniuses)
B2 <% (gatherings) = (of) &l (pleasure) B(of) ZR i (thing)” (“there exists something that makes

her keep her away from the satisfaction of the gathering with these geniuses”) to illustrate the
negative attitude from male intellectual impacting Orlando engaging in this intellectual
community. The compensation method makes this translation depict the result clearly. They

substitute “the society of” with “X 4 (geniuses) < (gatherings)”, which refers to individuals

with exceptional intellectual or creative abilities, often recognised as geniuses in their

respective fields. It is a neutral word that can describe both males and females. However, “X
7 (geniuses) B2< (gatherings)” does not capture the specific cultural and intellectual context

of the phrase “the society of wits”, an elite group and gendered and performative nature of
how that genius was socially enacted and maintained, as mentioned before. Moreover, Wei

and Min use a compensation strategy by creating a parallel structure “Z£(zai)’, an adverb
indicates an ongoing action three times, “#£(indicates an ongoing action)...#y(of) &j &
(mockery) # (amidst)’, “7E... & & (condescension)7s & (attitude) #h (amidst)”, “7&...89(of) iEHk
(surreptitious) # (amidst)”, to emphasise these male writers’ negative attitudes, which focuses

more on conveying the negative impact on Orlando’s “relish”. They translate “sneer”,

“condescension”, and “secret” as “[ F(mockery)’, “J& Z(condescension)’, and “ifg f}

(surreptitious)”, which are all negative Chinese characters which express women are
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dismissed or ignored by male writers. This implies the negotiations of translators who use
negative words to emphasise why Orlando loses enthusiasm for participating in these

intellectual gatherings.

In T2, Lin uses the substitution method to substitute the phrase “took away her relish
for the society of wits” with “iF(make) #th(she) *F(for) SC A (literati) BB -F(circle) {27 (pour out)

B M (appetite)(lose appetite)” to express the negative attitude on those the wits' behaviour and

disillusionment with the literary community. Lin uses the domestication translation method to

render “the society of wits” with “3 A (literati) B +(circle)” (“literati circle”), which is a concept
deeply rooted in Chinese culture and has existed for centuries. “3 A (literati)” are highly

esteemed and held positions of influence in traditional Chinese society. They are often
scholars, poets, artists, or government officials who possess refined literary skills and

intellectual depth, and “3_A (literati)” can be used to describe both men and women. “3X A
(literati) B (circle)” is typically exclusive, and entry is based on one's literary achievements,
reputation, and personal connection. “3C A (literati) & #(circle)” is not only a platform for artistic

expression but also a social occasion for networking and establishing social hierarchies (Kao
& Xu 2021). As mentioned before, translating “society of wits” as “literati” risks flattening the
nuance and critique embedded in Woolf's phrase. Literati carries a more uniformly positive
and respectful connotation, foregrounding scholarly or literary accomplishment without the
satirical edge Woolf deploys. It fails to capture the performative, hierarchical, and exclusionary
dynamics that “society of wits” subtly satirises. Woolf’'s term invites a feminist re-evaluation of
how literary authority is gendered and performed—something the more neutral literati

translation might obscure.

Besides, Lin further uses the substitution and addition methods to illustrate the
attitudes of “Mr Pope’s sneer, Mr Addison’s condescension and Sir Chesterfield’s secret” using

Chinese four-characters idiomatic expressions such as “iJ| i} (ridicule)ii(satirise)Z5(scold)
(ridicule and satirise), 5 (height) Il T (look down)” (“arrogance based on one’s high social
status”) and “tZ5(worldly affairs) j[BA(insight)” (“insightful in the worldly affair”) to replicate

Woolf's feminist point while conveying a formal Chinese writing style. These Chinese idiomatic
expressions used by Lin are used to depict “the society of wits” who are complacent and look
down on the woman writers. The translation effectively conveys the negative intent behind the
“sneer”, “condescension”, and “secret” and reflects the power dynamics within the literary
community. Lin’s translation remains sensitive to the feminist nuances in the source text by

highlighting the oppressive attitudes and behaviours directed towards Orlando.
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As a feminist activist translator, Ren in T3 translates “took away her relish for the
society of wits” into “4-(make) %t (she) XF(for) XA (literati) 7 F(gifted scholar) g3(of) 3z

(social circle) f&] 7 (pour out) & A (appetite)(lose appetite)” (“made her lost appetite for in the

social circle of the literati and gifted scholar’) which depicts the deep disgust towards the male
writers’ attitudes treatment of women. Similar to T2, Ren substitutes “the society of wits” with
“X A (literati) 7 -F(gifted scholar) fy(of) %3z (social circle)’. As mentioned before, “3C A

(literati)” refers to those scholars, poets, and artists who possess refined literary skills and
intellectual depth, and they are highly esteemed and hold positions of influence in traditional

Chinese society. The “7” (cai) in “7F” refers to intellectual and artistic abilities. In this sense,
the term “7 F(gifted scholar)” describes those with outstanding talent in literature, art,
academics, etc. and is usually used to describe men. Ren uses “X A (literati) 7 F(gifted
scholar)” to emphasise the sex of ‘the society of wits’ and express the disgusting attitude “{Z|
T (pour out) & M (appetite)” (“lose appetite”) toward them. Ren’s evocative feminist rendering

of Orlando stresses the broader impact of gender discrimination in the literary world. Besides,

o -

she further chooses “iJ|, (ridicule)ij, (satirise)”, “{Eff (arrogant and proud)” and “E| 5%

(mysterious and unfathomable depths)”, which are all negative Chinese characters to indicate
the translator’s attitude on the limits faced by women writers in ‘the society of wits’. These
intense negative Chinese characters explain why Orlando is disillusioned with the literary

community and struggles against societal expectations.

While translating “took away her relish for the society of wits”, Hou in T4 renders it
with “ik(make) tt(she) ¥F(for) 3¢ A(literati) # L (refined scholar) & 7 (pour out) & O
(appetite)(lose appetite)” (“made her lose appetite for the literati and refined scholar”). Hou

substitutes “the society of wits” with “3C A (literati) 7 +(refined scholar)’. Here, there is a
contradictory point on the translation “# -+ (refined scholar)”. “¥(ya)” originates from ancient

Confucianism and is closely related to the Confucian concept of cultivating one's moral

character and ruling the country and the world. Traditional Chinese culture considers “#f(ya)”
a moral, cultural and aesthetic standard. A person with “F(ya)” is considered to have a noble

character and good upbringing, and they can reflect cultural cultivation and moral standards

in their speech, behaviour, aesthetic taste and social interactions. In the concept of “3C A
(literati) ##+(refined scholar)”, the meaning of “#(ya)” is more prominent. “3C A (literati) #+

(refined scholar)” refers to a person respected and praised by society not only for his talent

but also for his personal cultivation and noble moral code. “3C A (literati) #+(refined scholar)”

is mainly describe man. In this context, it stresses Orlando having a sense of disappointment
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and disgust towards these male literati due to their negative attitude toward female writers

while acknowledging the need to maintain respect for their literary works. “#f +(refined

scholar)” is opposite to the intention of the source text. Besides, while translating ‘the
condescension of Mr Addison’, Hou uses a more positive word to describe Mr Addison’s

personality: “pRZE%Fi5" (“a person of high status deigns to serve a lower-status person to

demonstrate humility”), which emphasises praise of one person’s moral value of modesty or
humility even though the person is in high status. This translation shows a less sympathetic
stance towards women and underplays the attitude in which Woolf's source text contests the

gender discrimination of women.

To summarise, the historical and cultural references in Example 2 present additional
challenges for Chinese translators. Wei and Min (1994) use compensation and substitution by
emphasising these male writers’ negative attitudes to interpret why Orlando loses enthusiasm
for participating in these intellectual gatherings. Lin (2003) uses substitution and addition
methods to express Orlando's loss of appetite for the literati circle, which remains sensitive to
the feminist nuances in the source text. Ren (2014) uses substitution and repetition strategies
to depict the deep disgust towards the male writers’ attitudes and treatment of women,
intensifying the original text’s criticism of societal limits on women through rhetorical devices.
Hou (2021) uses substitution and rewriting methods to generate linguistic expressions that
downplay the source text's gender discrimination against women. Case Study 2 demonstrates
the different interpretation and translation processes that have emerged over time, highlighting
the importance of understanding historical and cultural context to capture the connotations
and implications associated with translating the society of writers’ attitudes towards women

through Orlando’s gender transformation.

5.3.3 Case Study 3: Challenging the traditional notions of gender identity through androgyny
and gender fluidity

As Michel Foucault argues in his book The History of Sexuality (1990), Western views
of gender have been suppressed since the 17" century due to the rise of capitalism and the
manipulation of certain ideologies. Foucault believes that social hierarchies and norms restrict
individuals to specific alliances, narrowly define gender, and impose gender roles to create a
patriarchal domain. Orlando’s gender fluidity and relationship with other characters are crucial
to challenging traditional gender roles, identities and expectations, primarily through Orlando
and Shelmerdine's conversions. Example 3 is selected to demonstrate challenges to the

conventional notions of gender identity through androgyny and gender fluidity.

125



Example 3.

“For each was so surprised at the quickness of the other’s sympathy, and it was to each such
a revelation that a woman could be as tolerant and free-spoken as a man, and a man as
strange and subtle as a woman, that they had to put the matter to the proof at once (Woolf
1928, p.144).”

The paragraph conveys a scene in which two characters engage in a conversation
where they express surprise and curiosity about each other’s gender identity and the fact that
Orlando is restrained by “the spirit of the age” and women are forced to get married in the
nineteenth century (ibid., p.136). Orlando and Shelmerdine’s relationship subverts the
traditional notions of gender identity through androgyny and gender fluidity. Orlando and
Shelmerdine’s first encounter occurs when Shelmerdine, a gentleman on horseback, meets
Orlando, a young girl lying on the ground with a broken ankle. “A few minutes later, they
became engaged”, and “the morning after, as they sat at breakfast”, they exchanged names
(ibid., p.139). While talking, Orlando and Shelmerdine exchange: “You are a woman, Shel?’
she cried. “You are a man, Orlando! he cried” (ibid., p. 140). In this sense, Shelmerdine's
identity is comparable to Orlando's, enabling him to enjoy “the love of both sexes equally” as
Orlando does (cited in Kathern 1999, p. 254). In traditional notions of marriage and gender
identity, men are expected to have more power and control in the relationship. In contrast,
women are expected to be submissive and deferential to their husbands (Franke, 2017).
However, this passage presents a pivotal moment in Orlando, where gender boundaries are
not only blurred but inverted through mutual recognition and shared experience. This scene
marks a moment of profound androgynous connection between Orlando and Shelmerdine—
two characters who, while appearing as a woman and a man respectively, identify and affirm

traits in each other that society has traditionally coded as belonging to the “opposite” sex.

The exchange undermines essentialist notions of gender by suggesting that qualities
like tolerance, freedom of speech, subtlety, and strangeness are not biologically determined
but are instead products of cultural expectations. This idea resonates strongly with Woolf's
argument in A Room of One’s Own (1929), where she critiques the rigidity of gender roles in
literary culture and insists that the most creative minds are androgynous. There, she famously
claims that “It is fatal for anyone who writes to think of their sex,” advocating for a mind that
moves freely between masculine and feminine registers. The emotional and intellectual
equality Orlando and Shelmerdine discover reflects Woolf’s belief that artistic and personal
fulfilment requires transcending binary gender thinking. Their relationship further challenges

19th-century patriarchal marriage ideals. Instead, Woolf imagines a bond built on mutual
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recognition and shared complexity—one that collapses the divide between male and female

traits, proposing a model of romantic partnership that is both egalitarian and fluid.

From a translation perspective, this passage presents significant challenges. Words

such as “tolerant,” “free-spoken,” “strange,” and “subtle” carry gendered connotations in both
English and Chinese, but their cultural weight differs across contexts. For instance, free-

spoken (E 5 /4 iF) in Chinese may be interpreted as boldness or even rudeness when

attributed to a woman, potentially clashing with traditional Chinese ideals of feminine restraint.

Similarly, translating “strange” (1% &) or “subtle” (#5 %)) risks reinforcing stereotypes of

emotional instability or passivity when applied to men, unless handled with care. Moreover,
Chinese, unlike English, is a grammatically gender-neutral language, yet it remains deeply
embedded with cultural gender codes. This complicates the task of rendering the gender
fluidity and androgynous balance in Orlando and Shelmerdine’s interaction without either
dulling the contrast or overexplaining it. A translator must navigate not only the lexical meaning
of each term but also the gendered subtext and Woolf’'s irony, which often lies just beneath

the surface.

Source text “For each was so surprised at the quickness of the other’s sympathy,
and it was to each such a revelation that a woman could be as tolerant
and free-spoken as a man, and a man as strange and subtle as a
woman, that they had to put the matter to the proof at once (Woolf, 1928,

p.144).

Translators

Target texts

Literal translations

Wei Hong and
Min Le (1994)

AAE— P AR —PAR
B9 R AL IR = A R E ANt
RiF, MAXESDMAKE, —
PMEANEBR—IBEA—FHR
B, BEEAE MBEANRK
A—HTHE, B, XERR
AEE, BN AFARILZ
REXM4E.

Because each person is so surprised
by the rapid emergence of the other's
empathy, and for everyone, a woman
can be as tolerant and outspoken as a
man, and a man as peculiar and subtle
as a woman, this is unexpected, they

must examine the matter at once.

Lin Yan (2003)

75 7 N BB 5 75 R
i BB RS

RS

Ry
Bog 151X

Because both are amazed at how
quickly the other's tacit understanding

has come, and both feel that it is a
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BE— 1N REx, RIALFOREZA, | revelation that women can be tolerant
IBRINBF BF IR HIR. and frank like men, and men can be
RiZF, XfUh{It 2
S BIANASSIIE

Ren Yiming | B AW Az 81X 4 kgt 4E | Because it was amazing how quickly

eccentric and sensitive as women, and

they must also verify this immediately.

(2014) B, SHESAES mH, % the two of them became heart-to-heart,

o o and that women could be as tolerant
AESBIBEA—BER ERH

FARBRBREABELIE.

and frank as men, and men could be as

eccentric and sensitive as women,
Bl MABRGHLE both felt the need to verify this

Far

NRISIE—T, immediately.

Hou Yiling HARIFIF K I = [8)1X 4 | Because they were surprised that they
(2021) BREh =4 T 08 Ab{]ERE resonated with each other so quickly,

-~ | they both discovered that women can
W, “ATUGBEA—RER |

R, BALIT UGN
MEDURER, P It 7] S22 X women, so they want to check this out
B RIE—T immediately.

Table 5. 8 Chinese translations of Example 3

be as tolerant and frank as men, and

men can be as hard to pin down as

Here, Woolf celebrates gender fluidity and androgyny, presenting traditionally feminine
and masculine traits as equally admirable and capable of being shared between the sexes.
The structure of the sentence parallels these qualities in a balanced, reciprocal way: tolerant
and free-spoken (typically coded masculine) are applied to women; strange and subtle (coded
feminine) to men. Woolf constructs a moment of mutual recognition between Orlando and
Shelmerdine that celebrates androgyny and gender fluidity. The sentence balances
traditionally masculine traits (tolerant, free-spoken) with feminine traits (strange, subtle) and
presents both as equally admirable, suggesting that these qualities are not bound by biological
sex but shared human characteristics. Woolf’s tone is affirmative and revelatory, with the use
of “revelation” suggesting a moment of mutual understanding and human connection that

transcends conventional gender binaries.

However, when | examine Translation 1 (Wei Hong & Min Le, 1994), significant
semantic shifts occur that notably alter the tone of the sentence and diminish Woolf’s radical
message. While T1 attempts to adhere closely to the structure of the original, several semantic
shifts take place that considerably affect the tone and message of the passage. For example,

“tolerant” is rendered as & Z.. The term “tolerant” in English implies generosity, patience, and
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emotional openness. However, A2 (tolerant/passive) in Chinese tends to lean more towards

enduring or putting up with something unpleasant, introducing a term that connotes passive
endurance rather than open-minded acceptance, along with a tone of passivity or even
suffering. This shift weakens the positive and empowered portrayal of the feminine capacity

for tolerance. Similarly, “free-spoken” becomes “&H = AiF” (“outspoken” or “sharp-tongued”).

The English “free-spoken” suggests openness, honesty, and confidence—positive traits in the

context of gender equality. However, “& = A~ i%” (“outspoken”) in Chinese often carries

negative connotations, especially when applied to women. It suggests bluntness or a disregard
for social tact, clashing with traditional Chinese ideals of feminine modesty and restraint. |

translate “BH = AiF” as “outspoken” or “sharp-tongued.” As a result, “free-spoken” translates
into & = A i% (outspoken/sharp-tongued), a phrase that implies bluntness or rudeness,

particularly problematic when describing a woman in a Chinese cultural context that
traditionally values modesty and restraint in female speech. This translation may
unintentionally undermines the value of a woman possessing this trait. On the male side,

“strange” is translated as “ZF4F"(“peculiar’) and “subtle” as “fHb”(“subtle”), both of which risk

pathologising or trivialising the feminine traits Woolf seeks to affirm. The English “strange”
here is playful and nonjudgmental, implying uniqueness or intriguing difference. In contrast,
“TH" (“peculiar’) tends to suggest oddity or abnormality, which can evoke othering or
eccentricity. “Z5 4% (“peculiar’) implies peculiarity or eccentricity, while “f8#)"(“subtle”) may be
perceived as faint or insubstantial rather than emotionally intelligent. These shifts collectively
undermine Woolf’'s positive depiction of androgyny, diminishing the intended positive
revaluation of feminine complexity when applied to men. These translations inadvertently
reframe the original tone from revelation and balance to one of tension and incongruity,
thereby compromising the feminist and gender-subversive potential of the source text. Thus,
the analysis of T1 reveals how seemingly minor lexical decisions can reshape the ideological
force of Woolf's prose, demonstrating the broader implications of translating gendered

language across cultural contexts.

In T2, Lin Yan offers a version of the passage that appears smoother and more

idiomatic than T1 but alters key nuances in Woolf’s gender politics. The phrase “a woman

=0 e ”

could be as tolerant and free-spoken as a man” is rendered with “Zg&” for “tolerant” and 1B
for “free-spoken.” Compared to T1’s more aggressive "&H = %" (outspoken/sharp-tongued),
"tB3&" (meaning “frank” or “straightforward”) is a softer, more socially acceptable trait for

women in Chinese discourse. While this choice avoids casting the woman as socially

inappropriate, it maintains fidelity to the source text to reframe outspokenness as masculine,
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suggesting that for a woman to be frank is to borrow a male trait rather than to express an

equal human quality. On the male side, “strange” and “subtle” are translated as "&/|%
"(“eccentric”) and "&U"(“sensitive”). This pair introduces greater interpretive distance from
the source text: "& X" (“eccentric”) suggests quirkiness, unpredictability, or even oddity—
connotations that can portray the male character as unstable or deviant. Meanwhile, "&{&"

(“sensitive”) connotes emotional delicacy, often linked to feminine vulnerability or
hypersensitivity in Chinese culture. The cumulative effect is a subtle feminisation of
Shelmerdine, but in a way that might not affirm femininity as positive but rather reinforce it as
fragile or abnormal. These semantic shifts reframe Woolf’s affirmation of androgyny as a social
curiosity rather than a visionary ideal. Lin’s translation reads fluently, but by smoothing over
the ideological edge of Woolf's sentence, it compromises the radical gender critique by re-

embedding gendered qualities within conventional Chinese binaries.

T3 Ren Yiming’s translation closely mirrors Lin Yan’s version in both lexical choices
and sentence structure, suggesting a continuation of the same interpretive logic. Like Lin, Ren

ne=p g

uses "ZA" and "tBX" to translate “tolerant” and “free-spoken,” maintaining a respectful and

conventional tone that avoids potentially negative connotations, to keep fidelity of the source
text, which positions these traits as exceptional when possessed by women. Similarly, Ren

follows Lin in translating “strange” and “subtle” as "&H%" (“eccentric”) and "&Uz" (“sensitive”).
While "82%" (“sensitive”) is a relatively accurate rendering of “subtle” in emotional terms, in

Chinese it often suggests overreactivity or sentimentality, especially when applied to men,

potentially undermining the dignity of male emotional depth. "&%" (“eccentric”), like in Lin’s

version, risks pathologising what Woolf frames as positive complexity. However, Ren

introduces some stylistic differences: the use of "/[»:» 8 E1" (literally “heart-to-heart

connection”) adds warmth and emotional immediacy to the description of Orlando and
Shelmerdine’s understanding. This phrase softens the contrast between gendered traits and
helps preserve the sense of mutual discovery evident in the original. Still, the broader issue
remains: Ren’s version ultimately retains conventional gender associations, particularly by
assigning feminine traits to men in a way that may evoke novelty or deviance, rather than
highlighting emotional richness and equality. Thus, while Ren preserves much of the structure
of Woolf’'s sentence, his lexical choices echo cultural expectations that complicate the

reception of gender fluidity in the Chinese context.

Hou Yiling’s translation is noteworthy for adopting a more interpretive approach, which
arguably comes closest to preserving Woolf’s tone and message. Similar to Lin and Ren, Hou

ULL===0 o

translates “tolerant” and “free-spoken” as "% &" (“tolerant’) and "iB &E" (“free-spoken”),
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choices that are culturally appropriate and maintain clarity. However, his treatment of “strange”
and “subtle” is distinctive: he avoids directly translating these terms as "&{%" (“eccentric”) or
"HUK" (“sensitive”), opting instead for the phrase "¥ |} $E£#&"—an idiom meaning “hard to pin
down” or “elusive.” This term carries a neutral, even intriguing ambiguity, steering clear of the
pathologising or sentimental tones found in previous versions. Rather than depicting
Shelmerdine as emotionally unstable or odd, Hou preserves his complexity and mystery,
thereby aligning more closely with Woolf’s affirmation of emotional nuance in men. Additionally,

using "#£M8" (resonance) adds a layer of shared emotional depth between the characters,

reinforcing their mutual recognition of androgynous qualities. While Hou's interpretation
deviates slightly from literal translations, it compensates by preserving both the ideological
force and literary subtlety of the original. His lexical choices respect the narrative’s spirit as
well as the cultural constraints of the Chinese language. Among the translations, Hou’s version
best captures Woolf’s vision of androgyny not as an anomaly but as an enriching and natural

fusion of human qualities.

Across Translations 1 to 4, distinct patterns emerge in how Woolf's androgynous vision

I ~Nakd

is adapted. T1 (Wei Hong and Min Le) takes a literal approach but employs terms like “& 7
(“tolerant/passive”) and “&H = AiF” (“outspoken”) that cast feminine traits as passive or socially
inappropriate, thereby undermining the positive framing in the source. T2 (Lin Yan) adopts
smoother phrasing "7 A" (“tolerant”) and "tBX" (“free-spoken”), "H %" (“eccentric’) and "&{
X" (“sensitive”), but tends to pathologise male femininity as eccentric or overly emotional,

reflecting traditional gender coding. T3 (Ren Yiming) largely mirrors T2, with slightly more
emotive expressions like ([»{>EE[] (heart-to-heart), yet still reinforces a gendered divide. T4
(Hou Yiling) stands apart for its interpretive sensitivity—retaining balance and nuance through
gender-neutral terms like X |} $g1& (hard to pin down), effectively preserving Woolf’s ironic
tone and celebration of androgyny. Overall, T1-T3 show a pattern of semantic softening or

distortion, especially of feminine-coded traits, while T4 better sustains the ideological integrity

of Woolf’'s gender critique.

5.4 Conclusion

This chapter presents a comparative analysis of four Chinese translations of Virginia
Woolf’'s Orlando: A Biography, utilising a diachronic corpus-based methodology to examine
how themes of gender fluidity and androgyny have been interpreted and conveyed across

various historical and cultural contexts in China. Guided by three central research questions—
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(1) the types of translation shifts utilised in conveying feminist ideas, (2) the impact of
translators’ socio-cultural backgrounds on their interpretive choices, and (3) how translators
balance fidelity to the source text with cultural resonance—the study has revealed how
individual translators’ identities and ideologies influence the reception of Woolf’'s subversive
gender narrative.

The earliest translation, by Wei Hong and Min Le (1994), emerged during a period
when Chinese society began to reopen culturally after decades of political turbulence. Their
co-translated work reflects this context using extended explanatory paraphrasing, lengthy
sentences, and a pronounced tendency to provide background for unfamiliar cultural
references, such as the "crinoline." Their strategy of addition and compensation seeks to
domesticate Woolf’s text for a readership unfamiliar with gender discourse, translating feminist
symbolism into terms familiar to Chinese readers. For instance, when describing the
oppressive weight of the crinoline, they add modifiers like "monotonous" and "lifeless," thereby
intensifying the emotional effect and social commentary. However, this elaborative style
occasionally overexplains Woolf's subtle irony, diluting her complex feminist critique. While
Wei and Min exhibit a certain sympathy for women’s oppression, their approach reflects an
early-stage feminist consciousness within a conservative cultural framework.

Lin Yan’s 2003 translation marks a transitional point in Chinese feminist translation. As
a professional translator in an era of increasing openness to gender discourse, Lin adopts a
relatively faithful approach, preserving much of Woolf's style and meaning while also
incorporating culturally resonant terms. She uses substitution and addition techniques, in
particular, translating the "society of wits" as "literati circle" which renders Woolf’s critique of
gendered literary power structures more accessible but less radical. Her use of traditional
Chinese idioms conveys emotional nuances while still highlighting the challenges faced by
women in intellectual spaces. Lin remains attuned to feminist subtexts, particularly regarding
women’s double burdens, yet at times reverts to conventional gender norms in lexical choices
that soften Woolf’'s gender ambiguity and androgynous vision.

The 2014 translation by Ren Yiming engages in a deliberate feminist intensification of
the source text. As a well-known feminist translator with a strong commitment to women'’s
literature, Ren uses the strategies such as substitution, repetition, and rhetorical enhancement
to emphasise the emotional depth and ideological weight of Woolf’s critique. In the scene
addressing male literary elites, Ren translates “society of wits” as “social circle of the literati
and gifted scholar”, adding gendered specificity and portraying Orlando’s disgust more vividly
through idioms like “lost appetite.” Ren does not hesitate to amplify Woolf's condemnation of
gender hierarchies, portraying female subjectivity and resistance with clarity and rhetorical
power. Her translation balances readability with ideological depth, enhancing Woolf’s vision

rather than merely transmitting it.
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In contrast, Hou Yiling’s 2021 translation demonstrates a more conservative and formal
approach. While it is syntactically polished and readable, Hou often underplays Woolf’s
feminist urgency. For instance, he renders “strange and subtle” as “hard to pin down,” which
removes the emotional complexity Woolf attributes to male characters. Similarly, he translates
“the society of wits” as “refined literati,” invoking Confucian respectability and inadvertently
neutralising Woolf’s critique of male-dominated intellectual circles. Hou’s choice of softened
or euphemistic expressions often results in the ideological dilution of key passages. While his
version maintains surface fidelity, it reflects a broader political and cultural climate under Xi
Jinping’s leadership, one increasingly marked by conservatism and the reassertion of
traditional values.

Across all four translations, clear diachronic trends emerge. The earliest co- translated
work (T1) is characterised by verbosity and paraphrasing, endeavouring to make Woolf's
challenging text accessible during a time when feminist and gender nonconforming discourse
was still in its infancy. T2 (Lin) illustrates an increasing sensitivity to feminist nuances while
maintaining fidelity to the text’s structure. T3 (Ren) actively engages with feminist ideology,
using translation as a vehicle for critique and amplification. T4 (Hou), although linguistically
adept, leans towards surface neutrality, which can obscure Woolf's feminist and queer
undertones. These patterns reveal how each translator’s socio-cultural positioning and
historical context influence not only their linguistic choices but also the ideological framing of
Woolf’s text. Ultimately, the analysis of optional shifts—additions, omissions, substitutions, and
reordering—illuminates each translator’s interpretive priorities and feminist alignment. These
shifts are not merely linguistic tools but are embedded in ideological and cultural negotiations,
particularly when translating concepts such as androgyny, performative gender, and
intellectual misogyny. The translations of Orlando thus serve as discursive mirrors, reflecting
the evolving landscape of Chinese gender discourse and feminist translation over three
decades. From tentative cultural introduction to radical feminist interpretation and eventual
ideological moderation, the journey of Orlando in China provides critical insight into the politics
of literary translation and the complex mediation between authorial intent and reader reception

across temporal and spatial borders.
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Chapter 6: Translating Women’s Independence in Virginia Woolf's A Room of One’s Own

6.1 Introduction

Virginia Woolf is recognised as a pioneering figure in both feminism and modernism
during the 20th century. Her essay A Room of One's Own, published in 1929, is one of her
most renowned works and a seminal piece of feminist literary criticism. Woolf’'s extended piece
draws from lectures which she delivered at two colleges, the Arts Society at Newnham and
the Odtaa at Girton, Cambridge (Robinson & Smith-Laing, 2017). Her central argument is
captured in the line, “Awoman must have money and a room of her own if she is to write fiction”
(Woolf, 1929, p. 1). Woolf asks pressing questions, such as: “What is the relation between
women and fiction? Why did no woman write a word of that extraordinary literature when every
other man, it seemed, was capable of song or sonnet? What were the conditions in which
women lived?” (Woolf, 1929, p. 31). She uses these questions to illustrate her feminist insight,
highlighting how social inequalities limited women's opportunities to pursue writing. She
challenges the institutional sexism and patriarchal norms which restricted women's freedoms,
arguing that women had historically been denied education and opportunities to write

creatively (Zimmerman, 2012).

