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Abstract

Miscomprehension is a common phenomenon in translation. It js
more liable to happen in literary translation for the characteristics of
literary texts. It mainly stems from the distance between the writer and
the reader because when a text is {inished, there is a distance between the
author and the reader. “The writer does not respond to the reader. Rather,
the book divides the act of writing and the act of reading into two sides,
between which there is no communication. The reader is absent for the
act of writing; the writer is absent for the act of reading. (XI]%4JR
2001:398)” In such a situation, it is entirely up to the translator to activate
all his ability and knowledge to interpret and finally attain comprehension
of the text. During this process, obstacles, explicit or implicit, will often
lead to miscomprehension.

However, traditional translation theories usually focus their attention
on the translation products or presume translators as ideal. These theories
ignore the fact that the translator, as a man with consciousness, has to be
controlled by his mind; that thercfore he is to be controlled by some
psychological faculties in the translating process. The target of this
research is turned from the translation product to the translator himself by
employing psychology, a subject studying the activities of subjects. By
adopting the perspective of “miscomprehension”, this paper intends to
explore how psychological factors interfere with the translator’s
comprehension of the source text, finally leading to miscomprehension in
literary translation. Therefore, study on this topic 1is of unusual
significance.

The thesis consists of three chapters in addition to an introduction

and a conclusion. The introduction begins with a general idea of

miscomprehension, then goes on to differentiate mistransiation and



miscomprehension, and miscomprehension discussed in a2 hermeneutic
perspective and that in a psychological perspective. The significance of
this research is also presented.

Chapter One introduces some influential models of the translation
process, and analyzes their merits and demerits respectively. This acts not
only as an argument that comprehension is the basis for translation, but
also points ahead to the perspective of our discussion. We will discuss not
only the linguistic cognition bui also the aesthetic cognition of the text
with theoretical support from cognitive psychology.

Chapter Two provides the theoretical foundation of this thesis. In the
hight of cognitive psychology, this chapter employs the core working
concepts such as “sensation™, “perception”, “gestalt perception”,
“schema”, “thinking”, “imagination” and “inference” to discuss the
faculties and operations underlying the comprehension process.

Chapter Three explores how miscomprehension i literary
translation takes place. Based on the discussion of Chapter Two and with
Ulustrative  examples, the chapter expounds miscomprehension in
different operation stage such as sensation, perception, thinking and
synthesis, in which set and the influence of minimax principle are the
main reasons for miscomprehension.

In Conclusion the writer points out that miscomprehension occurs
not only for psychological reasons, but is also caused by objective factors.
Some of these factors concern the method of foreign Janguage acquisition,
which show that special training for would-be translators are necessary.

Moreover, Some strategies arc put forward to help reduce the possibility

of miscomprchension in litcrary translation.

Key Words: miscomprehension scensation and perception  schema
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Introduction

As we know, the process of translation can be divided into two
stages: comprehension and expression. Only with correct comprehension
can the original text be faithfully conveyed. Expression is the goal of
comprehension, for only by faithful expression can we convey what has
been comprehended. Of course, there is no clear dividing line between
the two stages of comprehension and expression because the translator
often considers about how 1o express his understanding of the original in
another language at the comprehension stage and tries to gain a fuller

understanding of the original at the expression stage. Thus the two stages

infiltrate and supplement each other.

A correct comprehension will lead to a good translation. Some even
state that a good translation is nothing else but the verbalization of one’s
comprehension processes. This seems true at least for cases where the
world knowledge and the cultural expectations of source-text readers and
target-readers are fairly similar. When they differ, there might be three
possibilities. The first one is that translators may have to adapt their
comprehension of the source text to the needs and expectations of the
target readers. This is seen in the translation of some movies’ names: And
Life Goes On... is translated into {(F XN £ ) ;- Bathing Beauty into {
KFEED, Sister Act into UBLTRIED. The translator’s goal is to attract

more people to watch the movies so he adapted the original names to

meet the culture preference of the Chinese. In addition, the text may be
intentionally mistranslated by the translator who has to make a choice
between the two totally different cultures behind the respective
languages(18] K #,1999:201 ). 1f a translator wants to introduce some new
cultural model, he may intentionally use some unusual cxpressive way

lgnoring the aesthetic preference in his nation. The most convineing



example 1s kzra Pound, a leading ficure of the movement of Imagist
poetry who was greatly fascinated with the device of parallelism and
juxtaposition of images used in Chinese classical poctry. Pound
appreciated the piling up and juxtaposition of distinct images n different
tines from which one can find a fanciful analogy in music, and the Images
unite to suggest an image which is different to both. In Li Bai's poem ,
the version “If JJ¥TZKKEER, =MOBRAUEAL”  was rendered into

“Drawing sword, cut into water, water again flows; Raise cup, quench

SOITOW, sorrow again sorrow.” “FiNS 7 38 7 is translated into “Desolate
castle, the sky, the wide desert”. This kind of word-for-word translation
Into English without consideration for the grammatical rule of Chinese
and English puzzled the world. The third situation is that
miscomprehension arises and leads 1o mistranslation.