Woolf contends that, to break free from their subordinate position in a patriarchal society,
women need both financial independence and personal space—in a physical as well as
psychological sense (Fernald, 1994). She argues that the structures of power replicate
themselves ideologically, turning people into "subjects of ideology," and that these structures
have oppressed women throughout history. In A Room of One's Own, Woolf discusses the
material necessities required for women to write fiction and retraces the historical, cultural and
societal inequalities which women have faced. These include being denied access to
academic publications, education, financial means, privacy, and the pressures of
psychological and moral constraints. Woolf also explores the psychological pressures
experienced by women to express their complex emotions, and she highlights the emotional
struggles faced by women. Through her exploration of the evolving consciousness of women,

Woolf critiques the institutionalized sexism and patriarchy embedded in society.

In her essay, Woolf proposes the concept of the androgynous mind, suggesting that the
best writers transcend gender biases by integrating both "masculine" and "feminine" qualities.
Woolf contends that “the normal and comfortable state of being is that when the two live in

harmony together, spiritually co-operating. If one is a man, still the woman part of the brain
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must have effect; and a woman also must have intercourse with the man in her... Perhaps a
mind that is purely masculine cannot create any more than a mind that is purely feminine, |
thought” (Woolf, p.71). The sentences convey the idea of blending both masculine and
feminine qualities within an individual, emphasising the importance of both gender traits
coexisting within a person in order to achieve spiritual and intellectual fulfilment. It highlights
an ideal state of harmony between these aspects, suggesting that genuine creativity arises
from a balanced integration of both. She believes that great art emerges from a balance of
rationality and intuition, strength and sensitivity, rather than rigid adherence to traditional
gender roles, which challenges the gender binary and suggests a more fluid approach to
creativity, as explored in Orlando: A Biography.

Today, Virginia Woolf garners significant scholarly interest from literary critics and
theorists. However, when it comes to analysing the Chinese translations of A Room of One's
Own, very few studies focus on feminism and literary translation (Irshad & Yasmin, 2022). Only
two studies related to A Room of One's Own translation analysis have been identified through
the China National Knowledge Infrastructure (CNKI), China's premier academic digital library,
and the Web of Science, a leading global academic research database. The first is a thesis by
Wang Haiqging (2021) entitled A Study on Concentration on Women in the Chinese Version of
A Room of One’s Own from the Perspective of Feminist Translation Theory, which employs
feminist translation theory to analyse Jia Huifeng’'s (2003) Chinese translation of A Room of
One’s Own, focusing on how women'’s issues are represented and prioritised in the text. It
examines three aspects using detailed case studies: female imagery, women’s status and
women’s literature, exploring how feminist translation strategies are used to emphasise
feminist concerns, with hijacking identified as the most effective. Wang’s study highlights the
translator’s subjectivity and feminist agenda, linking these strategies to broader theoretical
and practical motivations, including the regeneration of social and cultural ideas for target
readers. Another one is written by Mai and Hsiung (2017), entitled Feminist Revision on
Chinese Versions of A Room of One’s Own. They engage with the cultural shift in translation
studies by applying feminist translation theory to revise two existing Chinese translations of
Woolf’s work. Moving beyond traditional fidelity-based methods, they adopt strategies by Luise
von Flotow, such as supplementing, footnoting, and hijacking, to examine how gender is
translated and ideologically shaped. Their study highlights the translator's subjectivity and
questions patriarchal assumptions embedded in language, proposing a new feminist
translation that supports female agency and expression. These two studies do not address
the analysis of translation shifts in historico-cultural backgrounds, leaving this area unexplored
and creating a gap in understanding the full impact of these translations on China's cultural
and literary discourse. To address this gap, the following research questions should be

considered:
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Q1: What kinds of translation shifts have the Chinese translators employed in translating

A Room of One’s Own?

Q2: To what extent do the Chinese translators’ historico-cultural backgrounds shape their
interpretation and decision-making in translating Woolf’'s construction/representation of

academic criticism of women writers and women'’s financial difficulty over time and space?

Q3: How do the Chinese translators navigate the balance of translation shifts between

fidelity to the source text and the need for the translation to resonate with Chinese audiences?

To explore these research questions, the upcoming sections will introduce the datasets

utilised and the methods in this study.

6.2 Methods

6.2.1 Dataset

To compare how different translators treat Woolf's feminist narratives, this chapter uses
a combined corpus-based approach and case studies to analyse Chinese translations of A
Room of One’s Own. The study uses a self-constructed corpus comprising two primary
datasets, detailed in Table 1. The first dataset contains the source text of A Room of One’s
Own by Virginia Woolf, providing the baseline for analysis. The second dataset comprises a
diachronic corpus of three different Chinese translations - Wang Huan 1947 (hereafter T1), Jia
Huifeng 2003 (T2), and Dai Hongzhen & Zhou Chun 2016 (T3). There are ten different
versions of the Chinese translation of A Room of One’s Own. To build my self-constructed
corpus, | applied three main criteria for selection. First, | considered the publication period of
the translations, ensuring a diverse range of temporal contexts. Secondly, the digital
translation is available online in Chinese, making it accessible for study and analysis. Thirdly,
| examined and selected user ratings and comments based on the level of discussion on
Dushu, one of the most popular reading websites in China, and Douban, a Chinese social-
networking site and online database which offers detailed information and reviews for various
media, including books, films and music. These criteria helped ensure a representative and

accessible selection of translations for the study.
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ST/T | Authors/ Version Publication | Publisher Place
T Translators | names Date
ST Virginia A Room of | 1929 Hogarth Press UK
Woolf One’s Own
T1 Wang Huan | —J&] H & | 1947 Cultural Life Series Shanghai
woRE T
(A House
of Oneself)
T2 Jia Huifeng | —[R/H &) | 2003 People's Literature | Beijing
ol (A Publishing House
Room  of
One’s
Own)
T3 Dai —EHS K | 2016 East China Normal | Shanghai
Hongzhen | 5= | (A University Press
&  Zhou | Room  of
Chun One’s
Own)

Table 6. 1 The Chinese translations of A Room of One’s Own

Wang Huan published the first Chinese translation of A Room of One's Own in 1947 in
Shanghai, prior to the establishment of the People's Republic of China. At that time, exposure
to foreign intellectual movements was limited, and Western feminist perspectives, as well as
feminist translation theory or practice, had not yet reached China. The Chinese feminist
movement did not gain momentum until the founding of the People's Republic of China in
1949, when women's rights to education, employment and political participation were
enshrined in law. During this period, the drive for feminism in China was largely propelled by
male intellectuals, who recognised the importance of linking China's local gender issues to the
global context as a means of addressing women's suffering under patriarchy and
institutionalised sexism (Jaguscik, 2021). These male intellectuals, as reformists, nationalists
and socialists who led early Chinese feminism, regarded gender equality as essential to
societal transformation. They advocated for education and the critique of traditional norms
under the inspiration of global ideas, although their leadership reflected existing patriarchal
structures (Jaguscik, 2021). As the first to publish a Chinese translation of Woolf's work, Wang

Huan played a crucial role in raising awareness of women's struggles and feminist ideas.
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However, no reliable information concerning Wang Huan could be identified through the
available sources. Moreover, as mentioned in Xie Qingyao’s introduction, the original
translation published in the 1940s were printed in traditional Chinese with a vertical page
layout, so all passages have been converted into simplified Chinese to ensure consistency

throughout this thesis.

Jia Huifeng published his translation of A Room of One’'s Own in 2003 in Beijing. During
this time, the influence of Western feminist ideas about feminist ideas about women'’s rights
and gender in China became stronger, and Western feminist translation theory was introduced
to China; this attracted more attention after conducting the reform and opening policy in 1978,
especially with the influence of the 1995 World Conference on Women in Beijing, where
women's rights took centre stage, sparking an increase in literature focused on women's

issues (Jaguscik, 2021).

The third selected translation is the one by Dai Hongzhen & Zhou Chun published in
2016. Dai Hongzhen graduated from Shanghai International Studies University in 1999 and
currently teaches at the School of Foreign Languages at Shanghai University of Engineering
Science. Her representative translation work includes A Room of One's Own, The Diaries of
Virginia Woolf and the Blue Blood series. Zhou Chun is currently a faculty member at the
School of Foreign Languages at East China Normal University. His academic research
focuses primarily on appreciating and analysing foreign language literature. As discussed in
Chapter 5, during the 2010s, feminist activism was propelled forward using social media and

online communication platforms.

6.2.2 Analytical Approach

This chapter examines the translational shifts present in the three Chinese versions of
Woolf’'s essay to identify significant patterns and to scrutinise specific translation strategies.
As detailed in Chapter 2, a corpus-based methodology is applied to explore the feminist ideas
presented in A Room of One’s Own, with the aim of pinpointing the distinct features of each
translation. This method involves an in-depth and systematic analysis of the texts, enabling a
comprehensive exploration of how feminist sentences are interpreted and conveyed differently
across the translations. By comparing these variations, the study seeks to illuminate the
diverse ways in which feminist perspectives are adapted and represented in the Chinese

context.
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Following the procedure outlined in Chapter 2, the research design and data
preparation have been finalised. This process involved aligning the texts at the sentence level
to enable precise translation comparisons. As discussed in Chapter 2, Nvivo excels at
managing qualitative data by providing a structured platform for node creation and
synthesising coding from sub-nodes. It facilitates efficient data categorisation, storage and
analysis, allowing for the identification of recurring themes and patterns to enhance the depth
of qualitative analysis. Sentences containing feminist ideas were specifically tagged to support
a focused thematic analysis. This tagging is essential, highlighting moments where feminist
concepts are either emphasised, minimised or transformed in translation. After finishing
reading the source text and making notes, creating a predefined file classification, and tagging
the source text and translations according to these codes, the feminist ideas in the corpus
have been divided into three sub-categories, focusing on different themes which capture
various aspects of women's independence and societal views. The first code highlights male
academic criticism of women and women writers, including the barriers to women's access
to education, critiques of their writing abilities, and the lack of historical acknowledgement of

female writers' contributions. For instance, | tagged the sentence:

“It is the masculine values that prevail. Speaking crudely, football and sport are
“important”; the worship of fashion and the buying of clothes are “trivial”. And these values are
inevitably transferred from life to fiction. This is an important book, the critic assumes, because
it deals with war. This is an insignificant book because it deals with the feelings of women in a
drawing room. A scene in a battlefield is more important than a scene in a shop — everywhere

and much more subtly the difference of value persists.”

This sentence depicts the societal values, rooted in masculine perspectives, which
consistently trivialise women's experiences and interests by framing traditionally male-
dominated activities like sports and war as significant while dismissing women's emotions,
interests and domestic roles as unimportant. This bias creates a disparity which shapes

everyday life and influences art and literature.

The second code addresses the challenges of women's financial status, including the
stress associated with their jobs, the laws governing women's property, the difficulties they
face in earning money, and the particular importance of financial independence for women,

especially female writers. For example, | tagged the sentence:

“The law denied them the right to possess what money they earned. It is only for the
last forty-eight years that Mrs. Seton has had a penny of her own. For all the centuries before

that it would have been her husband’s property — a thought which, perhaps, may have had its
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share in keeping Mrs. Seton and her mother off the Stock Exchange. Every penny | earn, they

may have said, will be taken from me and disposed of according to my husband’s wisdom.”

These sentences elaborate on women's various obstacles to achieving financial
stability and independence. They highlight restrictive property laws contributing to women's

financial difficulties.

The third code pertains to women lacking authority in traditional customs, including
societal expectations regarding domestic responsibilities and limitations on their social status.

For instance, | tagged the sentence:

“She cried out that marriage was hateful to her, and for that she was severely beaten by
her father. Then he ceased to scold her. He begged her instead not to hurt him, not to shame
him in this matter of her marriage. He would give her a chain of beads or a fine petticoat, he

said; and there were tears in his eyes.”

Woolf’s description of Shakespeare’s sister shows how traditional customs deprived
women of authority and independence. When she resisted an arranged marriage, she was
beaten by her father, pressured not to bring shame on the family, and bribed with small rewards
such as “a chain of beads or a fine petticoat”. The sentence shows how patriarchal norms
subordinated women'’s will to family honour, reinforcing their limited social role by trivialising

women's perspectives.

The analytical methodology adopted in this study utilises advanced software tools—
NVivo and Wordsmith 6—to organise and examine translational shifts systematically. These
tools are effective at analysing the corpus data of the source text and its three translations,
uncovering linguistic patterns, frequency distributions, and collocations, thereby enhancing

the analytical depth of the study, as illustrated in Table 6.2.

Source text | T1 Wang | T2 Jia | T3 Dai Hongzhen &
huan (1947) | Huifeng Zhou Chun (2016)
(2003)
Wordcount 38,850 66,995 65,545 76,802
Total number | 1,796 1,814 1,595 2,169
of sentences
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Average 21.63 36.93 41.09 35.41
sentence
length

Sentences 258 230 183 247

with  feminist

ideas
Average 18.23 36.33 41.32 37.92

feminist

sentence

length

Table 6. 2 Statistics of sentences with feminist ideas

Table 6.2 compares the source text with three translations—T1 (Wang Huan, 1947),
T2 (Jia Huifeng, 2003), and T3 (Dai Hongzhen & Zhou Chun, 2016)— and reveals notable
differences in word count, sentence structure, and the representation of feminist ideas. The
table discusses the complexities of translating feminist ideas from the source text into three
target texts, showcasing the differences in translation strategies and their effect on how these

ideas are represented.

As Table 6.2 illustrates, the source text contains 38,850 words across 1,796 sentences,
resulting in an average sentence length of 21.63 words. It includes 258 sentences featuring
feminist ideas, with an average of 18.23 words per feminist sentence. T1 significantly expands
the content to 66,995 words and 1,814 sentences, leading to a longer average sentence length
of 36.93 words, while incorporating 230 feminist sentences averaging 36.33 words. T2,
comprising 65,545 words and 1,595 sentences, has an average sentence length of 41.09
words and reduces feminist sentences to 183, although they average 41.32 words each. T3
further increases the word count to 76,802 with 2,169 sentences, achieving an average
sentence length of 35.41 words. It restores the emphasis on feminist themes with 247 feminist

sentences, averaging 37.92 words each.

Tables 6.3, 6.4 and 6.5 also illustrate the number of sentences and the length of
sentences containing feminist ideas from the source text, which are categorised into three
distinct themes created using the NVivo node creation feature. This categorisation serves as
a foundational step in establishing the themes for the case study. | will focus on these three
themes for an in-depth qualitative analysis: the criticism of scholars and academics regarding
women, the challenges of women’s financial status, and the undervaluation of women's

activities and cultural spheres.

141



For the theme of the male academic criticism of women and women writers, the source
text contains 121 sentences with an average length of 17.57 words. The translations vary
significantly in terms of sentence count and complexity. T2 (Jia Huifeng, 2003) has the fewest
sentences (83) but features the longest average sentence length at 38.71 words, indicating a
detailed, verbose interpretation. While this translation preserves the content of the source text,
it produces a syntactically denser translation that departs from conventional Chinese
discourse organisation. Chinese readers prefer shorter, paratactic structures, and the verbose
translation increases syntactic complexity is likely to reduce readability. In contrast, T3 (Dai
Hongzhen & Zhou Chun, 2016) contains 111 sentences, the most among the translations, with
an average length of 34.72 words, suggesting an effort to maintain elaboration while
expanding on the content of the source text. Meanwhile, T1 (Wang Huan, 1947) includes 98
sentences with an average length of 35.09 words, maintaining a medium and neutral number

of sentences among the translations.

In terms of the complexity of women’s financial status, the source text comprises 64
sentences, averaging 16.27 words each. Conversely, T2 features the fewest sentences (46)
but the highest average length of 44.12 words, suggesting a thorough and potentially dense
examination of this topic. In comparison, T1 (Wang Huan, 1947) contains 48 sentences with
an average length of 38.36 words, falling into a medium range. Furthermore, T3 includes 50
sentences, with an average of 39.58 words per sentence, which is the highest among the

translations and closely aligns with the source text.

For the theme of women lacking authority in traditional customs, the source text
features 73 sentences, averaging 18.01 words per sentence. T2 offers the fewest sentences
(36), with the highest average length of 42.64 words, indicating a more elaborate exploration
of this theme, which may reduce readability. In contrast, T1 and T3 each contain 50 sentences,
suggesting a relatively more balanced approach than T2; however, T1 has an average
sentence length of 35.42 words, while T3 averages 36.26 words, implying that T3 may include
more expansive elaboration compared to T1. Overall, T2 (Jia Huifeng, 2003) employs a
strategy of complexity and depth, featuring longer, more elaborate sentences which provide a
rich yet sometimes dense exploration of women’s independence. In contrast, T1 (Wang Huan,
1947) employs a more balanced approach and remains faithful to the source text. T3 (Dai
Hongzhen & Zhou Chun, 2016), with a greater number of sentences and moderate elaboration,

aims for accessibility, while still emphasising key feminist themes and cultural relevance.
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The male academic criticism of | Source text | T1 Wang | T2 Jia | T3 Dai
women and women writers huan (1947) | Huifeng Hongzhen &
(2003) Zhou Chun
(2016)
Sentences in total 121 98 83 111
Average sentence length 17.57 35.09 38.71 34.72

Table 6. 3 Statistics of sentences with feminist ideas of the male academic criticism of

women and women writers

The difficulty of women’s | Source text | T1 Wang | T2 Jia | T3 Dai
financial status huan (1947) | Huifeng Hongzhen &
(2003) Zhou Chun
(2016)
Sentences in total 64 48 46 50
Average sentence length 16.27 38.36 4412 39.58

Table 6. 4 Statistics of sentences with feminist ideas of the difficulty of women’s

financial status

Women lacking authority in | Source text | T1 Wang | T2 Jia | T3 Dai
traditional customs huan (1947) | Huifeng Hongzhen &
(2003) Zhou Chun
(2016)
Sentences in total 73 50 36 50
Average sentence length 18.01 35.42 42.64 36.26

Table 6. 5 Statistics of sentences with feminist ideas of women lacking authority in

traditional customs

6.3 Analysis

As discussed in Chapter 2, translation is a complex task which involves transforming
information and statements from one language to another. This process requires a deep
understanding of the intricate relationships between languages, which can vary significantly

in terms of grammar, vocabulary and cultural nuances (Catford, 1965). In this sense,
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translating Virginia Woolf's A Room of One's Own into Chinese presents translators with
various challenges beyond mere language and style. In other words, they must navigate
cultural and socio-political contexts which influence how the text is interpreted and understood
in the target language. Chapter 2 discussed Gideon Toury’s (1995) distinction between
‘obligatory’ and ‘optional’ translation shifts. Obligatory shifts refer to necessary changes
resulting from formal differences between the languages of the source and target texts.
Optional shifts denote discretionary changes which reflect the translator’s decision-making
process and their choices of translation strategies, emphasising the relation of sociocultural
and economic factors to motivated linguistic choices. The study explores how Chinese
translators' historical and cultural backgrounds influence their interpretation of and choices in
translating Woolf's feminist concepts so that the analysis will pay more attention to optional
shifts.

6.3.1 Case Study 1: The male academic criticism of women and women writers

In A Room of One's Own, Virginia Woolf presents a critical analysis of how scholars
and academics have historically perceived and portrayed women and women writers
specifically. This theme runs prominently throughout the essay, as Woolf critiques the male-
dominated intellectual establishment that has systematically undermined women's abilities,
creativity, and contributions to literature (Alexander, 2000). Woolf points out that the
scholarship surrounding women has often been marked by bias, ignorance, and
condescension, thus contributing to the broader social narrative that women are intellectually
inferior. For instance, when Woolf explores the library and examines the vast literature written
about women, predominantly by men, she observes that male scholars have been prolific in
discussing women. She writes, "Why are women, judging from this catalogue, so much more
interesting to men than men are to women? A very curious fact it seemed, and my mind
wandered to picture the lives of men who spend their time writing books about women,
whether they were old or young, married or unmarried, red-nosed or hump- backed — anyhow
feel oneself the object of such attention" (Woolf, p.21). Woolf said, "For when it came to
analysing the impression left by these books, there was always an element of heat. This heat
took many forms; it showed itself in satire, sentiment, curiosity, and reprobation. However,
another element was often present and could not be identified immediately. Anger, | called
it ... it was anger disguised and complex, not anger simple and open" (p.24). This passage
highlights how the academic discourse about women is often motivated by a deeper,

concealed anger—suggesting a kind of resentment or misogyny, which scholars may not even
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openly acknowledge. It highlights the consensus among male intellectuals and describes how
men, particularly scholars, have used women as subjects of their discourse, portraying women
in a poor light, thereby reinforcing stereotypes that confined women to limited societal roles,
to assert dominance and express anxieties about gender (Gan, 2009). Woolf cites Boswell,
who said that "men know that women are an overmatch for them, and therefore they choose
the weakest or the most ignorant. If they did not think so, they never could be afraid of women
knowing as much as themselves" (p.22). Woolf suggests that this anger reveals less about
women themselves and more about men's insecurity and the fragile nature of their authority.
Woolf describes this masculine complex as “when the professor insisted a little too
emphatically upon the inferiority of women, he was concerned not with their inferiority, but with
his own superiority. He was protecting that hot-headedly and with too much emphasis because
it was a jewel to him of the rarest price" (p.26). Woolf’s critique is a profound examination of
how the academic establishment has not only dismissed women's contributions but has also
actively worked to undermine them by portraying women in a limited and unfavourable light,
primarily as a means of maintaining male superiority and control and Example 1 illustrates this

point as follows.
Example 1.

“It seemed a pure waste of time to consult all those gentlemen who specialise in a woman and
her effect on whatever it may be — politics, children, wages, morality — numerous and learned

as they are. One might as well leave their books unopened” (Woolf, 1929, p.23).

This highlights Virginia Woolf's explicit questioning of the authority of male scholars
and her sharp critique of the male-dominated intellectual discourse about women. Woolf notes
that male scholars often consider women only in terms of their impact on aspects of society
that men consider significant—such as politics, children, wages, and morality. She uses irony
in phrases like "gentlemen who specialise in a woman" to emphasise the absurdity of these
experts claiming to fully understand women's lives. This irony also exposes the patronising
nature of their scholarship, suggesting that these men perceive women solely through their

influence on male-centric institutions.

The statement “One might as well leave their books unopened” serves as a powerful
indictment of the academic work produced by these male scholars. Woolf argues that these
works hold little value in genuinely understanding women. Despite being "numerous and
learned," these books fail to provide real insight because they are shaped by a male-centric

perspective which neglects or undervalues women's voices. The phrase “pure waste of time”
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reflects Woolf’s belief that such scholarship fails to illuminate women's experiences and

actively distorts them. Through her language, Woolf conveys a sense of scepticism and

disillusionment, emphasising the deep biases which characterise much of the academic work

on women. Thus, while translating Woolf’s irony and criticism of scholars, it is necessary for

translators to adapt translation strategies to create a balance between maintaining fidelity to

the original text and adapting it to convey feminist ideas to Chinese audiences effectively. The

four translations make this balance in distinct ways.

Source text

“It seemed a pure waste of time to consult all those gentlemen

who specialise in a woman and her effect on whatever it may

be — politics, children, wages, morality — numerous and

learned as they are. One might as well leave their books

unopened” (Woolf, 1929, p.23).

Translator

Target text

Literal translation

T1 Wang huan (1947)

AFRIBHEAL LA
RrEe2ARMNEME. 2R
M B EMBAL, BAF

FE), EEBHREALNEL
X—Yl—BUA. M. T
R, BE—MOTWHNEX

We ! 3 1E A 40 A 8 7+ At A1 /9
B,

It seems that the result of
consulting those gentlemen is
a complete waste of time.
Although there are so many
of them, they are so learned
and self-proclaimed experts
in the study of women and
their influence on everything:
politics, children, capital,
morality! 1 might as well not

open their books.

T2 Jia Huifeng (2003)

XEFHANH L, AHA
%, FEINE, ER BA%M
WAIXBUR. JLE.
EEFHEMREE AR 0,
BEREMMEBEATZFE
BLIRATIE . BRI MAFT
pamich(nl: SR

J\\ i_é

These educated gentlemen,
who are numerous and well-
read, are well-versed in
women and their influence on
politics, children, wages,
morals, and any other issue,
but it seems like consulting

them would be for nothing
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delay time. | might as well

never open their books.

T3 Dai Hongzhen & Zhou | @X#FHa+15#, ¥ 27 | Asking these gentlemen for
Chun (2016) BB AR, REIXEA— advice is a complete waste of

EITHMAEFRLMN. Wk my time. Despite the fact that

MNNEY—BUE. &1 #

~. kS 7
&, HEE

these people have spent their
entire lives studying women
RTINS0, and their influence on
REMMNEBEREKR, FiRM | everything — politics, children,
B, B, XEANPEERES | salaries, morality - and

£ 54b, despite their vast numbers

and vast knowledge, it is best

not to read their books.

Table 6. 6 Chinese translations of Example 1

In T1, Wang's translation is distinguished by its adherence to the source text's meaning,
while also reinforcing the irony embedded in the original narrative. One key example of this
character can be seen in Wang's translation of the phrase, "those gentlemen who specialise

in a woman and her effect on whatever it may be — politics, children, wages, morality." In T1,

Wang renders this phrase as "i& B 5 #f RELMELI——BGA. Iz IR . B

RISmAIEZRIE!" (“self-proclaimed experts in the study of women and their influence on

everything: politics, children, capital, morality!”) This translation employs a strategic addition,

specifically the phrase @p... E X" (“self-proclaimed experts”), to amplify the speaker's

scepticism towards these so-called "gentlemen.“ The phrase " ... 55" signals that these

paNl]

men have essentially granted themselves the title of "experts," and the word "Bap" reflects a

lack of faith in the legitimacy of these gentlemen's claims to expertise; this scepticism is crucial
for understanding the speaker's overall dismissive attitude. As mentioned before, Wang Huan,
who published the first Chinese translation of Woolf's work, sought to extend Woolf's feminist
perspectives within the unique context of addressing the oppression faced by Chinese women

under patriarchy and institutionalised sexism. In order to integrate Woolf’'s ideas into this

A

translation, Wang chose to add the term "Bag" (“self-proclaimed”), to add a layer of irony and

mockery which was implicit in the source text. In other words, the irony of consulting
"gentlemen" who are supposedly well-versed in women's issues is made explicit through

Wang's phrasing, which suggests an inflated sense of authority that the original author was
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keen to ridicule. This addition highlights the doubtful nature of the gentlemen's supposed
expertise and underlines the speaker's cynicism regarding their authority. Through this subtle
but impactful addition, Wang captures the critical tone of the source text, underscoring the lack

of genuine respect for these men's authority and reinforcing Woolf’s satirical tone.

In T2, Jia's translation is characterised by underplaying the tone of the source text and,
in some instances, even making controversial the interpretation of Woolf's narrative. Jia's
translation, completed in 2003, followed the surge of interest in women's rights sparked by the
1995 World Conference on Women in Beijing. This event placed women's issues at the
forefront of the national debate and inspired a wave of literature focused on gender equality.
Despite these advancements, deeply ingrained patriarchal culture continued to shape Jia's
translation. For instance, in translating the phrase "all those gentlemen who specialise in a
woman and her effect on whatever it may be — politics, children, wages, morality — numerous
and learned as they are," Jia adjusts the sentence structure to achieve a structure shift by
rendering it as "XEFHFMA L, ABRE, FEINE, BEREZMBININBIE. JLE. T
. EEEERHEBXEAA " (“These educated gentlemen, who are numerous and well-

read, are well-versed in women and their influence on politics, children, wages, morals, and
any other issue”). The source text presents the 'learned and numerous' aspect as an aside
subordinate clause at the end, whereas Jia’s translation highlights these qualities as the main

theme of the sentence, giving them greater prominence. He used terms like "& ¥ F51"
(“educated”) and "Z o) {E" (“well-read”) to describe the "gentlemen", presenting them as

credible and competent, which softens the satirical edge and dismissive attitude essential to

the source text. Besides, the term "iZ#" (“well-versed”) is a positive term that suggests a

genuine familiarity rather than the inflated, self-appointed expertise implied in the source. This
diminishes the critical nuance of the original phrase. The ironic portrayal of the "gentlemen" in
the source text is of a group of self-important, supposedly learned men whose expertise is
fundamentally flawed. Despite their education, numbers, and professed specialisation, their
knowledge is portrayed as irrelevant, shallow, and disconnected from the reality of women's
experiences. By translating this passage in such a way, Jia presents the gentlemen in an
overly positive light, ignoring the irony in the original context. This shift in tone reduces the
critical impact of Woolf's narrative, resulting in a more neutral or even admiring depiction of

the so-called "experts" rather than the ironic critique intended in the source text.

In T3, Dai & Zhou's translation preserves the original's critical tone most effectively,
while maintaining fidelity to the source text. Both translators are known for their strong
appreciation and analysis of foreign-language literature and their affinity for feminist works,

which have clearly impacted their translation choices. For example, in translating the phrase
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"all those gentlemen who specialise in a woman and her effect on whatever it may be — politics,
children, wages, morality — numerous and learned as they are. One might as well leave their

books unopened," Dai and Zhou added connective words like "&AE&" (“despite”) and "{EZ"
(“but”) to adjust the sentence structure, rendering it as "RE XL N —EFEAF LM, W

RIINEY—BUE. & FHE. BE 2, REMNBMERKR, FIRNE,
BE XEANFBEEAREAHY" (“Despite the fact that these people have spent their entire

lives studying women and their influence on everything — politics, children, salaries, morality
— and despite their vast numbers and vast knowledge, it is best not to read their books”). The
use of these conjunctions effectively emphasizes the ultimate futility of consulting these so-

called "experts." By introducing "&K&” (“despite”) and "{EZ" (“but’), Dai and Zhou create a

clear contrast between the seemingly impressive qualities of the gentlemen (their numbers,
lifelong dedication, and scholarly knowledge) and the ultimate irrelevance of their contributions.
In the source text, the sentence appears in the context of Woolf’'s critique of male scholars
who write about women’s supposed influence on various societal aspects—politics, children,
wages, morality, and more. Woolf ironically dismisses these men's views, suggesting that
consulting their writings is futile. The phrase “One might as well leave their books unopened”
underscores the insignificance and irrelevance of these works in understanding women’s
realities, reflecting Woolf's sharp critique of patriarchal scholarship. In this context, "One"
refers to any reader, presumably a general audience, and serves as a universal, detached
pronoun which conveys an ironic detachment while inviting the reader to share Woolf’s
scepticism about the value of such writings. A notable adjustment occurs in Dai and Zhou's
rendering of the sentence, “One might as well leave their books unopened.” They rephrase it
as B2, XEANBEEAREF ALY (“it is best not to read their books”). This marks a

significant structural and tonal shift. The English original— “might as well leave their books
unopened”—conveys a sense of futility or indifference; it implies that reading these books is
unlikely to enhance one’s understanding of women, but not necessarily that it would be

detrimental. In contrast, the Chinese version—particularly the phrase ““~& A #)” (literally, “not

reading is wiser”)—carries a stronger cautionary tone, implying that reading these works could
be misleading or even harmful. Thus, the translation shifts the nuance from passive
resignation to active avoidance, subtly heightening the critique of the male-authored texts in

question.

Overall, Wang's translation stands out for its adherence to the source text's meaning
and conveys a somewhat softer critique. Jia's translation softens the source's tone,

occasionally leading to a controversial interpretation of Woolf's narrative. In contrast, Dai &
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Zhou's translation effectively enhances the original's critical tone, while staying faithful to the

source text.

6.3.2 Case Study 2: The difficulty of women'’s financial status

Virginia Woolf's A Room of One's Own stresses the theme of women's financial status
and the inherent challenges they face due to their economic dependence. Woolf's argument
is centred on the idea that financial autonomy is essential for women to pursue intellectual
freedom, creativity and self-expression, particularly in the context of writing. One of the most
notable direct assertions about the challenges of women'’s financial status is Woolf’s insistence
that "a woman must have money and a room of her own if she is to write fiction." This claim
highlights the crucial link between financial independence and creative potential. Woolf
emphasises that, without a stable financial footing, women cannot access the privacy or
resources needed to create art, particularly literature. She writes, “Of the two—the vote and
the money—the money, | own, seemed infinitely the more important” (p.28). Here, Woolf
stresses that financial security represents a freedom far greater even than political
enfranchisement, as it ensures independence from the necessity to marry for security or rely
on the charity of men. This economic freedom allows Woolf to “not merely do effort and labour
cease, but also hatred and bitterness. | need not hate any man; he cannot hurt me. | need not

flatter any man; he has nothing to give me" (p.28).

Woolf also reflects on the lack of opportunities for women, both in terms of earning
their living and being financially rewarded for their intellectual labour. Woolf states that the
occupations available to women are often low-paid or unpaid, such as "addressing envelopes,
reading to old ladies, making artificial flowers, teaching the alphabet to small children in a
kindergarten' (Woolf, p. 28); thus, it is impossible for women to earn enough money to support
themselves. The absence of essential material needs renders women utterly powerless.
Without financial security, women can hardly attain independence and freedom. Woolf
critiques the systemic economic structures which have long confined women to the domestic
sphere, leaving them financially dependent on their husbands or fathers. She reflects on the
struggles faced by countless women, noting how "women working year after year [found] it
hard to get two thousand pounds together"; this underscores the difficulty they face in gaining
financial independence. Example 2 below further supports her argument for gender equality,
as Woolf outlines the challenges for a woman to earn money and achieve financial

independence.
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Example 2:

“At the thought of all those women working year after year and finding it hard to get
two thousand pounds together, and as much as they could do to get thirty thousand pounds,
we burst out in scorn at the reprehensible poverty of our sex. What had our mothers been
doing then that they had no wealth to leave us? Powdering their noses? Looking in at shop

windows? Flaunting in the sun at Monte Carlo?” (Woolf 1929, p16).

In this passage, Woolf reflects on the lack of inherited wealth which women receive,
attributing it not to personal failures but rather to systemic inequality. She employs irony and
rhetorical questions to reveal how societal expectations have shaped women's roles in ways

which inhibit their financial agency.

The sentences begin with Woolf thinking about “all those women working year after
year” and yet “finding it hard to get two thousand pounds together.” Here, she highlights the
economic barriers faced by women. Despite their hard work, the lack of opportunities and
restrictions placed on them makes it nearly impossible for women to earn or accumulate
substantial wealth. She contrasts the difficulty of obtaining two thousand pounds with the
challenge of accumulating "thirty thousand pounds," implying that the latter is an almost
insurmountable goal. The phrase “we burst out in scorn at the reprehensible poverty of our
sex” reveals Woolf’s use of irony in this passage. She adopts the voice of someone who
sarcastically blames their foremothers for failing to accumulate wealth to leave to their
descendants. This irony becomes evident in the exaggerated and dismissive questions which
follow—asking whether these women spent their time frivolously powdering their noses,
window shopping or idling in Monte Carlo. Woolf’'s tone is not a straightforward critique of
patriarchy but instead a layered commentary. She imagines the misplaced frustration of
modern women, who might scorn their predecessors for not ‘doing better,” while the real cause
of their inherited poverty lies in the systemic disenfranchisement of women under patriarchal
structures. This rhetorical strategy draws attention to the historical economic oppression of
women, subtly exposing its injustice without directly stating it. The use of "our sex" reveals a
collective identity, highlighting that this economic injustice is not limited to individual women
but impacts the entire gender. Woolf then turns to a series of rhetorical questions: "What had
our mothers been doing then that they had no wealth to leave us? Powdering their noses?
Looking in at shop windows? Flaunting in the sun at Monte Carlo?" Here, Woolf employs biting
irony to critique the roles which society assigns to women. "Powdering their noses?" suggests
that women are preoccupied with appearance—an activity which society encouraged in

women as a form of femininity. It points to the restrictive social norms which shapes women’s
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roles, forcing them to prioritise beauty over intellectual or economic endeavours. "Looking in

at shop windows?" conveys the image that women's roles are limited to consumers rather than

producers. "Flaunting in the sun at Monte Carlo?" evokes the image of wealthy leisure. They

have, in fact, been economically restricted to the point of being unable to produce or

accumulate wealth (Gan, 2009). Through irony and biting criticism, Woolf urges recognition of

the injustices faced by women and serves as a call to action for women to break free from

these restrictive social roles. Three translators have different translation shifts when translating

these points.

Source text

“At the thought of all those women working year after year and

finding it hard to get two thousand pounds together, and as

much as they could do to get thirty thousand pounds, we burst

out in scorn at the reprehensible poverty of our sex. What had

our mothers been doing then that they had no wealth to leave

us? Powdering their noses? Looking in at shop windows?
Flaunting in the sun at Monte Carlo?” (Woolf 1929, p16).

Translator

Target text

Literal translation

T1 Wang huan (1947)

BEBLPZ—F—FHTIE
TEERBRTHEHRB AR
WARTSAFTH/T =R,
BAISKREREANEATZ AR
AR FEINEE. Al
HIBER AR T AR E A RE
BAH —RBMBMIRE
AHTHETRIAERER
EHIBAIE TR E?

When we remember how
difficult it is for those women
to work year after year to
donate even £2,000 and how
they have managed to raise
£30,000 by exhausting all
their efforts, we really cannot
help but feel contempt for the
unpardonable poverty of our
women. What did our
mothers do that they could
not leave us any money?
Powder their faces? Hang
around shop  windows?
Flaunt their wealth in the

sunshine of Monte Carlo?
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T2 Jia Huifeng (2003)

BEIPLLZAN, FE—F, R
BRTELE, AR OW
A, FBH=RE, BNER
EAREZZRT —BLMEHZZ
ANIERMRSS . AR, 8
BEREMY T A, BARRE
BMNET—RME? ERE
T NEEE? ARFTE
HOE R T AR

When we think of those
women who, year after year,
could hardly save £2,000, but
did their best and managed to
raise £30,000, we cannot
help but sneer at the poverty
that women deserve to be
blamed for. What were our
mothers doing back then that
they did not leave us any
wealth? Were they too busy
applying make-up? Window
shopping? Flaunting
themselves in the sun of

Monte Carlo?

T3 Dai Hongzhen & Zhou
Chun (2016)

BELANFE—FLATE,
REBEGERTRE, 4 7%
S=TRE, WOELTES
BRI —BEXD, & BAR
FREER, HHEAMXDEM
B, THORIIMNEUSIE
Ro BMNNBERETHAE
T, E—-RWY TR e AN
BT?RICEREARND?E
EHEEE, LRAERKFS
BEE™?

Those women worked day in
and day out for years on end
and could only save 2,000
pounds; they did everything
they could to raise 30,000
pounds! When | think about
this, | can't help but burst out
and

in anger strongly

condemn our group of
women. What on earth did
our mothers do that they
didn't leave us any wealth?
Were they busy applying
Window

shopping? Or strutting their

make-up?

stuff in Monte Carlo?

Table 6. 7 Chinese translations of example 2

Wang Huan (1947) was the first female to publish a Chinese translation of Woolf's work,

and her translation is notable for its fidelity to the source text, making a sincere effort to convey

Woolf’s intended meaning. During an era when exposure to foreign intellectual movements in

China was limited, Wang's work made a significant contribution by helping to reveal the
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suffering of women under patriarchy and institutionalised sexism. By bringing Western feminist
perspectives to Chinese readers, Wang played an important role in promoting feminist
awareness. Her translation is characterised by a faithful rendering of Woolf’'s arguments,
including the nuanced critique and irony of gender inequality. For example, when translating
the phrase "we burst out in scorn at the reprehensible poverty of our sex," Wang rendered it
as "BILEABATENZANRTRNSEZMIAEZEE" ("we really cannot help but feel
contempt for the unpardonable poverty of our women"). This translation effectively preserves

the collective identity “F¢{[1%& A" (“our women”), maintaining the sense of shared frustration

and solidarity which Woolf originally intended. At the same time, the translation captures the
nuanced irony in Woolf's critique, where she evokes a sense of unity among women. However,
it simultaneously appears to chastise them for their poverty, thus creating a tension between
solidarity and blame. The absurdity of the critique stems from the juxtaposition of the
monumental efforts of these women to overcome systemic obstacles with the unreasonable
scorn directed at them for failing to accumulate wealth. Wang’s choice of words successfully
mirrors Woolf’s subtle rhetorical irony, as the critique is not genuinely aimed at the women
themselves but instead highlights the injustices of a patriarchal system which makes such
poverty inescapable, despite their efforts. This layered critique creates a space for readers to
question the fairness of the judgment and reflect on the systemic issues at play. It underscores
that women's economic difficulties are not isolated instances but systemic issues impacting
the entire gender across generations. The translation maintains Woolf's focus on women as a

collective, ensuring that her message of shared struggle and systemic critique is preserved.

Jia's 2003 translation notably underplays and misrepresents Woolf's intended tone,
particularly the use of irony, thereby shifting the original message. This is especially evident in
his translation of the sentence, “we burst out in scorn at the reprehensible poverty of our sex,”
which he renders as “BIERAFERKREE T —HLMEIZZAIERHNTS” ("we cannot help
but sneer at the poverty that women deserve to be blamed for"). In Woolf’s original text, the
irony is sharp yet carefully layered. He uses the phrase “we burst out in scorn”, which signals
a moment of collective indignation, while the phrase “reprehensible poverty of our sex” does
not literally condemn women but critiques how society has historically shamed them for the
conditions imposed upon them. The phrase “our sex” is crucial—it expresses solidarity and a
collective identity, reinforcing the idea that the scorn is not aimed at women themselves but at
the injustice they endure. Irony in Woolf's prose depends on such subtle linguistic and
rhetorical cues: shared pronouns ("our"), elevated diction ("reprehensible"), and tonal
juxtaposition between serious content and light or playful expression. These cues enable
readers to grasp that Woolf does not mean what she literally says but instead critiques the

absurdity of patriarchal assumptions. Jia’s translation appears to take the statement at face
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value, rephrasing it in a manner that makes the critique seem self-directed and literal. The

phrase “&ZME1ZZ AIERHNE S (“women deserve to be blamed for their poverty”) conveys

the ironic meaning that Woolf carefully constructs by positioning women as the appropriate
targets of criticism. Ultimately, this example illustrates how irony—when successfully
employed by Woolf—depends on subtle linguistic cues and a shared understanding with the

reader.

Dai Hongzhen and Zhou Chun’s 2016 translation, T3, is characterised by its ability to
preserve Woolf's intended message, effectively capturing both the collective struggle of
women and the ironic tone of Woolf's critique. Influenced by the rise of feminist activism driven
by social media and online platforms, Dai and Zhou’s interpretation reflects a modern
understanding of gender equality and shared struggle. For instance, in translating the phrase
"we burst out in scorn at the reprehensible poverty of our sex," they rendered it as “Z R~ {F %k
RSk, BN ZHEHE, FIRZIAEIS1ER.” ("l can't help but burst out in anger
and strongly condemn our group of women"). The phrase "strongly condemn our group of
women" is laden with irony, as it superficially appears to attack women themselves while
critiquing the systemic forces that perpetuate their marginalisation. The irony lies in the act of
turning blame inward, as if the group of women is at fault for their own disenfranchisement,
poverty, or lack of progress. This rhetorical device highlights the absurdity of holding women
responsible for conditions shaped by patriarchal structures that have historically denied them
access to education, wealth, and independence. In translating this phrase, Dai & Zhou's
translation—using “%& {4 3&” ("burst out in anger") and “3& ZI { B 5 1E " ("strongly
condemn")—successfully conveys Woolf's sense of urgency and exasperation regarding
women's economic struggles. The tone is intentionally forceful, mirroring Woolf’'s emotional
intensity. It effectively communicates that Woolf adopts the voice of an overly critical observer
who unjustly targets women as the cause of their own plight by using this ironic condemnation.
Additionally, the translation substitutes “XF ¥ 171X N & & {&" ("our group of women") to
render Woolf’s "our sex," preserving Woolf's focus on women as a collective. The explicit use

of “LZ M {A” (women’s group) reinforces the concept of sisterhood and shared identity,

aligning with Woolf’s goal to emphasise the common struggle faced by women.

In all, Wang's translation stands out for its fidelity to the source text, sincerely
conveying Woolf's intended meaning, which challenges the conservative paradigm of early
translations. At the same time, Jia's translation uses subtle linguistic cues and a shared
understanding with the reader to convey the tone of the original message’s implication. In

contrast, Dai and Zhou's translation is distinguished by its ability to preserve Woolf's intended
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message, effectively capturing both the collective struggle of women and even enhancing the

ironic meaning of her critique.

6.3.3 Case Study 3: Women lacking authority in traditional customs

Virginia Woolf's A Room of One's Own is a powerful exploration of gender inequality,
and one of its central themes is the lack of authority afforded to women under traditional
customs. One significant aspect Woolf addresses is domestic responsibility, which is deeply
embedded in social norms and has deprived women of the time and independence needed to
cultivate their intellectual potential. Woolf highlights this when she notes, "A woman must have
money and a room of her own if she is to write fiction.” This statement points directly to the
constraints placed on women by traditional roles. Moreover, Woolf illustrates women'’s lack of
authority by depicting women'’s social status in the historical and literary traditions. She directly
references how, throughout history, women have been largely excluded from higher education
and denied access to intellectual pursuits. This exclusion reflects the broader social framework
in which women had no recognised authority, particularly within academia or the literary canon.
For example, Woolf mentioned the social expectation of women: "The bishops and the deans,
the doctors and the professors, the patriarchs and the pedagogues all at her shouting warning
and advice. You cannot do this, and you shall not do that! Fellows and scholars are only

allowed on the grass! Ladies, not admitted without a letter of introduction!" (Woolf, p.68)

Woolf also uses the character of “Shakespeare’s sister” as an allegory to emphasise
the plight of talented women silenced by societal norms. Imagining a hypothetical sister of
Shakespeare, Woolf presents a woman equally gifted but lacking any opportunity to develop
her talent due to the customs of her time. Woolf writes that "to have lived a free life in London
in the sixteenth century would have meant for a woman who was poet and playwright a
nervous stress and dilemma which might well have killed her" (Woolf, p.37) and
Shakespeare’s sister would have faced ridicule, coercion, and eventually ruin, highlighting
how societal norms robbed even the most gifted women of authority over their own lives.
Example 3 below says, "It was the relic of the sense of chastity that dictated anonymity to
women even so late as the nineteenth century... Anonymity runs in their blood." Through these
examples, Woolf clarifies that traditional customs—encompassing family duties, social
expectations, and limited access to intellectual spaces—have kept women in positions of
inferiority. Example 3 is good to prove that these norms have deprived women of autonomy

and authority, leaving them with little room to explore or express their creative potential.

Example 3:
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“It was the relic of the sense of chastity that dictated anonymity to women even so late
as the nineteenth century. Currer Bell, George Eliot, George Sand ... they did homage to the
convention, which, if not implanted by the other sex, was liberally encouraged by them (the
chief glory of a woman is not to be talked of, said Pericles, himself a much-talked-of man) that

publicity in women is detestable” (Woolf, 1929, p.37).

This passage addresses the historical requirement for women to publish anonymously
or under male pseudonyms. It serves as a broader illustration of the suppression of women’s
voices and their lack of social authority. The quote begins with Woolf highlighting how "the
relic of the sense of chastity" leads to women writers feeling compelled to hide their identities
in the nineteenth century. The concept of "chastity" here is not only about sexual purity, but it
also relates to the idea of modesty, discretion and invisibility traits which were traditionally
demanded of women (Gan, 2009). The restriction on women to remain unseen and unheard
took various forms, notably in the literary world. Women authors such as Currer Bell (Charlotte
Bronté), George Eliot (Mary Ann Evans), and George Sand (Amantine Lucile Aurore Dupin)
adopted male or gender-neutral pen names—a powerful illustration of how societal restrictions

limited their authority to engage openly in public discourse.

These women had to disguise their gender to be taken seriously as writers, reflecting
the deep-seated belief that women lacked the intellectual capacity or credibility to be authors
(Duhan, 2019). Woolf points out that this expectation of chastity and anonymity was a "relic"—
an old belief which continued to affect women well into the nineteenth century, stifling their
authority over their work and public personas. Woolf’s parenthetical remark, quoting Pericles,
is particularly telling: "The chief glory of a woman is not to be talked of, said Pericles, himself
a much-talked-of man." By including this quote from the famous Athenian statesman, Woolf
highlights the double standard inherent in traditional customs. Pericles, a prominent public
figure, felt entitled to dictate that a woman’s virtue lay in her silence and invisibility, while he
enjoyed the privilege of public recognition and admiration. This speaks to the unequal
allocation of authority in traditional gender roles: men were expected to be seen, heard and
discussed, traits viewed as evidence of their accomplishments and social influence.
Conversely, women were expected to remain in the private sphere, which was largely invisible
and not publicly discussed (Zimmerman, 2012). Thus, the expectations of chastity and
anonymity were tools used by patriarchal society to keep women subdued, stripping them of

the authority to represent themselves.

Moreover, Woolf's comment that this convention "if not implanted by the other sex, was
liberally encouraged by them" points to the underlying power dynamics at play. Even if men

did not exclusively create the idea of chastity and anonymity, it was undoubtedly maintained
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and promoted by them, serving their interests in ensuring that women remained confined to

the margins of society. Men effectively preserved their exclusive authority over intellectual and

cultural domains by keeping women out of public visibility. Woolf’'s analysis in this passage is

a powerful critique of how traditional customs have kept women from attaining authority or

recognition in the public sphere. By referencing these nineteenth-century female authors,

Woolf illustrates the enduring challenges faced by those women who sought to break into

intellectual and creative pursuits. Their need for anonymity is emblematic of a broader cultural

silencing which deprived women of public authority and agency. The only way that they could

succeed was by conforming to the expectations that they remain modest, invisible, and

anonymous—ultimately reflecting the significant social barriers which kept women out of

positions of influence and power (Gonick, 2006).

Source text

“It was the relic of the sense of chastity that dictated

anonymity to women even so late as the nineteenth century.

Currer Bell, George Eliot, George Sand ...

they did homage

to the convention, which, if not implanted by the other sex,

was liberally encouraged by them (the chief glory of a woman

is not to be talked of, said Pericles, himself a much-talked-of

man) that publicity in women is detestable” (Woolf, 1929,

p.37).

Translator

Target text

Literal translation

T1 Wang huan (1947)

M ZIEREBREMIER
ARATHES, EEBRE
+httLrEmit, BEHen
Re TviG - BB A
E- S, iAE DX SIBBT
WE. JREREEAEE
H Sk B, 2 1B 11738 77 X b
By, il A BR&ETR
ME (RERFHE— %A
SHREREAEAKIE,
JEfhECER
5N .

ANiREH

It was the lingering poison of
the concept of chastity that
ordered female writers to
remain anonymous, even as
late as the 19th century.
Currer Bell, George Eliot,
George Sand... they at least
paid homage to custom.
Custom, even if not cultivated
by men, was certainly
encouraged by them. They
said that the most annoying
thing for a woman is to be

famous (Pericles said that the
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highest honour for a woman
was not to be talked about,
but he was the man most
talked about ).

T2 Jia Huifeng (2003)

SUBEMAY IR UL KRB & A B3
HIEE, B #IUR, FHa-X
BeHE. TOE% ... k(b il
BYEM, BTEMR ZA
KBEELUUN, MX—F
M, BMEFIEHBEMN, =
PhRIMIIRNHR (BE
A, T ARREARBAA
RERE, thAAEENES
AEEWED)

The legacy of the concept of
chastity still forces women to
hide their names. Currer Bell,
George Eliot, George Sand...
They all conformed to the
norm, which confined women
to the norm; women were
shameful to be seen. This
norm was not set by men, but
it was undoubtedly strongly
promoted by them (Pericles
said that women's glory was
no longer talked about, but he
was often the subject of

people's conversations).

T3 Dai Hongzhen & Zhou
Chun (2016)

EZ%ER 7T RAMT AL,

BTN RFIRAIL L HEARE
FHEZXRSE. 8 - I
Re v X B R
T=iE- S gL E =, R
BEIBMEL, ABSA BE
FEALE, RXEEACHE
L5H. AMEZINIBAES
—MEZIAFIER, L2t
MROBIWI(BERF
i, TARKHFERENE
AWk, mAANZE—D
BEEWHAD). TAR

Wk EE, meREtREnA
=18

Even in the long-gone
nineteenth century, the
lingering effects of the

concept of female chastity still
write
Bell,
George Eliot, George Sand...

make women

anonymously. Currer

They had no choice but to
bow to custom and use a
man's name as a pseudonym
to conceal their true identity.
Even if this custom was not
set by people of the other
gender, they strongly
encouraged it (Pericles said
that a woman's greatest glory

is not being discussed, and
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he was a controversial
figure). As long as a woman
shows her face publicly, she

is a shocking scandal.

Table 6. 8 Chinese translations of Example 3

Wang's translation T1 is marked by a deliberate intensification of Woolf's critical tone,
emphasising the damaging impact of entrenched societal norms on women's autonomy. As
the first to publish a Chinese translation of Woolf's work, Wang Huan played a pivotal role in
raising awareness of women's struggles within the broader cultural landscape of China. Her
work also highlighted the necessity of aligning local reform with international feminist discourse,
encouraging a more empowering perspective for Chinese women. This commitment to
promoting feminist ideas heavily influenced Wang’s translation strategy. One notable example
of this strategy is Wang's interpretation of the phrase "the relic of the sense of chastity," which
she translated as "pT#EXN & HRE" ("the lingering poison of the concept of chastity"). By

[[RY--X

choosing "i%(leftover) &F(poison)” (“lingering harmful effect”) instead of a more neutral
equivalent, Wang emphasises that the concept of chastity is not merely an outdated relic but
an actively harmful cultural remnant. This term conveys a far more substantial critique of the
lingering effects of chastity than Woolf’s original use of "relic," underscoring its negative impact
and continuing harm. In adding "&” (“poison”), Wang injects a damning judgment that conveys
a more profound cultural criticism—making it clear that such ideologies are not just obsolete
but are actively toxic. Another example of Wang’s translation approach is her rendering of
Pericles’ quote: "(the chief glory of a woman is not to be talked of, said Pericles, himself a
much-talked-of man)." Wang employs an additive method to capture Woolf's irony fully,
translating it as "(fAREFH — MLABRBHEEREFHARE, TELECERIARE
B AN)" ("Pericles said that the highest honour for a woman was not to be talked about, but
he was the most talked about man"). By including "o] ;2" (“but”) to explicitly contrast Pericles'
ideal for women with his own widely discussed reputation, Wang directly highlights the
contradiction in his statement. This addition effectively preserves Woolf's original irony while
making the translated version even more explicit to readers. The emphasis on "{th 5 C 2 &%

NEEHIE AN (“he was the most talked about man”) ensures that Woolf's criticism of Pericles’

hypocrisy is not only conveyed but amplified, making the sarcasm unmistakable.

Jia Huifeng’s translation is characterised by a softened critical tone, an emphasis on
clarity, and a direct approach to conveying irony. For example, the original phrase "the relic of

the sense of chastity" is translated as " p3;EXW A93% X.," which means "the legacy of the concept
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of chastity." Jia’s use of "1z X" (“legacy”) carries a somewhat gentler connotation compared to

"1%&E" (lingering effect) used in Wang's T1 translation and even gentler and more positive than

“relic”, which has more archaic connotations, implying that the tradition is not compatible with
a modern outlook. Instead of depicting this concept as explicitly harmful, Jia represents it as

nagk

an inherited tradition or a leftover influence from the past. The term "1z X" (“legacy”) implies

an effect that continues to linger rather than an actively harmful force, presenting it as a softer
but still limiting tradition. Thus, Jia seems less confrontational in her tone and chooses a
phrase pointing to traditional morality's lasting influence without directly labelling it as

destructive. In this translation, Jia uses "I 5" ("conformed to" or "catered to") and "[&F"
("confined to") to describe how these female authors adhered to societal norms. "ill "

("conformed to" or "catered to") implies that the female authors acted by the conventions. This

contrasts with T1's emphasis on paying homage ("£&%"), which may convey reluctant respect.