The first two cases, though deviating from the original meaning, are
not due to miscomprehension. Mistranslation is not always the result of
miscomprehension. It may arise in both comprehension and expression.
Miscomprehension is one of the reasons of mistranslation but not the
same as mistranslation.

In this research, the first two cases are not our target. We will probe
into the comprehension process that leads to mistranslation.

Some may assume that according to hermeneutics a reader can freely
imagine and comprehend the text he reads, so derivation from the original
meaning in translation is unavoidable. Actually, as a unique reader, the
translator has not so much freedom as the common reader n
comprehension. Undoubtedly, with a purpose not to appreciate or
entertain but to translate, the comprehension in translation requires a
more thorough and meticulous understanding of the text than common

reading activities. Translators ought 1o get well informed on all elements

[rom the text and sometimes oven those out of the text: thus the

comprehension for the purpose of translation is much more painstaking
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and comprehensive than other kinds of comprehension.

On the othet hand, translators should try to limit his subjective
Interpretation in his translation, leaving as much room as possible for his
target-language readers to imagine and making his works perform the
same function as the ST. In fact the translator cannot avoid adding his
own explanations resulting in narrowing or expanding the meaning of the
ST to some extent. But freedom and faithfulness are interdependent
conceptions and faithfulness is the basis as well as provides the chance of
the translator’s free choice. The translation process depends upon the
original text, which considerably restricts the translator’s freedom of
choice; otherwise literary translation will show no difference from
literary creation. At the same time, the translator has more freedom in the
expression process; he can choose what he assumes to be the best way 1o
express what he has understood.

Nevertheless, the main principles of philosophical hermeneutics
provide new perspectives to reconsider problems in translation such as
misunderstanding. From its point of view, misunderstanding comes from
historical interpretation. A translation is only a product of the prejudice of
its own age, forthe translator's horizon, which is limited by his age, can
never be the same as the author's. History, however, provides different
historically = situated translators with opportunities to reinterpret,
reevaluate and retranslate the same text.

This paper is not to discuss the comprehension process in a historical
but in a psychological perspective. It is to analyze the dynamic mental
process of a translator in comprehending a literary text in order to watch
how miscomprehension takes place.

Iranslation is an abstract conception encompassing both the process
of translating and the product of that process (Bell, 199] :13). Translation
theory is mainly focused on the two aspects, but they are not equally

treated. “Our present situation, howcver, is one in which translation
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theory has, for the most part, concentrated on the product to the exclusion
ol the process and has adopted a normative attitude to it by making
inferences back to it through the description and evaluation of the
product.”(Bell, 1991:13) Maybe we should attribute this to our long-term
linguistic-ridden approach in translation study. However, this is not
enough to establish a complete translation theory. The Russian translation
theorist JI. C. Bapxy o apoB has stated in his book Language and
Translation that the nature of translation studies is to describe the
translation process scientifically, that its main task is to model this
process. The description and explanation of the translation process can
provide some clue to how translators work during translating and help to
find solution for their problems; at the same time, the basic sociocultural
position and value system of the translator as an individual should be
taken into consideration. Then ‘“‘the science of translation atlempts to
establish comprehensive interactional categories and to develop a
verifiable representational system to describe and explain the process and
results of translation. This representational system may be characterized
as an objectification of reflections on the problematics of
translation " (Wilss, 2000:846). This kind of process 1tself is essentially
mental rather than physical.

T'his paper has two objectives. The first objective is to show how
psychological faculties operate in the translator’s mind. According 1o
Ingarden, despite the considerable diversity of literary works, every
‘cognition’ of a literary work has a stock of operations which are always
the same in all these diverse cases, if it is not disturbed or interrupted by
external circumstances. The second objective is to offer a detailed
analysis and explanation in an cflort o explore how miscomprehension,

an unneligible fact in literary translation, takes place.