Jia’s phrasing underscores the limitations imposed on women, as the authors were not only

conforming but were also being confined ("[E]T") by the norms. This choice presents a slightly

more passive view of the women's actions, suggesting that the social norms trapped them
rather than presenting them as having made an active choice to comply. Moreover, Woolf uses
the phrase "publicity in women is detestable" to assert a more explicit and direct condemnation
of the idea that women’s engagement in public life is inherently undesirable. The word
“publicity” in this context carries a dual meaning: it refers both to public visibility and to the
idea of women actively asserting themselves or seeking attention in male-dominated societal
spaces. Woolf’s phrase is less about the shame associated with public appearances and more
about the societal disdain for women breaking the boundaries of domesticity and participating
in public discourse or activities. In translating the phrase "publicity in women is detestable,"

Jia rendered it as “Z A#LEE 2 TJHLAY” (“women were ashamed to be seen”), which adds

a layer of clarity and cultural specificity to the social expectation regarding women’s public

behaviour. The term "#3:LEE™E" (be seen) in Chinese literally translates to "showing one’s

head and face in public," and it carries strong connotations of a traditional Confucian ideology
that values women’s modesty and discourages them from being visible or active in the public
sphere. It reflects a deeply ingrained social expectation that women should confine themselves
to domestic roles and avoid public exposure, which is considered inappropriate or even
disgraceful. Jia’s translation only conveys one meaning of the word “publicity” - public visibility

and softens the critical tone of the source text.

Jia’s translation of Pericles' quotation, "the chief glory of a woman is not to be talked

of’, renders the phrase as "Z AR ERBAF H AZZEKE" ("a woman's glory was no longer
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talked about"), which deviates from the original meaning and means something different.
Woolf’s original statement was that "the chief glory of a woman is not to be talked of," which
implies an ideal of female invisibility. However, Jia’s addition of "fth A& A 5|2 i & 25 A E=7EM 4

("he was often the subject of people's conversations") effectively conveys the irony of

Pericles' statement. The phrase "i & 45 AFE7ZEM4" (“often on people's lips”) emphasises the

contradiction between Pericles’ belief about women and his public persona, retaining Woolf's
criticism of the hypocrisy inherent in his statement. Jia's treatment of Pericles' quotation
effectively preserves Woolf's irony, although she rephrases it slightly to imply a temporal
element ("no longer talked about") not present in the original. However, her addition,
highlighting Pericles being frequently talked about, clearly conveys the hypocrisy that Woolf
intended. Jia thus makes the critical point very evident to her readers, emphasising the double

standard without ambiguity.

Dai Hongzhen and Zhou Chun's 2016 translation is characterised by an intensification
of Woolf’s critical tone, highlighting the severity of women’s struggles and the ironies of
patriarchal expectations more sharply than the original. The translation style is influenced by
feminist activism, which social media may propel forward. For instance, Dai and Zhou translate

"the relic of the sense of chastity" as "Z TN EI4E," meaning "the lingering effects of the
concept of female chastity." The term “4&” (“remain”) & (“poison”)” (“lingering effect”) conveys

a similar sense of harm as in Wang's translation T1, indicating a clear stance that these

remnants are damaging to women. The choice of "&&" ("lingering effect") emphasises that
the influence of these norms is not just residual but actively harmful, much like toxic remains
that continue to afflict those exposed. Besides, Dai & Zhou add detail to the actions of the
female authors. They expanded Woolf’s original "they did homage to the convention" into "4t
MEOE, REEIBEL" ("they had no choice but to bow to custom”). The phrases "7t
o] 257" ("had no choice") and "{i3k" ("bow to") amplify the sense of resignation and reluctance

felt by these female authors. This reflects the coercion and helplessness experienced by these
women under societal pressure. Furthermore, while translating "himself a much-talked-of
man", Dai & Zhou make a substitution into "fh A A N2 —MNMEZEINHAY" ("he was a

controversial figure"), effectively captures Woolf’s irony. The phrase "{85%43" ("controversial

figure") underlines the paradox of Pericles being heavily discussed, in stark contrast to his
advice for women. This loses the humour of the original but retains Woolf's criticism of Pericles'

hypocrisy and presents it more sharply by characterising him as "controversial."

Overall, in translating Example 3, Wang's translation amplifies Woolf's critical tone,

underscoring the harmful effects of deeply rooted societal norms on women's freedom. Jia
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Huifeng's translation takes a softened critical tone, focusing on clarity and directly expressing
Woolf's irony. Dai Hongzhen and Zhou Chun'’s translation maintain fidelity to convey Woolf's
critique, emphasising women's societal pressure and the sharp contradictions within

patriarchal expectations.

6.4 Conclusion

This chapter has compared three Chinese translations of Virginia Woolf's A Room of
One's Own. Using a specially constructed corpus, the study investigates the translation shifts
and strategies employed by the translators mainly how themes of social expectations and
women's independence are interpreted across different temporal and cultural contexts. By
analysing various optional shifts, the research explores the subtleties and motivations behind
the linguistic, cultural and historical adaptations made in conveying Woolf's feminist ideas. The

key findings of this study are as follows:

T1, Wang Huan’s 1947 translation emerged in a pre-PRC era, during which feminist
discourse was largely driven by male intellectuals who, influenced by global ideas, regarded
promoting education and challenging traditional norms as essential to national and societal
transformation, although their leadership of early Chinese feminism remained constrained by
existing patriarchal structures. Wang frequently employs optional shifts such as additions and
lexical intensification to enhance Woolf’s critical tone. For instance, in Example 1, Wang

translates “gentlemen who specialise in a woman” using “H #5... % 3~ (“self-proclaimed

experts”), thereby heightening the irony of Woolf’'s scepticism towards patriarchal academia.

In Example 3, she strengthens the critique of chastity norms by translating “relic’ as “iz&E”

(“lingering poison”), which not only preserves the metaphor but makes its social critique more
explicit to Chinese readers. Wang’'s strategies lean toward contextual adaptation and
ideological amplification, aiming to align Woolf's feminist critique with China’s emerging
awareness of gender oppression while retaining formal fidelity. Her optional shifts often clarify

Woolf’s subtle sarcasm for an audience less familiar with Western feminist irony.

T2, Jia Huifeng’s 2003 translation, reflects a period of growing yet conflicted feminist
visibility in China following the 1995 Beijing World Conference on Women. Jia’s approach is
characterised by tone softening, semantic generalisation and, in some instances, a

misinterpretation of Woolf’s ironic voice. In Example 1, his use of terms like “B¥ FH#+”

€D 2

(“educated gentlemen”) and “1& " (‘well-versed”) undermines the original sarcasm,
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suggesting respect rather than critique. Similarly, in Example 2, his phrase “JE1%Z% A0
#255” (“poverty that women deserve to be blamed for”) distorts Woolf’s collective irony as literal

scorn, stripping the sentence of its rhetorical power. Jia’s strategy appears orientated towards
domestication and accessibility, employing optional shifts which neutralise satire to evade
ideological confrontation. This reflects both the translator’s context and a potential tendency
to prioritise fluency over critical fidelity, thereby diminishing the impact of Woolf's feminist

vision.

T3, Dai Hongzhen and Zhou Chun’s 2016 co-translated work, produced during an era
of heightened feminist activism via digital platforms, demonstrates an assertive and
ideologically conscious strategy. Their use of restructuring, explicitation, and emotional
intensification conveys Woolf’s irony, critique, and feminist tone more powerfully than other

versions. For example, in Example 1, they restructure the sentence using “R%E&...{EE"

(“although... but”) to highlight the contradiction between scholarly claims and practical

irrelevance. In Example 2, they render “reprehensible poverty of our sex” as “s& 3! 98 51&

=" (“strong contempt and condemnation”), elevating Woolf’s ironic frustration to a more

visceral emotional response. In Example 3, their phrase “&” (‘remain”) & (“poison”)’

(“lingering effect”) reinforces the harmful legacy of chastity norms. Their translation presents

Woolf’s critique as neutral, prioritising fidelity.

In summary, this study highlights the corpus's distinctive linguistic, cultural, and
historical shifts, shedding light on the translators' approaches to conveying Woolf's feminist
narratives on social expectations and gender identity. Wang (T1) employs subtle amplification
and ideological reinforcement, Jia (T2) relies on neutralisation and simplification, and Dai &
Zhou (T3) adopt intensification and feminist fidelity. These translation choices shape how
Woolf’s feminist arguments are framed for Chinese audiences, confirming that translation is

not merely a linguistic act but a culturally and ideologically charged process.
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Chapter 7: Discussion

This chapter provides a critical analysis of the main findings from this study, which has
explored how Virginia Woolf’s feminist discourse has been translated and transformed within
the Chinese context through linguistic, ideological and cultural shifts. Drawing on Catford’s
‘translation shift’ theory (1965) and Toury’s concept of ‘optional shifts’ (1995), this study
examines how Woolf’'s complex feminist discourse has been interpreted and adapted across
various Chinese translations over time. The analysis has focused on linguistic, ideological and
stylistic shifts, as well as the socio-historical factors which influence each translator's decision-

making and their translation strategies.

This study employs a mixed-methods approach, combining a self-constructed
diachronic corpus with close textual analysis and content coding using Wordsmith 6 and NVivo.
It has systematically examined lexical, structural and ideological shifts in multiple Chinese
translations of Virginia Woolf’'s key feminist texts, including Mrs. Dalloway (1925), To the
Lighthouse (1927), Orlando: A Biography (1928), and A Room of One’s Own (1929). These
texts were selected because they each engage with major feminist issues such as social
expectations, gender binaries, gender fluidity and women’s independence, and have been
translated several times in China over recent decades. The research has been guided by the

following three questions:

Q1: What kinds of translation shifts have the Chinese translators employed in translating

Virginia Woolf’s novels?

Q2: To what extent do the Chinese translators’ historico-cultural backgrounds shape their
interpretation and decision-making in translating Woolf’'s construction/representation of

gender roles and gender binaries over time and space?

Q3: How do the Chinese translators navigate the balance of translation shifts between

fidelity to the source text and the need for the translation to resonate with Chinese audiences?

These questions have been addressed through both quantitative corpus evidence (e.g.,
wordcount, sentence length, sentences with feminist ideas) and qualitative close reading (e.g.,
analysis of shifts in tone, structure, metaphor and cultural meaning), which has enabled the
identification of how each translation negotiates between Woolf's feminist voice and the

ideological norms of the Chinese readership at the time of translation.
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This chapter seeks to demonstrate that translation is a practice shaped by cultural and
ideological influences. The diverse strategies used by Chinese translators in conveying
Woolf’s feminist discourse not only highlight linguistic complexities but also reflect complex
negotiations with dominant social norms, political structures and gender ideologies. These
factors support the main argument of this thesis: translation acts both as a means for feminist
advocacy and as a contested space of ideological resistance or adaptation, depending on the

translator’s position and the historical context in which the translation takes place.

To ensure a coherent and analytically rigorous discussion of the findings, this chapter is
organised into two interconnected sections: 7.1 Challenging the Conservative Paradigm of
Early Translations and 7.2 Co-Translations versus Gendered Intervention in Individual
Translations. Together, these sections offer a comprehensive interpretation of the results
presented in the preceding chapters, directly addressing the research questions and
theoretical framework established at the beginning of the study. Rather than merely restating
the findings, this chapter critically examines how the translators’ decisions, particularly their
use of optional shifts, reveal the complex dynamics between ideology, gender, and cultural
context in translating feminist literature from English into Chinese. As mentioned before, using
Catford’s translation shift theory and Toury’s concept of optional shifts, the analysis highlights
how translators negotiate meaning in response to changing socio-cultural and institutional
conditions. It also considers how translator identity, historical context and collaborative
dynamics shape the feminist discourses present in Virginia Woolf's texts. Each subsection
examines a key thematic finding, compares it with prior research in feminist translation studies
and Chinese translation history, and provides interpretative explanations for both expected
and unexpected patterns. Through this structure, the chapter enhances the understanding of

literary translation as a culturally embedded, ideologically charged act of rewriting.

7.1 Challenging the Conservative Paradigm of Early Translations

7.1.1 Deviation from Existing Studies

This study challenges the dominant assumption in existing scholarship that earlier
Chinese translations of Virginia Woolf’'s works are more ideologically conservative and more
likely to weaken or obscure her feminist discourse than later translations. As mentioned before,
this study proposes a three-phase periodisation of Virginia Woolf's reception in China: the first

phase covering the Republican era (1920s-1949) and the early post-reform decades (late
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1970s to early 1990s), the second phase occurring in the late 1990s and 2000s, and the third
phase starting in the 2010s. In both feminist translation studies and Woolf scholarship in China,
early translations, particularly those produced during the Republican era (1920s—1949) and
the early post-reform period (late 1970s—1990s), are generally regarded as conservative in
their portrayals of female characters and cautious in their engagement with feminist issues.
Scholars widely contend that the feminist elements of Woolf’'s works became more explicitly
visible in Chinese translations only after the 1990s. This dominant perspective is well

supported in recent academic work.

In East Meets West: Chinese Reception and Translation of Virginia Woolf, Jin (2009)
employs a historical contextualization approach from a cross-cultural standpoint to examine
the evolution of Virginia Woolf’'s reception in China, emphasising the treatment of her feminist
perspectives. Drawing upon reception studies and comparative literature, Jin divides the
Chinese reception of Woolf into two distinct stages. The first is the 1930s—1940s,
characterised by an interaction between the Bloomsbury Group and China’s Crescent Moon
Group. During this period, translators and critics primarily engaged with Woolf’s modernist
techniques, selectively critiqued her feminist essays, and even emulated her stream-of-
consciousness style. The second stage (1990s—present) is informed by political, cultural and
literary agendas, wherein Woolf's works have been systematically published and her feminism
explored more deeply alongside her formal innovations. Jin concludes that, while Woolf’'s
status is now well-established in China, earlier translations and criticisms addressed her
feminism only superficially, focusing more on aesthetic form than on ideological content. In

contrast, later translations and scholarship integrate both aspects.

Similarly, in Virginia Woolf in China: Translation, Study, and Influence, Yang (2022)
employs a historical-cultural contextual approach, utilising feminist literary criticism to position
Virginia Woolf’s translation and scholarship within the socio-political and cultural history of
modern China. Through a diachronic historical analysis, Yang categorises the reception of
Woolf into two main periods: the Republican era (1929-1949), when Woolf’'s works were first
introduced during the early modernist literary exchanges and were often mediated through
selective translations, and the post-reform period (late 1980s—present), when renewed interest
correlated with the influence of modernism and the emergence of feminist criticism. Yang
observes a distinct shift in the representation of Woolf’s feminist thought over time. Early
translations, influenced by the prevailing cultural and literary norms, tend to portray female
characters and gender relations in a conservative manner, muting or reframing feminist

elements. In contrast, later translations, especially those from the 1990s onwards, more
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explicitly highlight women’s agency, critique gender inequality and align with Woolf’s feminist

vision.

This broader ideological shift in Chinese literary translation, moving from conservative
portrayals to increasingly feminist-orientated reinterpretations, is further supported by a
growing body of scholarship on the Chinese translations of Virginia Woolf's works. As
discussed in Chapter 3, Yu Yin (2014), in her study titled A Study on Feminist Poetics in the
Two Chinese Versions of Mrs. Dalloway from the Perspective of Feminist Translation Theories,
provides a comparative analysis of the 1988 translation by Sun Liang and Su Mei and the
2001 version by Wang Jiaxiang. By utilising feminist translation strategies like hijacking,
supplementing and embodying female experiences, Yu (2014) classifies twelve representative
examples into three modes of intervention: fidelity to the source text, reasonable deviation,
and creative rewriting. Her analysis demonstrates that earlier translations often simplify or
obscure the feminist implications of the text, while later versions exhibit a heightened
sensitivity to Woolf’s gender-critical perspective, thus better capturing the nuances of feminist

poetics.

Moreover, Zhang's (2021) work Empowering Mrs. Ramsay: Chinese Feminist
Translations of Virginia Woolf’s To the Lighthouse, as discussed in Chapter 4, situates her
analysis within the broader scholarly consensus regarding the evolution of feminist translation
practices in China. She compares Qu Shijing’s 1988 translation with Ma Ainong’s 2003 version.
Through a close examination of diction, tone and characterisation, Zhang argues that the
earlier translation—shaped by the conservative ideological climate of the late 1980s—portrays
Mrs. Ramsay as passive, self-sacrificing and confined to the domestic sphere. In contrast, the
later version depicts her as more assertive, self-reflective and subtly resistant to patriarchal
constraints, reflecting the increasing influence of feminist discourse in the post-millennial
period. Further evidence is presented in Mai and Hsiung’s (2017) Feminist Revision on
Chinese Versions of A Room of One’s Own: An Experimental Case Study, which assesses
two Chinese translations of Woolf's foundational feminist text, both crafted by female
translators operating within distinct ideological frameworks. Utilising Luise von Flotow’s (1991)
feminist strategies, specifically supplementing, footnoting and hijacking, they illustrate how the
earlier translation, shaped by traditional norms and translator invisibility, adopts a restrained
and self-effacing style which diminishes Woolf’s political critique. In contrast, the experimental
revision proposed by Mai and Hsiung adopts an explicitly feminist stance, amplifying Woolf’s
subversive insights into gender and power relations and aligning with a more activist model of
translation. Collectively, these studies have strengthened the widely accepted scholarly view

that early translations of Woolf’'s works often neutralised or domesticated her feminist voice.
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However, some of the early translations examined in this study challenge the prevailing
scholarly view that earlier Chinese renderings of Virginia Woolf's works are inherently more
ideologically conservative and more likely to diminish or obscure her feminist discourse.
Although previous research has primarily associated early translations with ideological
restraint, the analysis reveals that early Chinese translators were not only able to preserve but
also to amplify feminist elements in Woolf's texts. By employing a dual methodological
approach, combining diachronic corpus analysis with close comparative readings of three to
four Chinese translations of each of Woolf’s four major works, this study reveals that some
early translations demonstrate an intentional engagement with Woolf’'s feminist vision. Rather
than reproducing the source text passively or cautiously, these translators employed various
strategies, including metaphorical intensification, lexical enrichment and cultural clarification,
to highlight Woolf’s critique of gender roles and patriarchal structures. In doing so, they made
her ideological nuances more accessible and resonant for Chinese readers, thereby
challenging the notion of a conservative approach in early Chinese translations of Woolf. The
diachronic Chinese translations of Virginia Woolf’s four works examined in this study are

presented in the following table.

Version names | T1 T2 T3 T4
Mrs. Dalloway | #) % & 75 3%, | £ XK il (Wang | 2 ] B] (Jiang | No
(1925) (Sun Liang, | Jiaxiang, Xiangming,

Male & Su Mei, | Female), 2001 Male), 2014
Female), 1988

To the | it X #& (Xie|# # % Qu|% % & Mal|Z /N i (L
Lighthouse Qingyao, Shijing, Male), | Ainong, Xiaoyan,
(1927) Male),1946 1988 Female), 2003 | Female), H &

(Tian Zezhong,

Female) & 4t

T (Meng

Yuanning,

Female) 2017
Orlando: Al$ W& & & | #k# (Lin Yan, | {T — #(Ren | & 3 #(Hou
Biography (Wei Hong, | Female), 2003 | Yiming, Yiling,  Male),
(1928) Female & Min Female), 2014 | 2021
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Le, Female),

1994
A Room of £ &£ (Wang | & # F (Jia|#H L 12& F;Z|No
One’s Own | Huan, Female) | Huifeng, Male), | (Dai Hongzhen,
(1929) 1947 2003 Female & Zhou
Chun, Male),
2016

Table 7. 1 Chinese translations of four works of Virginia Woolf

Evidence of this challenge to the conservative paradigm of early translations can be
observed across the texts examined. For example, in their 1988 translation of Mrs. Dalloway,
Sun Liang and Su Mei rendered the phrase "This susceptibility to impressions had been his
undoing," as "IXFESUR 2 fth 5 Y B E" which translates back to "such sensitivity was the
reason for his failure." By interpreting “susceptibility to impressions” as “&Uz" (“sensitivity”),
the translation emphasises societal associations of emotional sensitivity, often stereotypically
linked to women, while attributing this trait to a male character. This translation shows that
Peter acknowledges that his sensitivity was the pivotal reason for his failure. This translation
challenges traditional gender norms and supports a more fluid understanding of emotional
expression. Similarly, their rendering of “like a boy or a girl even, these alternations of mood”
as “Hixg NV E DL, HTIEE KRN (“yet still like a young boy and girl, prone to mood
swings”) maintains gender balance. By referencing both "boys" and "girls", they preserve the
original’s nuance, presenting emotional fluctuation as a youthful trait rather than a gendered
one, thus reinforcing a more inclusive portrayal of emotions. In contrast, Jiang Huifeng's
2014 translation either mistranslated or downplayed Woolf's narrative irony. He renders “This
susceptibility to impressions had been his undoing” as “ X S8 a0 L R LM IF 2B 5 ="
(“it was his fatal weakness that the scenery could infect him in this way”). This version
reduces the original’s abstract concept of general emotional vulnerability to a specific
reaction to scenery, shifting from a sensitivity that negatively impacts Peter's life to a literal
interaction with landscapes or environments. Consequently, it weakens the broader
psychological implications and diminishes the ironic tone of the original. Furthermore, Jiang's
translation of “like a boy or a girl even...” as “AMRIBER /MU, BERELE” (“still
like a young man, his emotions are capricious”) omits the reference to "qgirls" entirely. These
re-genders the emotional experience, aligning it solely with masculinity and thus removing

the original’s gender-fluid implication. As a result, Jiang’s version simplifies the character’s

emotional complexity and underplays Woolf’s critique of gendered expectations. The earlier
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translation more faithfully preserves and even amplifies Woolf’s feminist critique, while the
later version diminishes its ironical strength, thus challenging the prevailing scholarly view
that early Chinese translations of Woolf's works are more conservative and tend to obscure

her feminist discourse.

Evidence also appears in translations of Orlando. Wei and Min’s 1994 translation
expands Woolf's description of the crinoline skirt into “B{128 X IEMNTENEER NES"

(“dragged down by the weight of the skirt supported by a lined frame”), clarifying the garment’s

unfamiliar structure for Chinese readers while reinforcing its oppressive weight. They intensify

Woolf's adjectives (“heavier,” “drab”) into three— “JTEE” (“heavy”), “BRi" (“monotonous”), and
“RZ4ES (“lifeless”)—and replace “mournfully” and “submissively” with “FEZit” (“in grief”)

and “E/Es” (“gently submissively”), heightening the sense of emotional resignation. These

additions and lexical shifts deepen the feminist critique by emphasising the physical and

psychological burdens imposed on women. In contrast, Hou Yiling’s 2021 version— “hE2%
IRRIATCERTE, HEERHSITEERI4ETE” (“she had gone with the trend of the times and dragged up
her heavy pannier’)—preserves the core meaning but lessens the impact. The choice of “}&

E#2” (“drag up”) weakens the original’'s “dragged down,” removing the sense of involuntary

submission and replacing it with a more neutral upward movement. Syntactically, Hou places

“NRRZAHCERAR” (“gone with the trend of the times”) in the middle of the sentence, thereby

softening the abrupt, final emphasis of Woolf’s “...which she had submissively adopted.” The
result is a depiction of the skirt as an inconvenience rather than a powerful symbol of the
burdens women bear. The earlier translation more fully preserves and amplifies Woolf's
critique, while the later version softens its ideological impact, challenging the idea that newer

translations are always more progressive in their feminist stance.

In A Room of One’s Own, the initial translation, Wang Huan’s 1947, is notable for its
fidelity and nuanced portrayal of Woolf’'s feminist critique, especially given the limited exposure
to foreign intellectual currents in China at the time. Her translation introduced Chinese readers
to the systemic nature of women’s oppression, capturing both the rhetorical irony and the

collective perspective which are key to Woolf’'s argument. For instance, in translating “we burst

out in scorn at the reprehensible poverty of our sex” as “F{ JSLIEABAXIEAILZ ARAETE

RIZSENILAEEE” (“we really cannot help but feel contempt for the unpardonable poverty of our
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women”), Wang translates the collective “F{iJZZ A" (“our women”), preserving a sense of

solidarity while maintaining the ironic tension between unity and implicit blame. The phrasing
reflects Woolf’s subtle irony, pointing critique not at women as individuals but at the patriarchal
structures which make their poverty unavoidable. Wang’s sensitivity to irony is also clear in

her translation of Pericles’ quote—“(the chief glory of a woman is not to be talked of, said

Pericles, himself a much-talked-about man)’—as “{HERFIR— ML ARSHIEEREREA
®ie, TE2MECEES ARKICHISEAN" (“Pericles said that the highest honour for a woman

was not to be talked about, but he was the most talked about man”). The added “AJ2” (“but”)

sharpens the contrast and makes the hypocrisy clear, heightening Woolf’'s sarcasm for the
target audience. This blend of faithfulness, strategic addition and interpretative clarity shows
that, even in the 1940s, translators could preserve and, in some ways, intensify Woolf’s

feminist voice.

While several early translations in the corpus examined in this study demonstrate fidelity
to Woolf’s text and, in some cases, even amplify her feminist critique, there are also significant
exceptions that show the narrative of “early equals conservative’. A notable example is Xie
Qingyao’s 1946 translation of To the Lighthouse, which diverges considerably from the source
text and incorporates the translator’'s own interpretations, understandings, and biases. Xie
entirely replaces the source text "and so have to meet a serious stare from eyes of

unparalleled depth, and confront Mrs. Ramsay’s simple certainty (and she was childlike now)

that her dear Lily, her little Brisk, was a fool" with "{tbTi{S B IBTRAEZHAEE (WBRIER

FRANIFRERIFR, THEHEG-—-— N FBMIMURZF--RISEEE) (“She thought

Mrs. Ramsay is rather domineering [she thought of Mrs. Ramsay's tactics in dealing with the
same sex, especially her - a young and unimportant woman - with an arrogant attitude]”). This
substitution shifts Woolf’s free indirect discourse from an externalised observation of Mrs.

Ramsay’s demeanour, filtered through Lily’s perception, into an explicit judgment highlighting

Mrs. Ramsay’s “E#&” (“domineering”) and “Bf#&E” (“arrogant attitude”). In doing so, Xie

collapses narrative ambiguity into a one-dimensional critique, removing the subtle interplay of
distance, irony, and complexity characteristic of Woolf’s prose. The outcome is a flattening of
characterisation, reducing Mrs. Ramsay to a domineering figure, while Lily’s nuanced
perception is erased. This shift from free indirect discourse to reported thought signifies both
stylistic and ideological intervention. The socio-historical context further clarifies these choices.
Xie translated To the Lighthouse in 1946, before the founding of the People’s Republic of

China, when Western feminist ideas were scarcely known and translation practices were
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driven more by pragmatic than theoretical considerations. In his preface, Xie acknowledges
his limited ability to fully render Woolf’s stylistic subtleties and the unfamiliarity among Chinese
readers with such works. He admits to omitting or rewriting sections beyond his linguistic reach,

a strategy that inevitably reflects his judgments and biases.

Taken together, Xie’s interventions emphasise the importance of translator background,
including gender and ideological stance, in shaping textual outcomes. Unlike the other early
translator Wang Huan, whose 1947 version of A Room of One’s Own displayed notable fidelity
to Woolf's feminist voice, Xie’s translation reveals a markedly different approach, one that
distances the text from feminist critique. This contrast suggests that early translations cannot
be categorised simply as “conservative.” Instead, they demonstrate a variety of approaches
influenced by translator agency, strategy, and positionality. Ultimately, this case highlights a
key finding of the study that the ideological stance of a translation cannot be deduced solely
from its historical period. While socio-political conditions clearly influenced the broader
environment, individual translators exercised significant discretion in their interpretive choices,
even during times often described as ideologically restrictive. The interaction of historical
context, translator background, and translation strategy is therefore vital to understanding how

Woolf’'s feminist discourse was mediated in China.

7.1.2 Interpretative Analysis

Compared to the prevailing scholarly consensus expressed by Yang (2022), Jin (2009),
Zhang (2021), Yu (2014), and Mai and Hsiung (2017), this study reveals a notable divergence.
Despite utilising diverse methodological approaches, these scholars generally agree that
feminist elements in Chinese translations of Woolf’'s works became more prominent only after
the 1990s. Yang and Jin, through macro-historical and contextual analysis, divide the
reception of Woolf into two key phases: an early phase—covering the Republican era and
early post-reform decades, characterised by ideological caution and subdued feminist
engagement—and a later phase—emerging after the 1990s, where translations increasingly
reflect feminist discourse. Zhang (2021), Yu (2014), and Mai and Hsiung (2017), while
conducting more targeted comparative analyses of two translations per work, similarly
reinforce this dominant scholarly consensus. By contrasting earlier versions, often perceived
as ideologically conservative, with later editions shaped by feminist theory, their findings

generally support a linear, progressive view of feminist translation history.
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In contrast, this study challenges that linear-progressive framework by employing a
broader and more systematic comparative approach. Specifically, it examines three or four
Chinese translations of each of Woolf’s four major works, including Mrs. Dalloway, To the
Lighthouse, Orlando, and A Room of One’s Own, across a diachronic span. This expanded
corpus enables a more detailed examination of translational choices, demonstrating that
feminist-aligned translations can and do appear in earlier versions, albeit through contextual
methods. These findings support Tymoczko’s (2010) argument that ideological resistance in
translation is not always explicit but can be embedded indirectly, such as through syntactic

structure, metaphorical intensification, and culturally specific reframing.

Several interconnected factors may explain this unexpected boldness in early
translations. First, some translators might have held personal commitments to gender equality,
even if they did not explicitly endorse feminist ideology. These underlying convictions probably
influenced their interpretative approach and lexical choices, especially when rendering Woolf's
critiques of patriarchy and domestic ideology. For example, Wang Huan’s 1947 translation of
A Room of One’s Own was produced during a period when feminist discourse was hardly
visible in China, yet Wang’s version nonetheless demonstrates remarkable fidelity to Woolf's
arguments, maintaining both her satirical critique of patriarchy and her call for women’s
intellectual and economic independence. This suggests that Wang’s interpretive choices were
guided by an implicit commitment to gender equality, even if not explicitly expressed in feminist
language. Secondly, Woolf's modernist style, characterised by narrative indirection and stream
of consciousness, offered translators the flexibility to navigate politically sensitive content
without explicit confrontation, enabling critique to be expressed implicitly and allowing critical
perspectives to be retained beneath the surface of aesthetic fidelity. In this way, formal
imitation served as a mechanism for ideological preservation. Thirdly, translators employed
various translation strategies such as metaphorical intensification, lexical modulation and
syntactic fidelity, which integrated feminist critique while maintaining surface-level fidelity with

the target language norms.

Overall, these insights indicate that the ideological stance of a translation is not solely
determined by the external political climate or the historical period in which it was produced.
Instead, it arises from the dynamic interplay between translator agency, translation strategy,
and the opportunities offered by the institutional and literary environment. Therefore, early
Chinese translations of Woolf’'s works deserve renewed scholarly attention not only for what
they conceal or omit but also for how they support, reflect, or even strengthen feminist critique.

This study highlights the importance of combining diachronic corpus analysis with micro-
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textual comparison to reassess long-held assumptions in feminist translation history and to

reveal often overlooked forms of resistance embedded in early translation practices.

7.1.3 Implications for Theory and Practice

This renewed scholarly attention has significant implications for feminist translation
historiography and translation studies more broadly. It challenges the linear-progress narrative,
which depicts translation history as a gradual movement from ideological constraints to
political liberation. Instead, the evidence presented here supports a non-linear, agent-centred
model in which bold ideological choices arise not only in response to, but also from within,
shifting historical conditions—through the interaction of translator intention, stylistic
possibilities and institutional opportunities. This study demonstrates that moments of
resistance and ideological clarity can occur even in seemingly conservative eras if the textual,
institutional, and personal conditions permit them. Methodologically, the study underscores
the importance of detailed, comparative analysis across multiple translations of the same
source text. While single-case comparisons or period-based generalisations might overlook
variability within a specific era, a corpus-informed, diachronic approach reveals subtle shifts
in tone, metaphor, and voice that better reflect the ideological dynamics at play. For scholars
of Woolf in translation, this approach promotes a renewed focus on early versions, viewing
them not just as restrictive but as potential spaces for interpretative agency and feminist
intervention. In feminist translation theory, it suggests that ideological engagement in
translation is shaped not only by external historical forces but also by micro-decisions made

by translators at the level of sentences, phrases and words.

In summary, this study reinterprets early Chinese translations of Virginia Woolf not as
passive reflections of their era, but as complex texts shaped by competing influences and
inventive strategies. It advocates for a reassessment of the link between historical periods and
ideological positions in translation, highlighting the potential of early translations, which have
often been overlooked, to make significant contributions to feminist literary history in China.
Having established that some early translations display an unexpected level of ideological
engagement, the discussion now shifts to a related but distinct phenomenon observed across
the corpus: the prominence of a fidelity-oriented approach in co-translated works. The
following section explores how, in contrast to both openly feminist and conservative
approaches, many co-translators adopt a deliberately neutral stance to preserve fidelity,
sometimes even amplifying feminist critique when dealing with ideologically sensitive material,

especially feminist content. This pattern raises important questions about the influence of
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collaboration, institutional norms, and target audience expectations in shaping the ideological

tone of literary translations.

7.2 Co-Translations vs Gendered Intervention in Individual Translations

7.2.1 Deviation from Existing Studies

A second key finding of this study concerns the relationship between translator identity,
collaboration, and ideological framing. The analysis reveals that co-translated works generally
prioritise fidelity to the source text, sometimes even amplifying Virginia Woolf’'s feminist ideas
through clarifying additions or structural emphasis. However, their interventions remain largely
cautious and mediated by institutional norms. In contrast, individual female translators
demonstrate a more interpretive and interventionist approach, often deliberately foregrounding
gender critique. Their renderings are characterised by substitution, addition, reordering, and
rhetorical intensification that highlight the critical implications of Woolf’s texts. By comparison,
male translators tend to adopt more neutral or domesticated strategies, frequently softening,
rephrasing or downplaying feminist elements. The translators’ gender has been made explicit
in the table 7.1. This gendered pattern suggests the influence of what Bourdieuian theorists
might call “a gendered translator habitus”—a system of internalised dispositions shaped by
social, cultural, and institutional experiences—that influences how translators engage with
ideologically charged material, particularly in relation to questions of gender and power (Wolf,
2012). When applied to gender, a gendered translator habitus suggests that male and female
translators may employ different strategies based on their embodied experiences of gender
norms and ideological positioning (Sela-Sheffy, 2005). Consequently, this finding illustrates
that translator identity, particularly gender and collaborative structure, plays a pivotal role in
shaping how Woolf’s feminist discourse is interpreted and negotiated in Chinese translation.
It broadens and complicates existing assumptions in feminist translation studies by
emphasising the importance of collaborative dynamics and translator gender as factors that

influence the transmission of feminist ideas.

Recent studies have examined the impact of translator gender and ideological stance
on translation strategies, providing a basis for comparison with current findings. Leonardi and
Taronna (2011), in "Male- vs. Female-Translator Strategies: Ethical and Ideological

Challenges," examine the connection between translator identity and ideological meaning in
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translation through two case studies, one of which considers Virginia Woolf's Orlando. They
compare two ltalian translations of this work, one by a female translator (Alessandra Scalero)
and the other by a male translator (Alberto Rossatti), to investigate how gendered viewpoints

influence translation choices. They demonstrate that key lexical choices, particularly around

gendered terms such as “he-man,” “female,” “change,” and “fashion,” reflect distinct
ideological perspectives. The study argues that translation is not a neutral act but a gendered
and culturally embedded process, where the translator’s identity shapes how meaning is

conveyed and reshaped.

This trend is also evident in Yang’s (2021) study of two Chinese translations of Mrs.
Dalloway—Sun Liang and Su Mei’s 1988 version and Wang Jiaxiang’s 2001 version. Using
feminist translation theory as a framework, Yang examines strategies such as hijacking and
supplementation, demonstrating how these reflect the translator's ideological position. Yang
concludes that the translator's identity, including gender and political views, significantly
influences the expression of feminist themes. Her findings support this study’s observation
that, even within the same historical period, the translator's orientation impacts ideological
outcomes. A more explicitly gender-oriented study is conducted by Yu Bingxi (2013), who
compares To the Lighthouse in two Chinese versions: one by male translator Qu Shijing (1988)
and the other by female translator Ma Ainong (2003). Yu’s analysis focuses on lexical choices
and stylistic tendencies, revealing that the gender awareness of the translators plays a vital
role in their translation strategies. Ma’s version places a clearer emphasis on female agency
and psychological complexity, while Qu’s translation tends to portray Mrs. Ramsay as
passively maternal. These results echo the current study’s own findings: female translators
generally retain Woolf’s gender-critical perspective more assertively, whereas male translators
often smooth over or downplay ideological dissonance. Similarly, Wang Haiqing’s (2021) study
of A Room of One’s Own examines Jia Huifeng’s Chinese translation through feminist
translation theory. Wang highlights how feminist strategies, especially hijacking, emphasis on
female imagery, and showcasing women’s literary tradition, are used to emphasise Woolf’'s
political critique. Notably, the study attributes these choices to the translator’s personal
feminist agenda, illustrating that feminist translations are more than just linguistic acts; they
are ideologically motivated acts of cultural renewal. This supports the current research by
indicating that individual translator positioning often plays a crucial role in how feminist ideas

are translated and reinterpreted.

Together, these studies offer a clear context for understanding this work's findings: co-
translated works tend to prioritise fidelity to the source text, sometimes enhancing Virginia

Woolf’'s feminist ideas through clarifying additions or structural emphasis. In contrast, shaped
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by what can be understood as a gendered translator habitus, individual female translators
often take a more interpretive and interventionist approach, deliberately highlighting gender
critique and amplifying feminist subtext. Individual male translators are more likely to adopt
neutral or domesticating strategies, often softening or reducing the visibility of feminist
elements in the target text. An analysis of the corpus reveals that many co-translated versions
of Woolf's works often display a balanced and sometimes heightened ideological stance,
characterised by formal fidelity to the source text and engagement with feminist undertones.
These translations often emphasise accuracy, fluency and narrative cohesion, especially
when dealing with ideologically charged or gender-sensitive content. This translation strategy
may stem from collaborative processes, editorial pressures or a common dedication to
accuracy and balance. This section presents representative examples from each of the four

core texts examined in this study.

In Mrs Dalloway, the 1988 co-translation by Sun Liang and Su Mei adopts a primarily

faithful and textually conservative approach. Their translation of the emotionally charged

sentence, “How he scolded her! How they argued!” as “fthiBith 258 ZFEN! {tFEFHEES

Bzl 7 (“How badly he scolded her! How fiercely they argued!”), maintains the emotional tone

of the original, while slightly amplifying the affective register through the addition of emphatic

adverbs such as “Z[FE" (“how badly”) and “ZEZ!” (“how fiercely”). The translation retains

the interpersonal dynamics and emotional turbulence of the original scene, demonstrating a
commitment to textual fidelity, which is typical of co-translated works across the corpus.
Similarly, in To the Lighthouse, the 2017 co-translation by Li Xiaoyan, Tian Zezhong, and Meng

Yuanning employs a faithful approach, subtly incorporating explanatory elements. Their

translation of the phrase “she was not made for that” as “fIREFAIZLEIE" (“She was not

born to get married”) adds an explicit clarification— “458&" (“get married”)—not present in the

original English, which implicitly refers to societal expectations surrounding women’s marital
roles. While this addition clarifies the social norm Lily is resisting, it functions more as
contextualisation rather than interpretation, making Woolf’s critique of domestic ideology more
accessible to a Chinese readership unfamiliar with the nuances of British gender norms. The
choice reflects a moderate level of ideological engagement, potentially influenced by
synthesising institutional constraints, collaborative dynamics, and the gendered habitus of
translators, as it aligns with the feminist subtext of the original but avoids overt politicisation of
the translation, thus illustrating how co-translators can employ subtle adjustments to maintain

fidelity while ensuring contextual clarity.
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In Orlando, Wei and Min’s 1994 collaborative translation also demonstrates a cautious

yet strategic engagement with feminist imagery. To translate Woolf’'s metaphor about Victorian

fashion and gender restrictions, they render the line describing Orlando’s crinoline skirt as “H§

R IENTENEER TEE” (“dragged down by the weight of the skirt supported by a

lined frame”). This paraphrastic approach employs addition and compensation to create
structure shifts which explain culturally unfamiliar material—specifically, the crinoline skirt—
and simultaneously underlines the physical burden as a metaphor for societal gender
restrictions. By enhancing the metaphor’s descriptive detail, the translation transmits the
oppressive symbolism embedded in women’s dress codes. In A Room of One’s Own, the co-
translators Dai and Zhou'’s interpretation reflects a faithful approach while subtly integrating

feminist elements. Their rendering of Woolf's sentence “we burst out in scorn at the

reprehensible poverty of our sex” as “BAMERIERERK, JFADXNHEHAR, FLEREZUAIED
MWEIEE" (“I can't help but burst out in anger and strongly condemn our group of women”)

exemplifies a translation strategy which both preserves Woolf’s ironic tone and communicates

her emotional intensity. The strong verbs “&{EfEK" (“burst out in anger”) and “SBZIEINS

1B (“strongly condemn”) evoke the internalised frustration and rhetorical irony of Woolf's

voice.

Throughout these co-translated works, a consistent pattern emerges that translators
often preserve the thematic and emotional core of Woolf’s writing, while carefully avoiding
overt ideological influence. Rather than distorting or diminishing the feminist elements of the
text, these translations usually present them in a balanced and neutral way to ensure fidelity.
In each instance, the translation choices reflect a strategy that maintains fidelity to Woolf’s
modernist style and tone while avoiding interpretative excess or ideological bias. By doing so,
co-translators position themselves as mediators, prioritising textual integrity over explicit

political stance.

Across the corpus, female translators consistently show a higher level of ideological
engagement, employing translation strategies to amplify Woolf's feminist critique while
ensuring cultural resonance for Chinese readers. In Mrs Dalloway, Wang Jiaxiang (2001)

preserves the literal meaning of the source text while adding gendered nuance; her translation
of “the makings of the perfect hostess” as “BEMATENZEAN—TIRERR" (“had all
the intrinsic qualities to be a perfect female master”) highlights the societal expectations placed

on women. The focus on “WTEZ[R" (intrinsic qualities) not only aligns with Woolf's irony but
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also reinforces the normative pressures which women internalise, reflecting a heightened

sensitivity to the ideological undertones of the text. In To the Lighthouse, Ma Ainong’s (2003)

translation of “she would urge her own exemption from the universal law” as ‘BB CASE

HAYHIZT” (“emphasising that she was not bound by conventions”) restructures the source

syntax to emphasise Lily’s active resistance rather than tentative aspiration. This syntactic
shift strengthens the portrayal of Lily’s agency and presents her defiance as a firmly held

stance, strengthening the feminist tone of the narrative.

Similarly, in Orlando, Lin (2003) employs addition and metaphorical intensification to

depict both historical and modern gender struggles. Her phrase “BEAEIESE” (“unable to stand

upright”) expresses the crushing physical and symbolic burden of societal expectations,
echoing Woolf’s critique of restrictive norms and subtly referencing China’s persistent double

burden on working women. Ren’s (2014) version emphasises this by translating “dragged

down by the weight of the crinoline” as “44EIERIEE A S E AR (“the weight of the hoop

petticoat felt so great that she could not stand upright”), highlighting the dress's weight as a
metaphor for gender conformity and employing structure to emphasise the loss of autonomy.

In A Room of One’s Own, Wang Huan (1947) introduces a strategically ironic addition,

translating “experts on women” as “Bfp... 3" (“self-proclaimed experts”) to expose the

presumptuous authority of male commentators on women'’s lives. Her translation amplifies the
satirical tone of the original and integrates Woolf’s feminist critique into a distinctly Chinese
context, addressing institutionalised sexism with sharp rhetorical precision. Collectively, these
examples demonstrate how female translators use strategies such as syntactic restructuring,
metaphorical enhancement and ironic amplification to make Woolf's feminist vision clearer,

more culturally comprehensible and more ideologically impactful.

Unlike the more ideologically committed interpretations by female translators, male
translators in the corpus tend to take a more restrained, or even reductive, approach to
Woolf’'s feminist critique, often softening her irony and diluting her social commentary. As

mentioned before, in Mrs Dalloway, Jiang Huifeng's (2014) translation of “This susceptibility
to impressions had been his undoing” as “X s 8E a0 B th F 2 AIEAr 85 =" (“it was his
fatal weakness that the scenery could infect him in this way”) significantly narrows the

meaning of the original. By shifting from an abstract notion of emotional vulnerability to a
concrete response to external scenery, the translation diminishes the psychological

complexity of the source text. Similarly, Jiang's rendering of “like a boy or a girl even...” as

180



ERIBBAIIMAFIES, B RELE" (“still like a young man, his emotions are
capricious”) omits the explicit reference to “girls”. This alteration reduces the gender fluidity
implied in Woolf’s depiction and results in a more narrowly gendered representation of

Peter’s emotional character.

In To the Lighthouse, Xie Qingyao’s (1946) rendering of a complex passage describing

Mrs. Ramsay’s “simple certainty” as “tHXMIEH. .. BHEEE (“rather domineering... arrogant

attitude”) replaces layered psychological perception with overt character judgment, thereby

simplifying the moral complexity and narrative voice. Similarly, Qu Shijing’s (1988) translation

of the same scene reinterprets “confront Mrs. Ramsay’s simple certainty” as “BE2lfr... 1BZERAYZL

18" (“listen to her frank teachings”), replacing irony with reverence. The phrase "teachings"

suggests didactic wisdom rather than ideological imposition, repositioning Mrs. Ramsay as a
moral guide and Lily as a passive recipient, thus neutralising the feminist resistance embedded

in the source.

In Orlando, Hou Yiling (2021) translates “dragged down by the weight of the skirt” as
“HeEBFCITERI4RIE” (“dragged up the heavy pannier”), replacing the metaphor of oppressive

weight with a gesture of compliant fashion. This substitution weakens the critique of societal

constraints by suggesting voluntary conformity. In A Room of One’s Own, Jia Huifeng (2003)

describes the male “experts” using terms such as “B#FHY" (“educated”) and “Zja);H{&"

(“well-read”), further employing “i&#" (“‘well-versed”) to characterise their knowledge. These

choices reframe the satirical portrayal of the self-proclaimed male authorities as credible
intellectuals, thus softening Woolf’s critical stance and erasing the intended irony. Together,
these translations show a tendency to downplay feminist irony or soften critique, which often
leads to less ideological sharpness and shallower interpretation. In other words, the observed
patterns suggest that male translators in the corpus tend to adopt conservative translation

approaches, which limit the expression of Woolf’s feminist voice.

7.2.2 Interpretative Analysis

The differing patterns observed across the corpus indicate that co-translated works

usually adopt a fidelity-oriented approach and sometimes emphasise feminist ideas in the

181



source text, while female individual translators tend to engage with feminist content more
interpretively. In contrast, male translators often smooth out or diminish ideological
inconsistencies. These trends are not merely coincidental; rather, they reflect deeper structural
and subjective factors that influence how translators position themselves ideologically during
the translation process. A comprehensive understanding of these patterns can be achieved by
synthesising institutional constraints, collaborative dynamics, and the gendered habitus of

translators.

Institutional pressures significantly influence the neutral tone observed in collaborative
translations, helping to uphold fidelity. Co-translated texts are typically created under the
auspices of academic or commercial publishers, where editorial oversight is rigorous
regarding the ideological acceptability of the content (Prieto Ramos, 2015). As noted by
Leonardi and Taronna (2011), translation is not only ideological but also culturally situated,
often shaped by external norms, particularly those imposed by publishing institutions. As a
result, co-translations generally adopt a neutral stance which aligns with institutional

expectations, striving to maintain fidelity and avert potential controversy.

Secondly, the collaborative nature of co-translation necessitates ongoing negotiation
among translators, often resulting in consensus-driven and conservative solutions (Diao,
2022). Within these collaborative frameworks, interpretative interventions—especially those
which may emphasise a feminist critique—are frequently kept orientated toward fidelity, in
order to maintain team cohesion and ensure editorial approval. This trend aligns with Yang’s
(2021) findings, which highlight the impact of translator identity, including ideological stance,
on the treatment of feminist content. In collaborative settings where translators may hold
differing ideological viewpoints, adopting a fidelity-focused approach often serves as a

practical compromise to prevent interpersonal conflict or institutional rejection.

The concept of gendered translator habitus sheds light on the consistently stronger
feminist perspectives evident in translations by female translators. Studies by Yu Bingxi (2013)
and Wang Haiging (2021) illustrate that female translators often employ feminist strategies,
such as supplementation and hijacking, to foreground women’s experiences and challenge
patriarchal structures. This suggests that female translators may exhibit a heightened
awareness of gender dynamics within the source text, resulting in more deliberate
interventions. These findings reinforce the notion that female translators, especially those
operating independently, are more inclined to view their role as culturally transformative and

ideologically accountable.
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7.2.3 Implications for Theory and Practice

The patterns identified in this study highlight the prevalence of a fidelity-focused
approach in co-translations, the more assertive feminist interventions by female translators,
and the generally restrained tone adopted by male translators. These findings emphasise the
need to move beyond the period as the primary explanatory model for ideological positioning
in translated texts. While previous scholarship has effectively mapped the diachronic trajectory
of Woolf’s reception in China (e.g., Yang, 2022; Jin, 2009), the current study illustrates that
translator configuration—whether collaborative or solo—and translator identity, particularly
gender, are equally crucial in shaping how feminist ideologies are reframed across diverse

cultural and linguistic contexts.

The findings presented align with the assertions made by scholars such as Leonardi and
Taronna (2011), who contend that translation is not a neutral act; rather, it is an ideologically
embedded process influenced by the translator’s subjectivity. Their comparative study of
Orlando in ltalian reveals how gendered positionality leads to divergent interpretations of the
same text. Similarly, Yang’s (2021) feminist analysis of Mrs. Dalloway supports the idea that
awareness of gender and ideology affects the extent to which a translator adheres to the
feminist ethos of the original work. Additionally, Yu Bingxi (2013) and Wang Haiqing (2021)
illustrate that female translators are more inclined to adopt interventionist strategies, such as
hijacking or supplementation, to enhance feminist critique. Collectively, these studies, along
with the current corpus-based analysis, affirm that translator agency, identity and collaborative
dynamics play crucial roles in influencing the ideological outcomes of translation, often

transcending historical contexts alone.

While diachronic trends continue to be significant, the evidence presented here indicates
that ideological orientation is often influenced by factors such as translator subjectivity, gender
identity and the mode of translation. Co-translated texts, despite being produced in more open
ideological environments, frequently adhere to semantic fidelity and stylistic neutrality. In
contrast, female translators, regardless of the historical context, are more likely to make
Woolf’s feminist critiques visible, assertive and culturally resonant. This tendency complicates
traditional concepts of translator invisibility (Venuti, 2017). These findings support the feminist
translation theoretical perspective that translation is fundamentally ideological (Grant et al.,
2017)) and assert that the positionality of the translator must be a central consideration when

evaluating translational ethics and interpretative outcomes.
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From a methodological perspective, this study highlights the importance of integrating
diachronic corpus analysis with qualitative, multi-textual comparisons which take into account
translator metadata—such as gender, institutional context and co-authorship. In contrast to
previous comparative studies (e.g., Yin Yu, 2014; Zhang, 2021), which typically examine only
two translations of a single work, this project’s broader scope allows for a more comprehensive
understanding of trends across time, identity and translation modality. The findings suggest
that surface-level fidelity can obscure significant ideological asymmetries, indicating that
textual analysis should be accompanied by paratextual examination and biographical insights

into the translator’s ideological orientation and working conditions.

The findings have important practical implications for translators, editors and educators.
They remind translators that neutrality does not equate to a lack of feminist ideology; rather, it
is a strategic stance influenced by various institutional, collaborative or sociocultural pressures.
Co-translators and editors should be mindful of how the dynamics of shared authorship can
result in ideological dilution and should explore ways to foster interpretative depth, especially

when translating feminist or politically charged literature.

For publishers and editors, particularly those involved in creating canonical or
educational translations, this study indicates that collaborative models might benefit from
additional framing. This could include translator's notes or reflective commentaries, which not
only promote transparency in the decision-making process of translators but which also
provide an opportunity for diverse voices to be represented within collaborative projects. Such
an approach could ultimately result in more enriching and engaging translations. This study
provides educators with a framework for approaching translation as more than merely a
linguistic or technical task; it positions translation as a critical, ethical and ideological
endeavour. It is vital to train students to understand how identity, power dynamics and
institutional influences shape translation outcomes, as this awareness fosters a more

reflective and politically conscious approach to translation practice.

In summary, the findings discussed in this chapter emphasise the complexity of
translating feminist literature across linguistic, cultural and ideological boundaries. The two
main patterns—unexpected ideological assertiveness in early translations and the contrast
between co-translations and intervention in gendered individual translations—highlight the
interplay between translator agency, institutional context and socio-political framing. By
situating these findings within existing scholarship and feminist translation theory, the
discussion shows that translation is not merely a textual transfer, but also an ideologically
driven act shaped by multiple mediating forces. These insights contribute to a more nuanced

and multi-dimensional understanding of translation practice within the Chinese context,
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especially regarding Virginia Woolf’'s feminist legacy. The final chapter now turns to a broader
reflection on the contributions, limitations and future directions of this study, consolidating its

theoretical, methodological and practical implications for the field of translation studies.
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Chapter 8: Conclusion

8.1 Objective Revisited and Main Findings

This thesis examines how Virginia Woolf’'s feminist ideas—especially her emphasis on
women’s independence, gender fluidity, androgynous identities, societal expectations and
gender binaries—have been modified, adapted and reinterpreted within the Chinese socio-
cultural context over time. Woolf’'s feminist concepts are deeply intertwined with her writing
style, which is recognised for its stream-of-consciousness technique, interior monologue and
innovative narrative strategies. These stylistic features challenge traditional narrative
structures and serve as powerful tools for feminist critique of patriarchy, identity and gender
relations. Translating such complex textual and ideological ideas into another language,
particularly within a distinctive cultural and historical setting like China, entails considerable

linguistic and ideological challenges.

To explore these dynamics, the study conducted a comparative analysis of three or four
Chinese translations of four Woolf works: Mrs Dalloway (1925), To the Lighthouse (1927),
Orlando (1928), and A Room of One’s Own (1929). These texts were selected for their rich
feminist themes, diverse literary techniques, and their availability in multiple Chinese
translations across different decades. Each work offers a unique contribution to feminist
discourse: Mrs Dalloway examines internalised oppression and societal expectations imposed
on women in post-war British society; To the Lighthouse explores gender binaries and the
marginalisation of women within both familial and intellectual spheres; Orlando questions
binary gender roles through a protagonist who changes gender; and A Room of One’s Own

presents Woolf’'s clear feminist arguments.

The main focus of this thesis is how Woolf’'s feminist ideology—especially her
representation of gender fluidity, female intellectual agency and gender performativity—is
transformed, retained or reduced in Chinese translations which have been created across
different political and historical contexts. The translations, dating from the mid-20th century to
the early 21st century, are examined within the framework of shifting ideological climates in
China, from the Republican era and early post-reform period to the digital feminist revival of
the 2010s. Therefore, based on Catford’s theory of translation shifts and Toury’s concept of
optional shifts, the study has adopted a mixed-methods approach, combining diachronic

Chinese corpus analysis with close textual comparison, using software tools such as NVivo
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and WordSmith 6 for both qualitative and quantitative analysis. This research has yielded a

number of key findings.

An important conclusion is that this thesis challenges the commonly held assumption
that early Chinese translations of Woolf were uniformly conservative, due to the socio-political
constraints of the Republican and early post-reform periods. While many earlier studies (e.qg.,
Yang, 2022; Jin, 2009; Zhang, 2021) have described a linear progression from restrained to
feminist-aligned translation strategies, this research reveals that some early translators not
only adhered closely to Woolf’'s feminist insights but, in some instances, enhanced and
emphasised her ideological nuances to provide cultural and interpretative clarity for Chinese
audiences, which is contrary to the belief that earlier translations tend to be more conservative

or restrained.

Several early translators—especially women—engaged with Woolf’s feminist critique in
nuanced, contextually adaptive and sometimes even subversive ways. For instance, in the
initial Chinese translation of Mrs Dalloway, Sun Liang and Su Mei adopted a faithful, formal
and academically nuanced approach, in order to preserve the narrative integrity of Woolf’s
modernist style while thoughtfully engaging with the feminist subtext. In their interpretation of

the phrase "stand at the top of a staircase," they employ an additive strategy, translating it as

“ULTEREIRTR_EINEEZE" ("stand at the top of the stairs to greet guests"). This translation

extends beyond simple literal translation: it enriches the cultural and situational context,

illustrating the performative social expectations placed on women in upper-class domestic

“w)

settings. The added phrase “UMEZEEZ" (“to greet guests”) subtly emphasises the gendered

symbolism of women as social hostesses, reinforcing Woolf’s critique of the societal roles
assigned to women, while ensuring that the reference remains culturally pertinent to Chinese
readers. In the first Chinese translation of Orlando by Wei and Min (1994), the translators use
addition and compensation techniques to bridge the cultural gap between Woolf’'s English text

and Chinese audiences. A notable example is their translation of the crinoline skirt—a symbol

of Victorian fashion which is largely unfamiliar to Chinese readers—as “B{1Z8S3ZHI4ER

EEM THEE" ("dragged down by the weight of the skirt supported by a lined frame").This

expanded paraphrase highlights and contextualises the physical and symbolic weight of
restrictive Victorian clothing, a metaphor which Woolf employs to critique gendered constraints.
The translators’ approach preserves the descriptive richness and the core feminist critique,

making the text more accessible while maintaining its ideological strength.

187



In A Room of One’s Own, Wang’s (1947) translation effectively amplifies Woolf’s feminist
message. Instead of adhering to a strictly literal approach, Wang seeks to heighten the impact

of Woolf’s irony and critique within the Chinese cultural and historical context. For example,

Wang translates a phrase criticising male academic authority by adding the term “H#p... 3"

(“self-proclaimed expert”), thereby strengthening the tone of ironic scepticism in the original
narrative. This lexical choice clarifies the satirical aspect of Woolf’'s prose, ensuring that the
critique of institutionalised male dominance remains clear and more explicit for the target
readership. Wang’s translation reveals a translator sensitive to both the ideological nuances
of the source text and the cultural expectations of the intended audience. These examples
show that translator agency and cultural mediation were already active in earlier decades,

even without an explicit feminist discourse or theoretical frameworks.

Another important finding shows that the analysis of translator identity reveals a
consistent difference in how feminist content is handled: co-translated works generally
prioritise semantic accuracy and fidelity, while individual female translators are more likely to
use interventionist strategies which highlight gender critique. Male translators, by contrast,
tend to downplay or simplify feminist nuances. This finding indicates that translator gender
and collaborative structure significantly shape interpretative choices and ideological positions,
in ways which are not always evident through diachronic periodisation alone. For example,
the collaborative translations by Dai and Zhou in 2016 tend to adhere closely to the original
text to preserve fidelity, establishing a balanced tone which does not overtly highlight feminist
critiques. In their translation of A Room of One’s Own, Dai and Zhou faithfully preserve Woolf’'s

original critical tone while staying true to the source material. In one notable example, they

effectively employ connecting words such as “/RE” ("despite") and “{BE” ("but") to emphasise

the contradictions and futility in the claims made by male scholars. This nuanced grammatical
choice enhances Woolf’s satirical critique of male academic power, illustrating how superficial
their understanding of women’s experiences can be, without explicitly amplifying the feminist
message. Thus, Dai and Zhou’s technique shows how translators can retain the ideological
tension of the original text by using a neutral tone. The finding strengthens the main claim of

feminist translation theory: that all translation is contextual, subjective and ethically influenced.

8.2 Contributions to Scholarship

This thesis makes several original contributions to the fields of translation studies,

feminist literary criticism, corpus linguistics and Woolf scholarship in China. First, it provides
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one of the most extensive comparative corpora to date on Chinese translations of Woolf’s
major works, including both early and contemporary versions by various translators. Secondly,
it highlights translator identity—particularly gender and collaboration—by offering empirical
evidence of how these factors shape ideological framing. Thirdly, it broadens feminist
translation theory by demonstrating how ideology appears not only across different periods,
but also through varying translator roles. The integration of translation-shift theory (Catford,
1965; Toury, 1995) with corpus-assisted methods enhances the analytical depth of feminist
translation studies, providing empirical support for the idea that translators act as ideological
agents. It also shows that corpus tools—when used alongside qualitative coding—can offer
both breadth and nuance in tracking the diachronic development of translated feminist
discourse. Finally, it presents a new perspective on Woolf’s transnational legacy by illustrating
how her feminist voice has been preserved, suppressed or amplified within Chinese literary

culture.

8.3 Limitations

Although this research offers valuable insights, some limitations persist. First, the corpus
was restricted to published translations of four selected works. While these are arguably
Woolf’'s most influential texts, the inclusion of a wider range of works, such as less-canonised
writings or more recent translations, could enhance the analysis. Secondly, this study did not
incorporate paratextual materials like prefaces and footnotes, which might shed further light
on translators’ ideological motivations or constraints. Another limitation concerns the inherent
subjectivity involved in identifying and categorising feminist ideas across different languages
and cultures. Although rigorous coding protocols were used and theoretical frameworks
guided the interpretation, the process of thematically tagging feminist content still depended
on interpretative judgement. Additionally, software tools like NVivo and WordSmith improved
structural clarity but could not fully capture subtleties such as irony, emotional tone or symbolic
nuance without human insight. Finally, due to constraints on time and scope, this study did not
include audience reception data or interviews with translators, which could have enriched
understanding of decision-making processes and reception dynamics. These limitations
present valuable opportunities for future research and do not undermine the core contribution

of the study: a diachronic, context-aware analysis of feminist translation in practice.
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8.4 Future Directions

Building on these findings, future research could explore several promising areas. A
larger corpus, potentially including digital or reader-generated translations, could test the
robustness of the gendered and collaborative patterns identified here. Translator interviews or
reception studies would provide valuable insights into the intentions behind translation choices
and how readers interpret ideological nuance. Comparative studies with translations of other
feminist or modernist authors, such as Katherine Mansfield, could help determine whether the
patterns identified in this thesis are unique to Woolf or more broadly evident across feminist
literature in translation. Comparing other feminist writers or languages could also evaluate
whether similar patterns of ideological rewriting occur in different geopolitical contexts.
Additionally, further research might incorporate queer, intersectional or postcolonial
frameworks to examine how other aspects of identity and ideology intersect with translation
practice. Audience-reception studies could explore how Chinese readers engage with feminist
translations of Woolf, particularly in digital spaces. Furthermore, analysing paratextual
materials—such as prefaces, footnotes and translators’ notes—could reveal how translators
and publishers actively shape feminist discourse for their audiences. By combining translation
studies with gender theory, media studies and sociology, such interdisciplinary approaches
could deepen our understanding of how feminist literature circulates and evolves across

cultures.

8.5 Final Reflections

This thesis contends that translating Virginia Woolf into Chinese is more than just a
linguistic task; it is an ideologically complex act shaped by gendered agency, institutional
influences and historical circumstances. While Woolf’'s feminist critique originated in early
20th-century England, its reinterpretation in China has been influenced by markedly different
cultural, political and historical conditions. As the findings show, the role of the translator is not
merely that of a linguistic intermediary but also a cultural negotiator—sometimes neutral, at
times resistant, and occasionally boldly transformative. By analysing these translational shifts,
this study offers a deeper understanding of Woolf’s evolving reception in China, alongside

broader insights into how feminist voices travel, adapt and endure across borders.
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Appendix

Appendix A. The feminist sentences examples selected by Nvivo from three Chinese

translations of Mrs. Dalloway

Appendix A.1 Women’s Familial Roles in Mrs. Dalloway

Source text

So for the world only into one centre, one diamond, one woman

who sat in her drawing-room and made a meeting point, a

radiancy no doubt in some dull lives, a refuge for the lonely to

come to, perhaps; she had helped young people, who were

grateful to her;

MR R, ERE
Regy AR
1 SR OEHE, M VF
CSET L SN X P
JEERT s fb e 223
B £, AR AT
o5

HEmETHS K
XKW R PN
N, kRN
CRCYPEIN RPN
G N (R A
M, WU
TR — A P

Translator Sun and Su (1988) | Wang Jiang Xiangming
Jiaxian(2001) (2014)

translation LB R R — A | i R 208 1AM | XA EEF Oy T —

s, R4, | AAREEECAH [P, M

—ABERT R | SR by — | e MRSV

N, FEHE R — | RiEifa. —/NRTE | G5 BRI T

RN,
X — Be R AR
ok, 1XTC B
— RO, BYFIE
& — AU i
SRR R . i 2
By RN, Al

7

had only one centre,
a cobalt stone, a

woman sitting in the

external world thus
assembled herself

into a centre, a

Prs g 3 Bk A | b abo oo PR
BN, AT R
ot

Literal translation ...s0 that the world | ...she only for the | ...this world

became a centre, a
piece of diamond.

A woman sitting
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drawing room, and it
formed a point of
cohesion;  without
doubt it would bring
radiance to people
whose lives are dull,
perhaps could
provide shelter for
the lonely; she had
once helped young
people; they were

grateful to her; ...

grain of diamond, a
woman sitting in her
own drawing-room
providing a place
for people to
gather,;

undoubtedly a bit of
radiance in the lives
of some dull, stifling
people, perhaps a
shelter sought by
the lonely; she had
helped young
people; they were

grateful to her; ...

before the dressing
table who provided
a gathering place

for everyone—this

was, for some
numbed lives,
without doubt a
radiance, and

perhaps also a
haven sought by a
solitary person.
She helped young
they felt

grateful to her; ...

people;

Appendix A.1. 1 Women’s Familial Roles in Mrs. Dalloway

Source text

Here she is mending her dress; mending her dress as usual, he

thought; here she’s been sitting all the time I've been in India;

mending her dress; playing about; going to parties; running to

the House and back and all that, he thought, growing more and

more irritated, more and more agitated, for there’s nothing in the

world so bad for some women as marriage, he thought; and

politics; and having a Conservative husband, like the admirable

HEH —FEANE T
fit AT AEETE
(4= AR O, st
RaME, GEAME
T WY, Z
ez BoEa 2

I W

R MAE B —FF A
KM, Mg AR, K
FEENFEI) Fr A5 I A
B il A8 AE X HE
A A B s DY Ak
W ZME=;

H 2R BB 25 [

Richard.
Translator Sun and Su (1988) [ Wang Jiang  Xiangming
Jiaxian(2001) (2014)
translation fh IELEANGE 7, A X )L i OE 7E kb A | @b IE 7R A X S5 4R

¥, RF B —FE A
i AT, 8
tro FRAE EPEEI Y
i, Gty B R AT A A
XOE L, A bR AR
Ty 2L, &
Z IR #

199




Wy, XAHERK,
Spds AR F) 4 otk
Fd, Lo R
Wi, BEh; Ak
N, WTRELT
U, LR
g B T4,
BHE0R, GH—
MREFEN, R
S AT A 2
i,

REE

, A AR 2
Ak, AR A R
K, HOREEE A
72, RO g
LR UL, HFE
PR LGS A R
K T, fhAR;
EHYRBGR; &
AT ADRTEN
R, BIRAL AT
{DEZREEN

2=, HEck, i
ks . b AR B an
PEAR AR, At R Rk

MR, R
2o AN, XA
e AR, XA

7 B tai s
ERENET,
H5Eh, Be—1
RFEMZE 2, 6t
BE 4n AT 256 T A ) 2
A,

Literal translation

She is mending her
dress, mending her
dress as usual, he
thought; all the time
that | was in India
she just sat like this,

mending her dress;

strolling about,
attending

banquets; or
hurrying to

Parliament to listen
and then hurrying
home, and so on;
thinking of all this,
he grew more and
more irritable,
excited; he thought
that for certain
women the worst
thing in the world

was to marry, to

Here she is

mending clothes;
mending clothes as
usual, he thought to
himself; for all the
time | was in India

she just sat here;

mending her
clothes; idling
about; attending

parties; running to
the

Commons

House  of
and
back and so on. At
this he

and more

became
more
annoyed, more and
more agitated,
because for certain
women there is
nothing in the world

worse than

She is mending this
skirt, mending her
skirt as usual, he
pondered. When |
was in India, she
sat here all day,

mending her skirt;

playing a while,
going to parties;
running to
Parliament,  then

running back, and
the like. Thinking of
all this,

and more

he grew
more
irritable, more and
more excited. He
thought that for
some women there
is nothing in this
world worse than

marriage, taking
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take part in politics,

to marry a
Conservative, like
the respectable

Richard.

marriage, he
thought; and getting
involved in politics;
and marrying a
Conservative
husband, like the
respectable
Richard.

part in politics, and
marrying a
Conservative
husband, such as
the amiable and
respectable
Richard.

Appendix A.1. 2 Women’s Familial Roles in Mrs. Dalloway

Source text

There she would sit at the head of the table taking infinite pains

with some old buffer who might be useful to Dalloway—they

knew the most appalling bores in Europe—or in came Elizabeth

and everything must give way to her.

Translator

Sun and Su (1988)

Wang
Jiaxian(2001)

Jiang
(2014)

Xiangming

translation

o AR
J K B0 LN T
— A HREXT I B
) K AR—1th
A% RR 5 T J90
BlHE T s E

B, T Ak
Tk, —UINAS
EEETLEE S

g 2 A FE A S I
NI B, S0 AL
Hy AN AT RERTIA
A A
Jig——AHb AT N R 4
BRl e N AR

N Wp——0 3
WHEGE TR, —

DIt AR 15 B R
.

o ARAE ST E
J o BREEAS thVF xt
YT I K
o v e g—— At
AT R 2 B i A
i N IR A
LI TR
EEE R, A
— V) #R 6 0 e ik
.

Literal translation

She would sit at the
head of the table,
rack her brains
dealing with some
fellow who might be
useful to

Dalloway—they

She would sit at the
host's seat at the
table, exhaust her
efforts to parry with
some old man who
might be useful to

Dalloway—they

She would sit at the
head of the table,
entangled with
some old fellow
who might be useful
to Dalloway—they

knew all the most
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knew Europe’s
dullest trifles—or
else Elizabeth

came in, and

everything  again
had to revolve
around her.

knew the most
detestable people
in all Europe—or
Elizabeth came in,
and then everything
must revolve

around her.

detestable figures
in Europe—or if
Elizabeth

happened to come
in, then everything
must make way for

her.

Appendix A.1. 3 Women’s Familial Roles in Mrs. Dalloway

Appendix A.2 Gender-Specific Social Qualities in Mrs. Dalloway

Source text

It was an extraordinary beauty of the kind she most admired,

dark, large-eyed, with that quality which, since she hadn’'t got it

herself, she always envied—a sort of abandonment, as if she

could say anything, do anything; a quality much commoner in

foreigners than in Englishwomen.

AT — R L TBOR
PEs, 4R
WA 4 fif4
=W, XA
PEAK 15 e 43 W7
BZ ), B E
Khes XFIEMZ
FANENA, AR
0% & EHAT

Al

l%o

(D E D9 SIP NP
RIHR My, A W
i JC 40 T2 K RS
Ve, O e e A2 AR
BE UL, A4 P fE
(P e N
K, XAFF RUE S
[ 2z N B b
(CEIN: e LY==
B IR Rt

Translator Sun and Su (1988) [ Wang Jiang  Xiangming
Jiaxian(2001) (2014)

translation ot EL A T B N I e | (H R BN I Lt | it R O R I

% e WA FpARRS 1 | HIRNS RS AJE5 [ LA 3, 3

¥ BBAREEK, | Ao Rt | BROBRE, KKH

P NUNEL T RS, | IREY, fh o K 5

AR, A
Ho& b BH—
IEL e ViRl
#;aF B A 4 e
Ui, AT A HREML -
X FER SR AE S E
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Gk
Ao
B
St
i
S

admired: dark skin,
big eyes, and a kind
of almost dissolute
character, as |if
whatever she said

or did she had no

scruples. This
character was
exactly what

Clarissa lacked and

therefore  always
envied; this
character most

foreigners have, but

among English
women it is not
usual.

leave Sally. It was a
kind of

beauty she most

special
admired:  slightly
dark skin, big eyes,
and that sort of
unrestrained trait of
hers, as if she could

say anything, could

do anything.
Compared with
English women,

this trait is much
more common in
foreign women;
because she
herself lacked this
trait, she always
very much envied

Sally.

F)o
Literal translation She had the sort of | But the whole | That was the
unique beauty that [ evening her two | otherworldly beauty
Clarissa most | eyes could not [ she most adored:

dark skin, big eyes.
She always envied
that

because

kind of air,
she
herself did not have
it— that sort of
unrestrained air, as
if one could say
anything, do
anything. Such an
air is very common
but
English

in foreigners,
among

women it is rare.

Appendix A.2. 1 Gender-Specific Social Qualities in Mrs. Dalloway

Source text

She would have been, in the first place, dark like Lady

Bexborough, with a skin of crumpled leather and beautiful eyes.

She would have been, like Lady Bexborough, slow and stately;

rather large; interested in politics like a man; with a country

house; very dignified, very sincere.

Translator

Sun and Su (1988)

Wang
Jiaxian(2001)

Jiang
(2014)

Xiangming
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translation

wyr, wEA =&
IUse M fn % Aot —
SR, A WAk
— i LR, Ef
ST A IR .t
VF, 15 DU
B% &t— #, %
IEFEEPORE, Al
N S KR
&I N —HXBUA
O, 2T A

EPR S W
82 RN TBFE K
R, AEGRY
R B2 7 B 4 B JE A
KMWHRIE. e
ISR RPN
Wi fEgete =
g MK BB
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TR AR miSE

H, akBR
N e RN,
A XKW R
i, BBk,
PATHI R W=
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—RHR A, %
EREE, GM&E
Ko BHN—xt
BURA X%, 2
NH B8 R

a pair of beautiful
eyes, dark skin, like
wrinkled leather.
She like
Lady Bexborough,

would,

be unhurried,
stately in bearing,
tall in figure, be
interested in politics
like a man, have a
residence in the
countryside;

extremely dignified,

extremely sincere.

complexion slightly
dark, with skin like
wrinkled hide and
beautiful eyes. She
like Lady

Bexborough, move

would,
slowly and with
solemnity; be large
in size; be
interested in politics
like a man; possess
a country

residence; very

dignified, very

sincere.

i A, AR BT, | ARW L st, AR
AR W

Literal translation First, she would | First she would be | Perhaps she would
look like Lady | like Lady | originally have
Bexborough, have | Bexborough, been dark like Lady

with

like wrinkled

Bexborough,
skin
two

leather, and

beautiful eyes.
Perhaps she would,
like Lady
Bexborough, have
stately and steady
manners, a tall and
big build, be
interested in politics
like a man, have a
the

countryside, be

mansion in

very dignified, and

very sincere.

Appendix A.2. 2 Gender-Specific Social Qualities in Mrs. Dalloway
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Source text

She had tried to be the same always, never showing a sign of all

the other sides of her—faults, jealousies, vanities, suspicions,

like this of Lady Bruton not asking her to lunch; which, she

thought (combing her hair finally), is utterly base! Now, where

was her dress?

Translator Sun and Su (1988) | Wang Jiang  Xiangming
Jiaxian(2001) (2014)

translation i B AR E R R B | M EL i ¥ X B an 2

MIER, WRA & | ifRefE—51, WA | —, KA EFE K

e & B HARTT | BRI — 22— =i | K il T —%
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AT di iz A ROX A
£

¥y e A% 5 —t
MEW. 2. 5
5, o BAn &
RKNEA bz 4
R

W PR R
K5 BE, BNy An
B4R ANAE e
AN

Literal translation

She always wanted
to maintain a
consistent image,
never would reveal
the other aspects in
her—fault-finding,

prone to jealousy,
fond of

inclined to

vanity,

suspicion—just like
the matter of Lady
Bruton not inviting

her to lunch.

She always wanted
to maintain a
consistent image,
never would reveal
the other aspects in
her—fault-finding,

prone to jealousy,
fond of

inclined to

vanity,

suspicion—just like
the matter of Lady
Bruton not inviting

her to lunch.

She always wanted
to maintain a
consistent image,
never would reveal
the other aspects in
her—fault-finding,

prone to jealousy,
fond of

inclined to

vanity,

suspicion—just like
the matter of Lady
Bruton not inviting

her to lunch.

Appendix A.2. 3 Gender-Specific Social Qualities in Mrs. Dalloway
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Appendix A.3 Inevitability of Marriage in Mrs. Dalloway

Source text

But often now this body she wore (she stopped to look at a Dutch

picture), this body, with all its capacities, seemed nothing—

nothing at all. She had the oddest sense of being herself

invisible; unseen; unknown; there being no more marrying, no

more having of children now, but only this astonishing and rather

solemn progress with the rest of them, up Bond Street, this being

Mrs. Dalloway; not even Clarissa any more; this being Mrs.

Richard Dalloway.

s, B HC
RS, AANE
W AN NPT HI
DLAE PO A S
W, hAHAEIILE
o, MAPHAZES
NBE—iE, &AM
FEIMTAR 2 ™ Hh [
g AT . WS
fh ik RN,
AN Sk oA
¥, 2 A Ak
HERN.

. EEIHOE A
e N, KN fE
W TNFER; B
EABAELEE, A
BAEILE & A
R A RN
i, S ABR
Moo AR ET
g T, HE
VENIK I AR N
HEBAHFL T

B RIEYE R N

Translator Sun and Su (1988) [ Wang Jiang  Xiangming
Jiaxian(2001) (2014)
translation A — PR Y T HE | A M B A R RS | A A A R R A

AL, K H O
TN, BA
B3 WA, EAIA
Wi, FHAXE
GHUS A T X P A
T FE HIMEATRE
e 3 YN e
FE ™ AL BT 3 25,
WL N IRE
T 1Y AT T8 0% Y
RrANEHD, HE®E
5E 1L W 95 # AN A7 A
T, HE T A

she could be

invisible, not seen,
known;

not now

that she was an
invisible person,

seen by no one;

S TRV ETRN
Literal translation She had a most | She had the | She had a strange,
absurd feeling, that | strangest feeling, | odd feeling, felt she

had become an
invisible person—

no one could see
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there was no longer
marriage, nor
bearing sons and
daughters; what
remained was only
to advance with the
crowd,

astonishingly and
rather solemnly,
toward Bond Street.
Now she was Mrs
Dalloway, not even
Clarissa any more,
but Mrs Richard

Dalloway.

known by no one;
now there would be
no marrying, no
bearing  children;
there was only, with
the people in the
street, this
astonishing, rather
solemn  marching
along Bond Street,
herself as Mrs
Dalloway; not even
Clarissa; this was
the feeling of being
Mrs Richard

Dalloway.

her, no one knew
her. There would be
no such thing as
marrying and
having children any
more; what
remained was only
to step forward with
the surging crowd,
strangely and
solemnly, into Bond
Street. What
remained was only
Mrs Dalloway
herself; even
Clarissa no longer
existed—only Mrs

Richard Dalloway.

Appendix A.3. 1 Inevitability of Marriage in Mrs. Dalloway

Source text

She had had a hard time of it, and couldn’t help smiling at a girl

like that. “You'll get married, for you're pretty enough,” thought

Mrs. Dempster. ‘Get married,” she thought, ‘and then you'll know.

Translator Sun and Su (1988) [ Wang Jiang  Xiangming
Jiaxian(2001) (2014)
translation AN T | WMRARE ST | hEaefad —BOR

M, WS EBR
e AR VA/E
i AN A il SRR
Ko RHENN,
oy AR K A5 0%
5o, B MRRR
OHEME, EBA

Kk, BHEFIXF
— ML EZTHEA
SERORE R . K
REUSI, B AR
fig R Se i, X
e OROK A8 . &5 0%
WE, hbARGE, KRS
REIE T

AR AN, B WX
P — D %1,
BEAMEEX, Ka
BN, BIYIRIR
B, PR R
KA. 45il%)a, it
B, Rt = ¥ A

IR
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ML, A R 2
H%

Literal translation

She had

much bitterness in

eaten

life; now seeing

such a girl, she
help but

You

couldn’t
smile. will
marry, because you
are pretty enough,
thought Mrs
Dempster. Go
marry; then you will

understand.

She
through with great

had gotten

difficulty, so seeing
such a girl she
involuntarily smiled.
will

You marry,

because you are

pretty enough,
thought Mrs
Dempster.  Marry,
she thought, and
then you will
understand.

She had had a
difficult

life; seeing such a

period of

girl, she could not
help but smile. You
will get married,
because you are
very pretty, thought
Mrs
After marrying, she
thought,

understand.

Dempster.

you will

Appendix A.3. 2 Inevitability of Marriage in Mrs. Dalloway

Source text

And Clarissa remembered having to persuade her not to

denounce him at family prayers—which she was capable of

doing with her daring, her recklessness, her melodramatic love

of being the centre of everything and creating scenes, and it was

bound, Clarissa used to think, to end in some awful tragedy; her

death; her martyrdom; instead of which she had married, quite

unexpectedly, a bald man with a large buttonhole who owned, it

was said, cotton mills at Manchester. And she had five boys!

Translator

Sun and Su (1988)

Wang
Jiaxian(2001)

Jiang
(2014)

Xiangming

translation

AN PR CE
AR A 15 AR
e AN EAE S R
I 5 Ak
PR Dy e AR W] e AAS
H, otz

F I 959 15 4 A 45
ANt R 75 R AN EE A
FKEENTHEIT FRITIK
— 2 = AT
KA, U gE K
fH, HIXEi, &

AL LA,
A A B
b, 9 AE 5K BE AT K
B QPR 5T
fb——tth 18 15 oK
(o, A K E 2R
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P, B R
Wi, WERVEIR
— D A KR E
HI G e b
WA, WX
R RUER I WA
AR BBK
4 Ji—NmE S, 5L
BIOAE; AR 2]
BTk K
HU g, e L
HNRALL: ik,

RN —VIEBhN
Hts, B X 5l
NEBEMSE,
oL W 75 A8 I H A
—VIH E = LAl A
AR S5 o, dh 2
% Wxid g
AMes (HER s
BT, T ER
Bmas T —AFET
ALfL B R — e KA
Mm% N, fE Ui Ab e

£ N W N =4
e N SEiL
W7 % WX A4
8, Babix A R
KKMANFEZ LA
CR ORISR k]
— B AT,
B A . (R A
B 2, WARMER
AR AR, T H
BT K, BE

AR . 4

fihst SR — K | 2R ALK | SLE RIS, 4
gi4) R . | MY . T HoAab AR | e AR 2 A Ry
mH, A7 HA | T ENLT! WEZFMgi)
/e/ea! mH, witd 7R
AT

Literal translation Clarissa still | Clarissa Clarissa still
remembered that at [ remembered she | remembered that at
that time she had to | had had to | the time she had to
urge her: do not run | persuade Sally not | persuade her not to
him down during [to accuse Hugh | publicly denounce
the family | during family | him at the family
prayers; prayers ... but the | prayer ceremony ...

unexpectedly she
married a bald man,
well-dressed, with a
big buttonhole on
his coat; it was said
he was the owner of

a textile factory in

Manchester. And
she bore five
babies!

result was that she
married—
unexpectedly—a
bald man, with a big
flower stuck in his
buttonhole; it was
said he had several
mills in
And

she had five sons!

cotton

Manchester.

but

far from

unexpectedly,
any
tragedy, she even
settled down,
marrying a well-
dressed, bald man
with an enormous
buttonhole; it was
this

owned many cotton

said person
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mills in Manchester.
And she even had

five lads!

Appendix A.3. 3 Inevitability of Marriage in Mrs. Dalloway

Appendix B. The feminist sentences examples selected by Nvivo from four Chinese

translations of Orlando: A Biography

Appendix B.1 Challenging Fixed Gender Through Dress Performance

Source text

She remembered — how, as a young man, she had insisted that

women must be obedient,

chaste, scented, and exquisitely

apparelled. ‘Now | shall have to pay in my own person for those

desires,’ she thought; ‘for women are not (judging from my short

experience of the sex) obedient, chaste, scented, and exquisitely

apparelled by nature. They can only attain these graces ... by the

most tedious discipline; without which they may enjoy none of the

common pleasures of life.

Translators

Wei and Min
(1994)

Lin yan (2003)

Ren
(2014)

yiming

Hou
(2021)

Yiling

Translation

iR, fEN
—MNEF N,
i 2 B FE IR RF
 N—EZY
N AN
&K, i HE
e A e A o I
fER VIS H
A= NN R
F AT I e R
B, E R

it EE X
FHNTER
T, BEEFIA
N 2 A 0 B
Mo o,
5 HOR A
REMHE. “I
£, ESA
A NIk
A AR
R L%: P P

ihic g, i
&N R
T, RREA
N T M 2 2
M, v,
el F, A
Bk s,
e odAHAR
NI B SR A
B T, 7 i
M, g, B

wicfHECH
NN 1R
&, BZINN
2 N ZBUI

Moy BR R
W, B LEE
., KETH
TR SO
“DUE,  REIR
H COyXEE
RAT WAL i
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., "BIALN
PR AR
LHEHDHEEM
3L Rl ) A 2
56 4] 1T ) 91 Al

VT AR U
Mo AT A fE
i i B R =
UNIEREEP) IR

153X 2 40 HE

Nl AR
R IEL N
IUFSRZEZIIIPN
G /T NN}
. VE S UK
AL KER
Mo WA A RE

1) Lk
ahkE, &
NI — &
KAAF MM »
ISP
o, K R
%, Xuefp
ik 7 # 52 f AT
gidjs K%
ARG H, A

T, iR B
B, TN O
HH DM
kR g ok
¥ IFARRAE
G NN
(LEEN
. OKRER
M, WA A
L R Z R

V==
{IZI N

i, E AEANT| 0, MERAR | A, IR | B2 4 R 3R
WA VEE | ek ), AT | IR B UE S | AR R
ANEMEAT LN | M EE =2 | W — 4% | E, mEkAR
) SR 8 T ) A 0 PROR AT | M RO it AT B
Bo LT A
) SR o
Literal She She She She
translation remembered remembered remembered remembered

that, as a

young  man,
she had
insisted

women  must

be submissive,
chaste,
perfumed, and
elegantly
dressed. ‘Now |
must pay with
my own body

for these
desires,” she
thought.  ‘For

that when she

was a young

man, she
insisted
women must

be obedient,
chaste, exude
fragrance, and
be elegantly
dressed. ‘Now |
myself have to

pay the price

for these
desires,” she
thought.

that, when still
a young man,
she insisted a
woman  must
be obedient,
chaste, have a

faint fragrance,

and refined
attire. ‘Now |
myself  must

pay the price
for these
demands,’ she
thought,  ‘for,

from my brief

that when she

was a man,

she once
thought
women must

be obedient,
keep chastity,
be scented,
and dress with
refined

elegance. ‘Now
it's my turn to
pay for these
requirements,’

she reflected.
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women
(judging from
my brief

experience of
this sex) are
not by nature
submissive,
chaste, and
elegantly

dressed. They
can only obtain
these graceful
qualities

through the
most  tedious
discipline;
without them
they perhaps
cannot enjoy
any pleasures

of life.

‘Because
women are not
(by my brief
personal
experience as
a woman) born
obedient,
chaste,
fragrant, and
elegantly

dressed. Only
through the
most
monotonous
drill

gain

can they

these
charms;
without  them
they  cannot
enjoy life’s

pleasures.

female
experience,
women are not

born to be

obedient,
chaste, faintly
fragrant, and

finely dressed;
these elegant
charms are
acquired
through later
effort,
otherwise—by
conventional
saying—their
life will have no

joy.

‘Women (from

my brief female

experience)
are not born
obedient,
chaste,
fragrant, and
elegant in
dress; only
through dull
training can

they gain such
a charming
manner, and
without it they
cannot  enjoy
life’s

pleasures.

Appendix B.1. 1 Challenging Fixed Gender Through Dress Performance

Source text

She had, it seems, no difficulty in sustaining the different parts ... nor

can there be any doubt that she reaped a twofold harvest by this

device; the pleasures of life were increased and its experiences

multiplied. For the probity of breeches she exchanged the

seductiveness of petticoats and enjoyed the love of both sexes

equally.
Translators Wei and Min | Lin yan (2003) | Ren yiming | Hou Yiling
(1994) (2014) (2021)
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Translation

A RSk, Wk
FARABAE
i PR e 3 43 78
TR LA [ (1
fiith. By i
% 3 4 A2 A
eI, T
ey N 1
Rz — Bk
I ANRE B4R
Hye s o
5 Bt P 3 R
TSR YR T
i 1R 3R (1 AT
AE: BTN
BT,
H 28 56 th 78 B
A R .
e A R 4R 1
BN
#MIEHE S
S, IF HIF %
b =252 R
PET IR 5% 15 o

4 5 A A
50 g ok i AL
R S 2
ESS I Y el
A HE
e R e g —
I ) N B
TEE RN
ZEE W, it
FY3X T 730 3% 3R
7 W E K
ko IR
wiEmy, &
G ONINZE NP
T o WA R
(1 2 J oK 8
R SR, B
R PR

Ko

b ALL - £E 4 F
P 51 1) B 4 b
WK, M
P 59 A2 He 2 M
%, R
RRAF —EK
Hi BN HE DA AR
M. T H.,
ZLHEN, i
R A
AEWE . AT
B UA
wRk, N AR 1A
Pt B
B . b AE SR
(U S8 5 AT 4R
(1 5 2% 2 Te] 5t
ke, RN
52 A )
.

Y4E 5 A F 1 A
0 g ok i A
TR 5 A
Ko )
A Z B,
& e g —
ey &Y UPNG
TAEE R
LR,
P 3K Fof 7315 3R
57 R HE R
o AENEH R
BEm Ty, A&
I B K
1o Wt AR
[ 1 J R e Ty
WML,

Literal

translation

Keeping

different roles
seemed easy
for her,
because her
sex changed
so often that

those who

She
adept in

seemed

switching
between two
sexes; her
changes were
SO frequent

that people

Maintaining

different roles
was easy; her
sex changed
so frequently
that those who
wear just one

set of clothes

Maintaining
different roles
seemed
effortless  for
her, because
the frequency
of her changes

in gender was
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wear only one
sort of clothes
cannot
imagine.
Without doubt
she used this
method to gain
a double
harvest. Life’s
pleasures
increased;
life’s
experience
expanded. She
traded the
sensuality  of
petticoats for
the honesty of
breeches and
in turns
enjoyed the
love of both

Sexes.

who wear only
one set of
clothes cannot
imagine. And,
without doubt,
she made

gains from both

sides in the
process. Life
became

flavourful; her
experience

She
kept switching

richer.

between the
honesty of
breeches and
the allure of
petticoats,

enjoying  the
advantages of

both sexes.

can hardly
imagine.
Without doubt
she benefited
both ways. Life
became tasty;
life experience
more
abundant. She
alternated
between the
honesty of
breeches and
the temptation
of petticoats,
while enjoying
the superiority

of both sexes.

something
unimaginable
to those who

only ever wore

one kind of
clothing.

Without a
doubt, she
gained a

double reward
by this means.
The pleasures
of life
increased, and
the scope of
her experience
broadened.
She
exchanged the
sensuality  of
petticoats for
the honesty of
breeches, and
in turn enjoyed
the love of both

Sexes.

Appendix B.1. 2 Challenging Fixed Gender Through Dress Performance

Source text

The change of clothes had, some philosophers will say, much to do

with it. Vain trifles as they seem, clothes have, they say, more

important offices than merely to keep us warm. They change our view

of the world and the world’s view of us.

Translators

Wei and Min
(1994)

Lin yan (2003)

Ren
(2014)

yiming

Hou
(2021)

Yiling
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Translation

EAFRE X
& B 1N
H, fAT¥,
IR i A A A Ay
TOREE, EA
HEHHE N
BR3T . BT
A IRAT R
Ft 0 A A
FuF AT
%o

BT ER R
, R E
AR KT Ho
b i1, & L
TREE, K
SE AR R A T g
27 A AL A
o Kk AE B
A JATT R S
WEZ, B
A FERE AT
DESpr

BB ¥R
Ui, il B
5 IA K.
bk A, i
WE ML RE
T, HEEWL
1 9 5y R 2
(7 F . AR
A LL AT
st S A
%, W] BLik
1 7 23 3K
(NERESRF

AT 2R
i, XERH
HMRKKR
AT, AR
&L 2 B’
H, HSEEdl
A AL AL /e A
%, BAEH
EEH. ©
1723 B50AR FATT
bk A
2, MeuE
TH F 0 FAT )
aik.

Literal

translation

Some
philosophers

would say, the

change of
dress has
much to do
with it. Though
seemingly

trifles, clothes

are by no
means only for
warmth.
Clothes

change our

can

view of the
world, and

change the

Some
philosophers

will say,
changing
clothes has
much to do
with it. They
think, although
clothing looks
unimportant,

its function is
definitely  not
merely to ward
off cold.
Clothing

change our

can

view of the

world and

Some
philosophers

will say her
cross-dressing
is related. They
think

seems

clothing

trivial,
yet has a role
far beyond
keeping out the
cold. Clothing
can change our
view of the
world and also
make the world
change its view

of us.

Some
philosophers
would say this
has much to do
with changing
They

clothes

clothes.
say,

seem

insignificant,

but they not
only keep us
warm — they
have more
important work.
They

how we see the

change

world, and how
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world’s view of

us.

change the
world’s view of

us.

the world sees

us.

Appendix B.1. 3 Challenging Fixed Gender Through Dress Performance

Appendix B.2 Challenging Gendered Perceptions of Creativity and Literary Value Through

the Shifting Reception of Orlando’s Poetry

Source text

..the intellect, divine as it is, and all-worshipful, has a habit of lodging

in the most seedy of carcases, and often, alas, acts the cannibal

among the other faculties, so that often, where the Mind is biggest,

the Heart, the Senses, Magnanimity, Charity, Tolerance, Kindliness,

and the rest of them scarcely have room to breathe.

Translators Wei and Min | Lin yan (2003) | Ren yiming | Hou Yiling
(1994) (2014) (2021)

Translation FAR > TR | A B RERM | ik, AEE | Kk, TR
Rk, i H | & RME G5 | BME, B R, REMW
HHMA =L | FF, HAME [EHASZEFE, BH|E W4 A E
NEHL, (HAb | T BUIEGR5E | 200 & T ik | 7, WP
WAEFEAR | ZHNBI6, [T 5% |\ &1
Bt R D57 B | i HARAERE A B, o Ho, | &k, A,
>3, o | Al ERE, R, BWWE| KKK, B
2 7 S AN 1 NN I N (1 2t A
£ LB W | 0 . RS | BT BL, LR Sk | BRE. B,
NZ9 v | B EAN | RARE N, | 1RSI R Ik
NEW M, | Ak, mE. | LR EHER | 5KE, &
UEa s RAE | % 6 B, | %E. C&. | & . i
X FE G . KE, | &K %
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EDAE TR AN O B | s 5t | kA ESZ | & HR, N
A AL | TR Hh s A, LT
BT, O BH W) A
R, W% [A] .
R NI N <
#. ik, K
. L AHE
it i, L AR
BH T AHAER
7 [a]
Literal Though the | Though Secondly, Secondly, this
translation intellectual is | intellect is | although thing called
very  sacred | sacred and | intellect is | intellect,
and admirable | worthy of | sacred and | though sacred
in all respects, | worship, it has | worthy of | and revered,
he has the|the habit of | worship, it | habitually
habit of living in | lodging in the | lodges in a|lodges in the
the dirtiest | filthiest body, | filthy, ugly [ ugliest  body,
house, and | and often | carcass, and— | and—good
often—alas— | devours  the | alas—often heavens—
plays the man- | other faculties; | eats up other | often injures

eater among
the other
domains; SO
that where the
mind occupies
the chief place,
the heart,
feeling,
magnanimity,
charity,
forbearance,
friendship, and

so on, have

therefore
where the head
is too large, the
heart and
feelings can
scarcely
breathe—
generosity,
mercy,
tolerance,
consideration,
and so forth
are out of the

question.

organs; so in
those with a
developed
brain, spirit,
feeling,
generosity,
kindness,
tolerance,
friendliness
have no place

to dwell.

other faculties;
thus, in a body
with a
developed
brain, emotion,
feeling,
generosity,
compassion,
tolerance,
goodness have
scarcely any
breathing-

space.
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almost no room

to exist.

Appendix B.2. 1 Challenging Gendered Perceptions of Creativity and Literary Value

Through the Shifting Reception of Orlando’s Poetry

Source text

Then the high opinion poets have of themselves; then the low one

they have of others; then the enmities, injuries, envies, and

repartees... then the volubility... then the rapacity with which they

demand sympathy... all this... makes pouring out tea a more

precarious and, indeed, arduous occupation than is generally

allowed.

Translators

Wei and Min
(1994)

Lin yan (2003)

Ren
(2014)

yiming

Hou
(2021)

Yiling

Translation

4k 2 M oK 1 2
R AATH B
Hm: M
115 > 1 2 At A7)
S RNl 52
K AR5 kAT
AT s
T,
E, YRy
B B ARAT
A% 2 R ik
e AL
k. RE, Al
175 20 2 3 oA
B KA

TR AE M
o, TR
(NN RN
T 7 AR T A
AL
Wiy, TR
175 & 3%,
FUE &,
Ko N B A
. T
g, SR EK
BERRON BfE
B B A

Bt Bl AMITE
(SRCR-N (L)
b A A W id
AR
=N S RIS
By AMbAT O
SIS ER |
N TR & AtATT
X —1,
HAF LT H
{1 61 55 38 7K Bk
T AR b AT
O 3 H 58 N
Ho XA
N W, %

i, wEAHE
AN, X
NBEAE,
b AT R
. Wk

g, ARATTR
T, AT
(1) 1 =T,
b ATT % [ 17 1
woR—Pr
AR
HIXASFH
B AE B — 1
WK, R
OB .

X L,
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W rAX— | B, W& [ GRS | X HERATH
P (NAITATRES | B tH Ui, | TAIWTEL. AE TH 1H U
THAARTE, ME| AR T P 45 1k T 26 44
B R A o | TR El. THUHE B i N Wy
W 1) fik 15 18] 2% 2.
KX H AL
o A R
7%
Literal Then comes | So the poets | Therefore Hence poets
translation poets’ high | think highly of | poets, self- [ deem
self-regard; themselves; important, themselves
then their | they despise | despise others, | exceptional
disparagement | others; constantly and scorn

of others; then
they plunge
into enmity,
harm, jealousy
and sophistry;
then with slick
tongues

convey it; then
greedily seek
sympathy; all
this (one may
whisper it)
makes the act
of pouring tea
even less

justified.

discord, injury,
jealousy arise;
they  chatter
volubly and
force  others’
sympathy. All
this

pouring tea into

turns

a more
dangerous,

arduous trade

than people
can bear—
these  words
we must

whisper, lest
the wits

overhear.

breed hostility,
hurt,

and argument;

jealousy
they talk on
endlessly,

forcing others’
sympathy. All
this makes the
seemingly
ordinary tea-
pouring a thing
to be done with
great care. We
must say it
quietly, lest the
men of letters

hear.

others—their

hostilities,
injuries,

envies;  their
habitual
sophistry; their
torrent of
words; their
greed for
sympathy—
make the

commonplace
act of pouring
tea a thing of
walking on thin
ice, of great
contrivance.

Such words we
can only
whisper, lest
the clever ones

hear.
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Appendix B.2. 2 Challenging Gendered Perceptions of Creativity and Literary Value

Through the Shifting Reception of Orlando’s Poetry

Source text

Added to which... there is a little secret which men share among

them... ‘Women are but children of a larger growth

..." ...so0 that the

whole ceremony of pouring out tea is a curious one. Awoman knows

very well that, though a wit sends her his poems... and drinks her

tea, this by no means signifies... he will refuse, though the rapier is

denied him, to run her through the body with his pen.

Translators

Wei and Min
(1994)

Lin yan (2003)

Ren
(2014)

yiming

Hou
(2021)

Yiling

Translation
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Literal

translation

Thus the secret
must leak,

hence the tea-

pouring
ceremony
becomes a
thing  without
reason. A

woman knows
that

although a wit

well

gives her
poems, praises
her judgment,
asks her
comments,
and drinks her
tea, it by no
means means
he respects her
opinions,
admires  her

understanding,

or will refrain
(though
swords are

forbidden) from
running her
body

with his pen.

through

Thus the whole

tea-pouring

becomes a
process of
probing a
secret. A

woman knows
that

though a man

clearly
of wit sends
poems to her,
praises her
judgment,
seeks her
opinion, drinks
her tea, this
absolutely
does not mean
he respects her
views,
appreciates
her
understanding;
nor does it
that,
though unable

mean

to use a sword,
he will refuse to
pierce her body

with his pen.

Thus the entire

tea-making
becomes a
testing

process. A

woman knows
that though the
men of letters
present
poems, praise
her
discernment,
ask her
critique, and
taste her tea, it
does not mean
he respects her
views or
appreciates
her reading,
nor does it
that,

though clumsy

mean

with a sword,
they will not run
her through
with the pen.

Thus the tea-
pouring ritual
becomes a
test. A woman
knows well that
although a poet
offers her
poems, praises
her taste, asks
her critique,
and drinks her
tea, this by no
means means
he respects her
opinion,

admires  her

understanding,

or will not
pierce her body
with his pen
(since he

cannot use a
sword

anyway).

221




Appendix B.2. 3 Challenging Gendered Perceptions of Creativity and Literary Value

Through the Shifting Reception of Orlando’s Poetry

Appendix B.3 Challenging the Traditional Notions of Gender Identity Through Androgyny and

Gender Fluidity

Source text

For as the boy — for, alas, a boy it must be, no woman could skate

with such speed and vigour — swept almost the tip of his skates past

Orlando’s toes, the person was of his own sex, and thus all embraces

were out of the question. But the skater came closer. Legs, hands,

carriage, were a boy’s, but no boy ever had a mouth like that; no boy

had those breasts; no boy had eyes which looked as if they had been

fished from the bottom of the sea.

Translators

Wei and Min
(1994)

Lin yan (2003)

Ren
(2014)

yiming

Hou
(2021)

Yiling

Translation
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Literal As that boy — | That boy — [ When that | That boy —
translation ah! for he must | heavens — it | person almost | yes — it must

be a boy — no
woman could
skate SO
swiftly, so full of
life — swept
past him and
almost touched
the tips of his
skates, since
the person was
the same sex
as himself and
so all hopes of
embrace were
dashed,

Orlando, in his

must be a boy;

a woman could

never be so
nimble, SO
agile. The boy
almost on

tiptoe skimmed
past him;
Orlando, vexed
to the extreme,
almost to the
point of
yanking his
own hair, for if
this person

were the same

on tiptoe swept
past him,
Orlando, SO
vexed he
nearly tugged
his own hair —
heavens, it
must be a boy;
don’t
skate so agilely

girls
and strongly.
But if it was the
same sex, then
to embrace
would be

nonsense. But

be a boy, for no
woman can
skate so fast,
such
That

almost

show
vitality.
boy,
tiptoeing,
skimmed by his
side; Orlando,
so vexed he
nearly wanted
to pull his own
hair, for if this
person  were
the same sex

as he, the
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annoyance,
was ready to
tear his hair.
But the skater
came
Though the

posture of legs

nearer.

and hands was
like a boy’s; yet
no boy ever
had a mouth
like
boy

that; no

would
have such a
bosom; no boy
would have
such a pair of
that

looked as if

eyes

picked from the

sea-bottom.

sex as he, then

every embrace

came to
nothing. But
the person

glided closer;

legs, hands,
and bearing
were like a
boy’s, but no
boy would

have such lips;
no boy would

have such a

chest; no boy
would have
such  crystal-
clear blue
eyes.

the person slid

back nearer.
Legs, hands,
and bearing
were like a
boy’s, but a

boy would not

have such lips,

nor such a
chest, and a
boy’s eyes

would not be
as deep-blue
as water from
the sea’s
depths.

embrace  he
imagined was
utterly

impossible. But
the skater drew
closer. By legs,
hands and
bearing it
seemed a boy,
yet no boy has
such a mouth
and such a
chest, nor such
a pair of deep-
blue eyes as if
from the sea-

bottom.

Appendix B.3. 1 Challenging the traditional notions of gender identity through

androgyny and gender fluidity

Source text

The sound of the trumpets died away and Orlando stood stark naked.

No human being, since the world began, has ever looked more

ravishing. His form combined in one the strength of a man and a

woman’s grace.

Translators

Wei and Min
(1994)

Lin yan (2003)

Ren
(2014)

yiming

Hou
(2021)

Yiling
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Translation
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Literal

translation

Since the birth
of the world, no
one has looked
more
enchanting.
His form
gathered into
one the
strength of a
man and the
elegance of a

woman.

Since the
beginning  of
heaven and
earth,

has

never
anyone
looked SO
ravishing. His
form fused a
man’s strength
and a woman’s

charm.

Since the
world’s

beginning,
never has
anyone been
SO soul-
ravishing. His
form combined
male strength
and female

softness.

Since heaven
and earth were
founded, never
has anyone
looked so soul-
seizing. His
form combined
a man’s
strength and a
woman’s

softness.

Appendix B.3. 2 Challenging the traditional notions of gender identity through

androgyny and gender fluidity

Source text

It was not caused, that is to say, simply and solely by the thought of

her chastity and how she could preserve it. In normal circumstances

a lovely young woman alone would have thought of nothing else; the

whole edifice of female government is based on that foundation

stone; chastity is their jewel, their centrepiece, which they run mad

to protect, and die when ravished of.

Translators

Wei and Min
(1994)

Lin yan (2003)

Ren
(2014)

yiming

Hou
(2021)

Yiling
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Translation
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Literal

translation

That is to say,
her
astonishment
was not solely
aroused by
chastity and
thoughts of
how to protect
it. Under

normal

The

was not only in

reason

thinking of
chastity and
how to keep
chastity. In
normal

circumstances,
when a young

and beautiful

The reason for
the shock was
not merely
because she
thought of
chastity and
how to keep it.
Generally,

when a pretty

and lovely

That is to say,
her
amazement
was not only
because she
recalled
chastity and
how to protect
it. In general,

when a young
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circumstances,
a lovely young
woman alone
would think of
nothing else;
the whole great
mansion of
women’s

government is
that

cornerstone;

built on

chastity is their
their

most precious

jewel,
part; they
madly protect it
and even,
when it s
stripped away,

die keeping it.

woman is all by
herself, apart
from this she
would not think
of others; the
edifice of
women’s moral
behaviour is
built upon this
foundation
stone. Chastity
is women’s
wealth,
women’s most
conspicuous
virtue; women
will  fervently
defend  their
own chastity
from being
plundered,
even willing to

die.

young woman
is alone, the

worry is often

chastity and
nothing else.
The entire

structure of
female codes
of conduct

takes chastity

as its
foundation.
Chastity is
women’s
treasure, their
lifeblood; they
will defend it at
all costs,
unyielding unto

death.

and beautiful

woman is
alone, apart
from chastity

she will not be
concerned with
other  things.
Chastity is the

cornerstone of

the great
edifice of
women'’s

morality; it is
their
thing,

precious
their
most important
thing; they will
struggle
desperately to
protect it, and if
violated will not
hesitate to die
to prove their

resolve.

Appendix B.3. 3 Challenging the traditional notions of gender identity through

androgyny and gender fluidity

Appendix C. The feminist sentences examples selected by Nvivo from four Chinese

translations of To the Lighthouse

Appendix C.1 Domestic Responsibilities Associated with Gender Roles

Source text

...that her daughters, Prue, Nancy, Rose—could sport with infidel

ideas which they had brewed for themselves of a life different from
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hers; in Paris, perhaps; a wilder life; not always taking care of some

man or other; ...

Translators

Xie
Qingyao(1946)

Qu Shijing
(1988)

Ma Ainong
(2003)

Li, Tian and
Meng (2017)

Translation

No translation
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Literal

translation

No translation

Her daughters
Prue, Nancy,
and Rose lifted
their eyes from
their plates and
looked up at
her; now they

could only

They—her
daughters
Prue, Nancy,
Rose—

their

from

and

raised
heads
their plates, but

only dared

Her
daughters—
Prue, Nancy,
Rose—silently
their

heads, plotting

raised

heterodox

thoughts,
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silently savor
their heterodox
notions,

notions bred in
a life different
from hers—
perhaps in

Paris—a freer,

more unbridled
life; they
thought there

was no need
always to look
after this or that

man.

inwardly to
savor  some
rebellious
thoughts—
thoughts long
brewed of

living a life
quite different
from hers;
perhaps in
Paris; a rather
freer life; not
having to care
all the time for
this or that

man.

thinking of a life

unlike their
mother’s:

possibly in
Paris, living

unrestrained,

not always
having to look
after this or that

man.

Appendix C.1. 1 Domestic Responsibilities Associated with Gender Roles

Source text

Insinuating, too, as she did the greatness of man’s intellect, even in

poverty; insinuating, too, that all wives, by which she meant herself,

must accede to their husband’s labours, she did not blame the girl,

and believed that their union had been happy—she made him feel

better pleased with himself than he had done yet.

Translators

Xie
Qingyao(1946)

Qu Shijing
(1988)

Ma Ainong
(2003)

Li, Tian and
Meng (2017)

Translation

No Translation
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Literal

translation

No translation

Mrs.

had keen

Ramsay

insight—could
appreciate a
high

genius even in

man’s

destitution—

admitted
that all wives—
she did not
blame that girl,

and

and believed
their union had
been happy—
must

obediently
support  their
husbands’

work.

She hinted that
men possess
great
wisdom—even
in poverty it is
not less—and
also hinted that
all wives ought
to support their
husbands’

careers—she

was not
blaming  that
girl, and she
believed that
marriage

counted as

happy.

She further
hinted that a
man’s intellect
is immense,
though waning;
all wives—she

was not, in fact,

blaming  any
girl; she
believed their

marriage had
been happy—
must submit to
their husbands’
work; these
words  made
him feel a
satisfaction

he’d

before felt.

never

Appendix C.1. 2 Domestic Responsibilities Associated with Gender Roles

Source text

They came to her, naturally, since she was a woman, all day long

with this and that; one wanting this, another that; the children growing

up; and she felt she was nothing but a sponge sopped full of human

emotions.
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Translators

Xie
Qingyao(1946)

Qu Shijing
(1988)

Ma Ainong
(2003)

Li, Tian and
Meng (2017)

Translation
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Literal

translation

They all
naturally asked
her for
sympathy—for
she was a
woman; each
had his own
different

demand; the

children were

now  grown;
she often
thought  she
was only a

sponge soaked
full of all sorts

of emotions.

Since she was
a woman,
naturally they
came to her all
day long; one
this,
that;

the children

wanted

another

were growing;
she often felt
she was
nothing but a
sponge soaked
with all kinds of
human

feelings.

They came to
her, unceasing
all day, with
that
this

natural,

this or
request;
was
because she
was a woman;
some wanted
this, some that;
the children
were growing;
she often felt
herself only a
sponge soaked
with

sentiments.

human

They would all
come to her—
inevitably,
because she
was a
woman—every
day with this
matter or that;
the children
were still
young; she
often felt she
was like a
sponge,
soaked with
various

emotions.

Appendix C.1. 3 Domestic Responsibilities Associated with Gender Roles
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Appendix C.2 Feminist Perspective of Marriage VS. Traditional Perspective of Marriage

Source text

...it was dawn, she could see the sun rising,—half turn back, more

intimately, but still always laughing, insist that she must, Minta must, they

all must marry... there could be no disputing this: an unmarried woman

(She lightly took her hand for a moment), an unmarried woman has

missed the best of life.

Translators

Xie
Qingyao(194
6)

Qu Shijing (1988)

Ma Ainong
(2003)

Li, Tian and

Meng (2017)

Translation

No translation
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Literal

translation

she slightly turned
her body, more
intimate  yet  still
smiling as always,
and stressed that
Lily must marry,
Minta must marry,
they must all marry,
because in this
world, no matter
what honors people
gave her (but Mrs
Ramsay looked
down on Lily’s
painting), or what
success was
achieved (perhaps
Mrs Ramsay had
once had such
success), at this she
grew  sad and
gloomy, returned to
her chair, and then
added, there is one
point beyond

dispute: a woman

she still
wearing her
usual smile,
and in a more
intimate  tone
said that she
must marry,
Minta must
marry,
everyone must
marry, because
in this world, no
matter how
many honors
you obtain (Mrs
Ramsay does
not put her
painting in her
eyes), how
many
achievements
you obtain (Mrs
Ramsay
herself very
likely also

obtained quite

she turned half
her body,
showed a more
intimate
expression, still
constantly
smiling, and
insisted  that
Lily must
marry, Minta
must marry,
they all must
marry, no
matter  what
honors she
obtains in the
world (she
doesn’t  think
much of Lily’s
painting), or
what victories
she wins
(perhaps Mrs
Ramsay had
enjoyed such

victories);
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who does not marry
held
Lily's hand for

(she lightly

moment), a woman
who does not marry

has missed the best

thing of life.

a few), at this
she grew dim
and sad,
returned to her
chair; this is
indisputable: if
a woman does
not marry (she
lightly

squeezed her
hand), if a
woman does

not marry she

saying this, she
darkened,

returned to her
chair, and
continued: this
is indisputable:

a woman not

marrying (she
lightly held her
hand a
moment), a
woman not

marrying has

misses the | missed
best time of | most beautiful
life. part of life.

Appendix C.2. 1 Feminist Perspective of Marriage VS. Traditional Perspective of

Marriage

Source text

...she did not like, even for a second, to feel finer than her husband...

Translators

Xie
Qingyao(1946)

Qu Shijing
(1988)

Ma Ainong
(2003)

Li, Tian and

Meng (2017)

Translation

No translation
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Literal

translation

No translation

She did not
want to feel
herself

superior to her

husband, not

She did not like
to feel herself
superior to her
husband, even

for an instant.

She
the cause of
this
displeasure:
she did not

realized
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even for one

second.

want to feel
herself
stronger than

her husband,
not for a

moment.

Appendix C.2. 2 Feminist Perspective of Marriage VS. Traditional Perspective of

Marriage

Source text

...for then people said he depended on her, when they must know

that of the two he was infinitely the more important, and what she

gave the world, in comparison with what he gave, negligible.

feel he couldn’t
do without
her—his

achievements

say he relied
on her,
whereas

actually  they

between the
two of them,
absolutely he is

the more

Translators Xie Qu Shijing | Ma Ainong | Li, Tian and
Qingyao(1946) | (1988) (2003) Meng (2017)
Translation i AA 55 N i 19 Ny REEN | FS AT AT | AR, AN AT
fib F AN T Al | AT VAR AR | RTE R AR | 2 Ut R AR A
f—At B B | BT, mISE | hoE, ZEXERE | T, (2 AA]
AR SE M SR RF | B B AT N | M Oy R, | - RiE, fE
AT CHSE | AT EAR AT | AR | b T AN
WA e A W Nz, Al | ST ER A AR B T | TR, e E
fil). oAl EE L | BRAHEE, fa B | O EAZ, M
BN EEN — | A LE. B Ath o 1 5
Ay doe T SRR S, A
G oTmk, AN ¥ 5T Wk 2 Bl A
fth ) T ER A JEIEH]
o, A2
TE
Literal She was afraid | Because then | Actually they [ Then people
translation others  would | people would | must know that | would say he

relied too much
on her, but
must
that

people

know
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could not be
attained

without her
support (in fact
she felt she
was not as

good as him).

ought to know:
of the two, he is
incomparably
the more
important;
compared with

his contribution

to the world,
hers is
negligible.

important; to
take her
contribution
and compare it
with his
contribution to
the world is
simply
negligible.

between the
two of them he
is certainly
much more
important;
compared with
his contribution
to the world,
her
contribution is

negligible.

Appendix C.2. 3 Feminist Perspective of Marriage VS. Traditional Perspective of

Marriage

Appendix C.3 Intellectual Recognition and Achievements

Source text

The extraordinary irrationality of her remark, the folly of women’s

minds enraged him.

Translators Xie Qu Shijing | Ma Ainong | Li, Tian and
Qingyao(1946) | (1988) (2003) Meng (2017)
Translation NI AN IE B | AR U A |t A TR AN T BE | Al A 3 R A
WG WO 1 | BB B, M | R A, | AT R, A
A A ko | BE R AN Z | XM B A | AR B R R
AT &7 | A zh 2R K [ N W 1 | B, fil Jik Al
i ! Frin b Fn 7 .
Literal Women'’s What she said | Her words | Her words
translation incorrect was extremely | were utterly | were truly
powers of | unreasonable; | beyond beyond
observation that foolish | reason; this | reason;
roused his | womanly pig-headed women'’s ideas
anger. It was [ opinion made [ womanly view | are really
simply him flare up in | enraged him. absurd; it
equivalent to | anger. practically
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lying to made him
children! explode  with
rage.

Appendix C.3. 1 Intellectual Recognition and Achievements

Source text Women can’t write, women can’t paint

Translators Xie Qu Shijing | Ma Ainong | Li, Tian and
Qingyao(1946) | (1988) (2003) Meng (2017)

Translation [ & N4t R fiE | K AW AR &% [ & A A f & | % A A o
e, N E, Z ANBAE, ZAARE|H, ZTAAE
DI N AT s ST (S HE...... e ...
fE......

Literal Women Women, vyou | Women can’t| Women don’t

translation absolutely know, can't | paint; women | understand
cannot paint; | paint; women | can’t write... painting;
women also can’t write women can't
absolutely write...

cannot write...

Appendix C.3. 2 Intellectual Recognition and Achievements

Source text

Lily’s picture! Mrs. Ramsay smiled. Nobody would take her painting

seriously. She was an independent little creature and Mrs. Ramsay

liked her for it.

Translators

Xie
Qingyao(1946)

Qu Shijing
(1988)

Ma Ainong
(2003)

Li, Tian and

Meng (2017)

Translation

I 32 1 e i !
HERAN
MK T —
T. WHEANE
O i R
H o it K15 R
MeE, KM K

g FY 1 AN 2
ANEM, Wt
K& AT AT
AL RN
//RITEOR 2
RN B B W
X — £,

by f1 1] 5 AN fiE
NI R
(st 305 A
RA E I/
XAk, Nt
W55 RAR

B

R B A BE K A
b 1 18 X )L
HHE; Hibh R
AN 57 VAR R
I Ak, fir
[ER P NN 5%

237




and will
probably never
marry. But Mrs.

Ramsay really

liked her
independent
spirit.

Mrs.

likes about her.

Ramsay

T AR & H O b X —
1. Al M
FTRNARE
XA 1 ST R
o

Literal Lily's picture! [ Her paintings | Her  painting | You also

translation Mrs. Ramsay | also wouldn’t | can’t be taken | shouldn’t take
couldn’t help | be taken | seriously; she’s | her painting too
giving a small | seriously; she | a very | seriously; but
smile. No one [is a small | opinionated she’s a little
would take her | person with an | little thing, and | creature  with
pictures independent for this Mrs. | very strong
seriously. She | spirit, and this [ Ramsay is very | independence,
looks very plain | is exactly what | fond of her. and Mrs.

Ramsay rather
likes this point

about her.

Appendix C.3. 3 Intellectual Recognition and Achievements

Appendix D. The Feminist Sentences Examples Selected by NVivo from Three Chinese

Translations of A Room of One’s Own

Appendix D.1 The Male Academic Criticism of Women and Women Writers

The male academic
criticism of women

and women writers

| found myself walking with extreme rapidity across a grass plot.
Instantly a man’s figure rose to intercept me. Nor did | at first
understand that the gesticulations of a curious-looking object, in
a cut-away coat and evening shirt, were aimed at me. His face

expressed horror and indignation. Instinct rather than reason
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came to my help; he was a Beadle; | was a woman. This was

the turf; there was the path. Only the Fellows and Scholars are

allowed here; the gravel is the place for me. Such thoughts were

the work of a moment.

Translator T1 Wang huan|T2 Jia Huifeng | T3 Dai Hongzhen &
(1947) (2003) Zhou Chun (2016)
Target text VA A—ABNE | R, AR | A B TFNEEE
REEEI ER | &8 0 I AE R | 7k, BERM
A AR FEE | AT, EEER. 5| Xk, TPMAFEHE

BALIRAT 72 A AL
M B EER BN
[ = 35 A& X B A1
We o Al i e b &5
T AR AIRE T

T A RE T AN S B
R 7, 2
X &Es, L2k

TEMIL . KA
Az FARE S5 AR AT BLAE
XA NE S R
HRE AR . XL
BAEANT LM

IIES

N T AL A E
e, SRR
g, my, RER
B E, flttt
3 [ i PR = o]
Ko AR Al 2
— IR T S A
M Ef. WK, |
T AN 2 T 4
T, R %,
KRELN, XEE
KEMRY Y, B
T HE., A
W 7T 5% Rl 2435 T R
KUbIE &2 . AL
BRIV IREE E.
IX A R W ] i

ko

MR, HEKEHE
LIRH %, B L%
SRR P R E
S NSPOWIIOER
A5 R 2 b ok
1, WARIK S
TR S B
FOFE TR,
TR =S (e
TR o A2
W, MR — %
No X JLARHLTE,
MM —L. X
P B B % 5 35
W58 BT, vk
A R R A% E M
. TEM—WBRE,
IX e 0 Sk — B i

TR

Literal translation

Immediately a man
rose up to block
me; at first | did not

understand that the

Suddenly, a man’s
figure appeared in
front of me,

blocking me. The

A  man’s figure
emerged, blocking
my way. He was

wearing a tailcoat
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that
oddly-shaped man,

gestures of

wearing an evening
dress shirt and a
lounge coat, were
directed at me. His
face showed horror
and anger. Instinct
rather than reason
reminded me: he
was a parish
beadle, | was a
woman. This is turf,
the path

there.

is over

Only
graduate students
and fellows may be
here; the gravel
path is the one | can
These

walk on.

thoughts lasted

only a moment.

man wore a lounge
suit and a stiff shirt,
looking rather
comical. At first, |
did not even realize
that his gesturing
was directed at me.
His face was purely
a look of fear and
At that

instinct

anger.
moment,
rather than reason
saved me: he was a
porter, | was a
woman. This was
the

racecourse,

university’s

beneath my feet
was the track. Only
researchers  and
scholars may stand
here. My place was
on the gravel path.
These thoughts all
passed in an

instant.

with a dress shirt
inside, looking
rather strange. At
first | did

understand that his

not
gestures were
directed at me. His
face was full of
shock and
resentment. It was
not out of reason
but subconsciously
that | reacted: this
man was the dean,
and | was a woman.
This was the lawn,
and the path was
This

lawn was open only

over there.

and
the

sandy path was the

to scholars
researchers,
road | ought to

walk. In that instant,

these thoughts
swarmed into my
mind.

Appendix D.1. 1 The male academic criticism of women and women writers

The male academic
criticism of women

and women writers

Why did Samuel Butler say, ‘Wise men never say what they think

of women’? Wise men never say what they think of anything. At

any rate, sitting here in the shade of the great dome of St Paul’s,

| became for the moment a single mind, a single thought, and
that thought a little uncomfortable. To tell the truth, the
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unfortunate thing about wise men is that they never agree about

women.
Translator T1 Wang huan|T2 Jia Huifeng | T3 Dai Hongzhen &

(1947) (2003) Zhou Chun (2016)
Target text o FEZBIRERE | N AZEE IR | EEUR - BRI

L, T AMRAS
YA ATTR L N R
WP LT AR L A
H &K, & ARG A
BT 2 N MORAS B
. (HiE, SEER
THAEEMRADEKX
(¥ [521 J9T, 6 8 T~ i
AR W2
BAEA A WK
AR, IRk B8 BT A
SR TSR E
R R A&
Al

i HE W I ANMA
LRI PN O
P PN i
AN 158 55 AT AT S5
AR . FREEAE
Rk, BEE EKM
g, LT,
A2
FIEBLEA L4y HiL
MRS e, &
A, BN,
HE A 05 N e A
(K AR, MORERA
—H

MNEE

Hrazil: “BEN
TN AV
1% 2 N EE?
BEMBENERA
XX A UK %
o R
£, BEEMYIE
E RS, 4% 4
BE. T EE
JAA AR, B
FEIE V8 T Lo 0
fii. BHEKIEZ, [
BB EMIE AN,
HATTRE e NI i
HAHER A

Literal translation

Why did Samuel
Butler say, ‘Clever
men never say their
opinions of
women’? From the
above topics, it is
that

men never speak of

clear clever

anything except
women. But leaning
against the back of
the chair, looking at
that huge dome,

underneath it | was

Why did Samuel
Butler say: ‘Clever
men never say
what they think of
women’? In fact,
clever men never
say what they think
of  anything. I
leaned against the
chair, gazing at the
huge dome;
beneath the dome |
was merely a lonely

thought, though

Why would Samuel
Butler say: ‘Wise
men would never

express their views

about women’?
Wise men are
clearly interested

only in this topic. |
leaned on the back
of my chair, gazing
at the great dome of
the

continuing to

museum,

ponder. My thought
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a thought — only a
thought that was
little

embarrassed. |

now a

continued to think:
the

thing is that clever

unfortunate

men’s opinions of
women are never

the same.

now somewhat
confused. I
continued to think:
regrettably, clever
men’s thoughts
about women have
never been

consistent.

was originally very

solitary, and now
even more
troubled.

Regrettably, though
they are all wise
men, their views of
differ

much as heaven

women as

and earth.

Appendix D.1. 2 The male academic criticism of women and women writers

The male academic
criticism of women

and women writers

Here, then, was a woman in a book about whom opinions

differed. Some said that women had no character at all, others,

on the contrary, declared that they were half divine. Napoleon

thought them incapable of education. Dr Johnson thought the

opposite. Some held that they were incapable of learning, others

maintained that they could learn anything, even Greek. Some

said they were pure, others said they were corrupt.

Translator

T1 Wang huan

(1947)

T2 Jia
(2003)

Huifeng

T3 Dai Hongzhen &
Zhou Chun (2016)

Target text

XA P A — A I
NIRTE 2 R DN
EMREEL. %
N B i fE A e 52 #
BWR? EHLINN
AT RE . 204 i
3 7 LA I AR
B o HATT B AT
A RH? A LR
MNARNEH . B
1= b, "ERF 2
N 22 A A

73 [7) I A B R
NEFEERXS . LA
REANRELZHH?
BN NAIA
At . ZHR LK
AL M. b
i1 A R B
WA B IEATEA -
7 NHAE %
NI —F N0, 9F
PSR FEMAT. BHA
r = b A7 Sk

X A A
TER, WEMIR
Bi, (EEMATH &
ERUIESIE R4 D
LM AT B
ZHE? FWLIN
M AT . 4
AR R AR IE R
We LMERBAHR
A HERZ NN
NuATEA . K&
P mAH RH? A
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SFRWAT. Hey

N MATT R A N A

N BT 1A | db AT A SEERZ A | R R, AT R
&, AR AA TR | 5 IR . AL #H
IR o WALVERE 4E1R
T, Al A
N BEATT R PEAR
R
Literal translation These are two | Two clear-sighted | These two were

sharp observers of
the same age with

opposite opinions.

Can women be
educated?
Napoleon thought

not. Dr. Johnson’s
opinion was exactly
the opposite. Do
they have souls?
Some savage
people thought not.
the

insisted

Others, on
contrary,

women were half

divine and
therefore

worshipped them.
Some philosophers
said their brains
were rather

shallow; others said
their
consciousness was

deeper.

men of the same

era were
diametrically
opposed. Can
women receive
education?
Napoleon thought

they could not. Dr.
Johnson’s view was
the
opposite. Do they

exactly
have souls?
Savages said they
did Others

maintained women

not.

were half divine,

and for this
worshipped them.
Philosophers
asserted their
minds were
shallow, while
others said they
had deeper
perception.

writers of the same
both keen

observers, but their

time,

views of women
were entirely
opposed. Do
women have the
qualification to be
educated?

Napoleon thought

they did not. Dr.

Johnson  strongly
disagreed. Do
women have souls?
Many coarse
people thought they
did not. Others
opposed this,
saying they were
half-human, half-

divine beings, and
worshipped  them
greatly. Some wise
thought

thinking

men
women'’s
was shallow, others

believed their
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insight was

profound.

Appendix D.1. 3 The male academic criticism of women and women writers

Appendix D.2 The Difficulty of Women’s Financial Status

Source text

For first, to earn money was impossible for them; and secondly,

even had it been possible, the law denied them the right to

possess what money they earned. Only for the last forty-eight

years has Mrs Seton had a penny of her own; for all the centuries

before that it was her husband’s property.

FRUCWE, 5T fE,
AW AN AT

AR AT A A
CIHOR . H

Translator T1 Wang huan|T2 Jia Huifeng | T3 Dai Hongzhen &
(1947) (2003) Zhou Chun (2016)

Target text KA 26— dATTH0R | & o, R AT | E e, ab AT A ET RE
AT R RER, | RUCB AN T RE, & | B L, X,

N A LK (I I
B, MRV

to go and earn
money; secondly,

even if it were

was impossible; the
law forbade them

from owning the

A ORI AT P M | BB, & DU+ | AR X SR AR TR Y
k. RAEmTM | \FK, KK | 2f. FEL, H
TNFELK, EER | 4H THCHW /| B+ /)\FAT, 7
ANAFME W | mdk. BLRETr 2 A | Wk N A TR I A
AR VLT — [ ML E, BWE | TETHECS M
ELAR A b SE IR | e sER AR AR Z B
I H AR,
— AR R T 3L

PN e
Literal translation First, it was simply | First, earning | First, they could
impossible for them | money for them | not go out to earn;

second, even if they
did earn, the law
allow

would not
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possible, the Ilaw
did not give them
the right to protect
the money they
earned. Only in the
last forty-eight
years has Mrs
Seton had property
of her own. Before
then it was all her

husband’s property.

money they
themselves earned.
Only in very recent
times—the past
forty-eight years—
has Mrs Seaton
had a little bit of her
own money. In the
many centuries
before, the money
belonged to her

husband.

them to possess it.
In fact, only forty-
eight years ago did
Mrs Seaton begin
to have the first
penny that
belonged to herself.
Before that, every
penny was the

husband’s.

Appendix D.2. 1 The Difficulty of Women’s Financial Status

Source text

But for women... in the first place, to have a room of her own, let

alone a quiet room or a sound-proof room, was out of the

question, unless her parents were exceptionally rich or very

noble, even up to the beginning of the nineteenth century.

Translator

T1 Wang huan
(1947)

T2 Jia
(2003)

Huifeng

T3 Dai Hongzhen &
Zhou Chun (2016)

Target text

EAXF 2 N BAR,—
[T el DR EE SeES
of ol D] 222 50 AT
"7, Al
HOMET, EAH
BRAT 4 2 i B AN
f& HMET, HRA
AN 21, B3 Ak 1) 52
B} R AT B B 2
R AL o

(B0 2, 34T — IR
ZEHMAR, L
AT, X VIR A
o AR ok A5 B AT
e B, BIER
TohttLy, A
—I[a] H b,
HAN UL — 18] 22 5 )
b lal . B & s
], AR AN E £
M, BRARf A TR
BREAK.

AN X e AR,
b AY R DR M 7 2 R
FHRZ. REES
I L S
B. B, ®iEE
H-HETHCK
Bilal,  WRAA AL+
LRI, B
TN A, T U
— g, BERE
AR R 5
], BR AR ATT 2R
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NN EY =
B

Literal translation

But for women, |
think, looking at the
bookshelf,

various

empty
these

difficulties are even

more dreadful.
First, to have a
room of one’s

own—let alone a

quiet or sound-
proof room—was
simply impossible,

unless her parents
were  particularly
rich or particularly

generous.

But for women, |
the
empty shelves and
thought:

hardships

glanced at

all these
surely
come even more
fearsomely. First of
all, even to the early
nineteenth century,
to have a room of
her own—Ilet alone
a quiet room, a
sound-proof
room—was not to

be thought of,

unless she was
born to great
wealth.

Yet for women, their
difficulties are far
more  thorny, [
thought, looking at
the empty shelves.
First,

room that belongs

to want a

to herself—even in
the early nineteenth
century—was a
fool’'s dream; not to
mention a quiet or
well-sound-proofed
room, unless she
was born in a very

wealthy family.

Appendix D.2. 2 The Difficulty of Women’s Financial Status

Source text

Money dignifies what is frivolous if unpaid for. It might still be well

to sneer at ‘blue stockings with an itch for scribbling’, but it could

not be denied that they could put money in their purses.

Translator

T1 Wang huan

(1947)

T2 Jia
(2003)

Huifeng

T3 Dai Hongzhen &
Zhou Chun (2016)

Target text

JUAE A e TRl 1k
NTEHAE I ZR 78, R

— B Wk £k it 3L %1
Shafh. KxR
SRIE T DA 5 4 3
N By e A8 5 T
FRIE, AR KK

—fFFEN, R
N e B 178
W, T Bk R
BNEE, HRIE
SAN BRI L
T WK T A4 27,
HR NN,

<& B A R A TE VA
BRI T W 1B AR A
PR OR . AT
SR AT LAYL SR 25 H]
WA, HAE
LS~ ML
P, SR, AT
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ANBE AT A A ATT fE AT

AR DAAE FLARAE

W, LfEBEE

can still laugh that
‘women of letters
itch to scrawl’, yet
no one can deny
they can put money
into their money-

bags.

nobody can deny
that now they can
put money into their

own purses.

PR RRAR B % s —%4, DL | AR BB
FRBBEMZF | CERGET.
FEER. FHCD
B SR T .

Literal translation Whatever cannot | A thing, if no one [ Money makes a
make money | will pay for it, | formerly non-
becomes appears frivolous; | earning pastime
something without | while money makes | become
value; as soon as it | frivolity become | respectable.
can make money, | dignified. Of course | People still may
its worth | people  will still | sneer at those
immediately mock the ‘blue- | ‘clever women who
multiplies a | stocking ladies [ insist on scribbling
hundredfold. addicted to | wildly’, yet,
Although everyone | doodling’, but | undeniably, women

now have the ability
to put money into

their own purses.

Appendix D.2. 3 The Difficulty of Women’s Financial Status

Appendix D.3 Women Lacking Authority in Traditional Customs

Source text

‘Wife-beating’, | read, ‘was a recognised right of man, and was

practised without shame by high as well as low. ... Similarly,’ the

historian goes on, ‘the daughter who refused to marry the

gentleman of her parents’ choice was liable to be locked up,

beaten and flung about the room, without any shock being

inflicted on public opinion. Marriage was not an affair of personal

affection, but of family avarice, particularly in the “chivalrous”
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upper classes. ... Betrothal often took place while one or both of

the parties was in the cradle, and marriage when they were

scarcely out of the nurses’ charge.’

Translator T1 Wang huan|T2 Jia Huifeng | T3 Dai Hongzhen &
(1947) (2003) Zhou Chun (2016)
Target text OGRS B | EERARE 27 | AR E R L X
‘G, wEELL | A%, RITAL | AN%E, HEITL

Az, + 2 B 2
Ei=fLLE N1 A 2
BT T RRHK
NUNIVEEPNIE Y& IR
imH A B 55 N8k
AN Rt
MAUNHE. " AL
Pl X L E 5
“TRIAE (R L LA 4
A AR i s 5E 1) 55
N G55, B = 3 Rk
R WHEST AE S22 BLY
AT ARBRPGHE, 1K
ARAEA . IS
I AT B N
=+, AR kTN
TR, R R AE TR
iz vl 0 B A
H,

A", BT AR

KAy, B aE:
WA ET RIS

IWIRLA], it 2
BN, EREEE
Ok, HA DT
KB, i
R S22 5 S
JL EESTAE T A,
R AE P 38 18 SC
K, RAJRE=HK
R, ERETH
B, A AN AN
a e IS IAAS 1] A
A

=y

f?:o
B, B HRT
FKEETR, TLHA

FENIR 1 Rk k) A

N,

A

Py

=

P 1) H A7 — 2%
T AT 2 & P4 10
ML . 4T & %,
WLIE, BN N
5N DB A 1AL
Flo W R S
e, 5 NHA] DL
T8 ClEr, I
HACL L.
[FRE, 7D s 5 R 4k
HEE, ‘ML
10 48 155 25 S BE Oy i
b LRI R
e BN 25, B
£, 17 B3 ok otk D
LT H . SR
T B A AN
&, e — Kk
() or Ak, E 5 M B
RN EJEA 2
JuF ANt

Literal translation

| looked again
under ‘Women’ in
the

‘position of women’,

index, found

and turned to the

| searched the entry
‘Women’ again and
found the section
‘the

women’;

status of

opening

| looked up the
entry ‘women’ once
more and found ‘the
status of women’; |

then read: “Beating
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page indicated. |
read: ‘Beating one’s
wife is an
acknowledged right
of men, and both
the upper and lower
ranks alike do so
without shame.’
The historian then
goes on: ‘Likewise,
if a daughter
refuses to marry the
man chosen by her
parents, she will be
shut up, whipped,
and pushed about
the room, and the
public is not the
least surprised.
Marriage is not a
matter of personal
feeling, but an
instrument of family
greed, particularly

so-called

upper

in the
“chivalrous”

classes.’

the relevant part, |
read: ‘Beating one’s
wife is a right
acknowledged for
men; whether
among the upper
ranks or ordinary
people, all are
unashamed to
exercise this right.’
The historian also
says: ‘If a daughter
refuses to marry the
husband chosen by
her parents, she is
likely to be confined
indoors and
subjected to kicks
and blows, and the
public is not
surprised. Marriage
does not concern
personal feeling; it
concerns family
greed, especially in
the “chivalrous”

upper classes.’

one’s wife,” | read,
“is recognized as a
right that men ought
to enjoy.
Regardless of rank
or status, men may
beat their own
wives and are not
ashamed of it...
Similarly,” the
historian continues,
“if a  daughter
refuses to marry the
man chosen by her
parents, she may
be imprisoned and
beaten, and public
opinion remains
unmoved. Marriage
is not about
personal feelings
but about a family’s

greed, especially in

the ‘chivalry-
admiring’ upper
class.

Appendix D.3. 1 Women Lacking Authority in Traditional Customs

Source text

The next reference to the position of women is some two

hundred years later, in the time of the Stuarts. ‘It was still the

exception for women of the upper and middle class to choose

their own husbands, and when the husband had been assigned,

he was lord and master, so far at least as law and custom could

make him.’
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Translator T1 Wang huan|T2 Jia Huifeng | T3 Dai Hongzhen &
(1947) (2003) Zhou Chun (2016)
Target text BRI ZHMA | BREWE 1 F | F— xR X
MrES 2 ZAZ | R B R N | ARENHEZRE

B =g EAERE
W RF AR I
1o "EfRarE
wH B FE LR
RS, T H R
TfREM TR,
bt 2 H E, —X
BT
52 X FE KON AR
i

Ko “bv HBER
Hle, iR e A
AE B 1 #2511 i 1)
LR —&IRE, At
T HFKRAE
ESRRP R DR
R NEM

M7 B AR I AR 2
X, ER
R 5 Ik 4k AR
1 8 i A
Ao A VR
mARERLRA,
Xt A B B AR,
A S, R
NI A", X
E SRR VS WS
BB NIEN

Literal translation

The next time the
position of women
is  mentioned is
roughly two
hundred years later,
in the Stuart period.
‘For women of the
upper and middle
society to choose
their own husbands
still the
And
once a husband
had
designated, he was
the lord, the head of
the household, at

was

exception.

been

least so law and

custom

The background
has shifted to the
Stuart
hundred years later.
the

upper and middle

era two

‘Women  of

strata still seldom
could freely choose
a husband, and
once her husband
had been assigned,
the

ruling husband, at

he became

least the law and
custom so defined

him.

The next mention of
women is about two
hundred years later
in the Stuart era. By
then, upper-middle-
class women still
had no right to

their

freely.

choose
spouses
Once they were

betrothed to an

appointed

husband, the man
instantly  became
her master, her
‘lord’. That is the
position that Ilaw
and custom
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acknowledged

him.’

assigned to

husbands.

Appendix D.3. 2 Women Lacking Authority in Traditional Customs

Source text

Indeed, if woman had no existence save in the fiction written by

men, one would imagine her a person of the utmost importance;

very various; heroic and mean; splendid and sordid; infinitely

beautiful and hideous in the extreme; as great as a man, some

think even greater. ... In fact, as Professor Trevelyan points out,

she was locked up, beaten and flung about the room.

Translator

T1 Wang huan

(1947)

T2 Jia
(2003)

Huifeng

T3 Dai Hongzhen &
Zhou Chun (2016)

Target text

BB 18 LR T 1
INVEE RN
LN PR R
8 ST 3 T LA A8
i — A J 5 T
NRE ST F N
R o1 it
LA SRR L
i L R T
10, R
TR ING LR
AR

LR R AT
BNGH N,
NI 2 B R g2 A
eSS PNEYF
BRE K HEE
TRBL; WIREN 85 B
R 2 [ Bl H B e
B BN —H
5, NS
Nkt HXE
AR P, S
br b, Gk BB
RN, Ok
RPOAERE, X
ZAT I .

B0 A A 1
AWK, TR
RAEFEINET
ZEY, A, NA
S 2R XA A
TEZENAD. R
i, ZREZ N
M2tk . EIEAE
Wb, IR Ry B g
PRI P45 A
B, tkE RN
2L BAT,

Literal translation

If women existed

only in the novels,

poems, and plays
written by men,
then we could

imagine her to be a

most important

If women existed
only in the novels
written by men,
people would
imagine her to be
an extremely

important figure—

If women were not
flesh-and-blood
but

creatures living in

beings only

men’s writings,
people would surely

transform her into
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person. But these
are women
fabricated in fiction
and drama. In
reality, as Professor
Trevelyan says,
she was shut up,
whipped, and
shoved about the

room.

variegated; lofty or
bright
filthy; a paragon of

base; or
beauty or hideous
beyond measure;
as noble as a man,
some think nobler.
But that is the
woman in fiction. In
reality, as Professor
Trevelyan  points
out,
shut

subjected to kicks

women were

indoors and

and blows.

an supremely

important  figure.
However, that is
only the woman in

fiction. In real life,

as Professor
Trevelyan  points
out, women
suffered
imprisonment and
beating.
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