Chapter One
Comprehension, as the Basis for Translation

Translation is not a visible, fixed process but an invisible one with a
lot of varieties which need more efforts than the study of the translation
product. But this did not prevent the theorists from exploring the process
and constructing translation models. The translation process has been
greatly developed through interdisciplinary research in the past years. So

first of all we are to review some influcncing process models.

1.1 Nida’s Model

Nida thought that the direct system of translating is not accurate
enough to deseribe the nature of linguistic structure and what happened in
translation because the competent translator actually goes through a
seemingly roundabout process of analysis, transfer, and restructuring

According to Nida (1969:34), the phases involved in the translation

process-  Analysis, Transfer, Restructuring---can be schematically

Lllustrated as follows:

SOURCE LANGUAGE RECEPTOR LANGUAGELE
Text Text
’ A
Analysis Restructuring

.

“Transfer
(Fig: 1—1)

In the first phase, the translator analyzes the message of the
source-language “into its simplest and structurally clearest forms. The
analysis of the SL text has three aspects: grammatical, referential —
semantic, and connotative. In the erammatical analysis, surface structures

are transtormed back into kernels, following early transformational



generative grammar. The referential — semantic analysis delimits the
potential range of meaning of lexical items, so that their specific meaning
In the respective context can be cxactly detected. The analysis of the
connotative component of meaning is primarily a stylistic one and
comprises every linguistic unit from the sounds and sound configurations
to the entire discourse. Transfer is the second phase in the translation
process. It operates on the level of the kernels or near-kernels. In the third
and last phase of the translation process, the kernels transferred into the
target-language arc transformed into surface structures.

There are some deficiencies in Nida’s model. First, the notion of
kemnel as used by Nida is nowhere defined and remains vague. It 1s left to
the translator’s discretion to determinc kernels and near-kernels and to
split complex structures into simple ones, which lead to different
translations among different translators. What’s more, the method of
back-transformation is used when the SI. text is syntactically so complex
that it hinders the translator from interpreting its meaning (Wolfgang
Lorscher, 1991:17). Second, this can still be regarded as an
oversimplification of the translation process. For the discreteness of the

three phases and their strict temporal succession seem not to be found in

reality.
1.2 Kade’s Model

Kade's model situates twranslation within a  framework of
communication theory. He distineuishes between narrow,
micro-linguistic concept of translation, which restricts itself to the change
of code from SL to TL, and a wider, communication-theoretical concept
of translation which is represented as the following Fig: 1-2 (Lérscher,

1991:19),

According to this model, translation comprises parl of phase 1, i.e.

1



the decoding of the SL text by the translator as receiver, the whole of
phase Il i.e. the change of code of the SL (1.1) text by the translator (U),
and part of phase III, i.c. the translator’s realization of the SL text’s

message in the TL text for the TL receiver.

Translation

i |

Translator

| - "J‘
- L2 - Text 23
> l > Eus H - [
|

- L]
I [ {11

CFigz 1-- 29

-

However. similar 10 Nida, Kade considers the translation process to
be a succession of three partial processes, but he gives no information
about how the translation brings about this change of code. Nothing is
said about the mental operations of text processing taking place in the
mind of the translator when s/he receives the SL text, organizes it into

units of translation, transfers them into the target-language, and thus

produces the TL text.

1.3 Holmes’ Model

James 5. Holmes presented a two-map two plane text-rank
translation models (Fig:1-3).

In this text-rank model, Homles suggested that the translation of
literary texts takes place on two plancs: a serial plane, where one
translates sentence by sentence, and a structural plane, on which one
abstracts a “map”(mental conception) of the original text. Then on the
basis of this Map (Map Tsl) he develops a second map (Map Ttl) and uses

the second map as a kind of gencral criterion against which to test each



sentence during the formulation of the new, translated text. Of the three
rule sets. the first, that of the derivation rules (DR), determines the way In
which the translator abstract his map of the source text from the text itself,
and the third. that of projection rules(PR), determines the way 1n which
he makes use of his map of the prospective target text in order to
formulate the text, while the second, that of correspondence rules(CR) or
matching rules(MR)---or, i one prefers, equivalence rules(ER)---
determines the way in which he develops his target-text map from his

source- text map.

( structural DR CR PR
plane ‘
| Map Tsi | mt Map T
p1s E——— Map Ttl
textual !
s 4—
processing <
planes reception of Tsﬂ mee—- formulation of Ttl
serial /
plane /
Text plane \ Tl Tl

CFig: 1+ 3)

Isl=source-language text : Til=tari-lanzuage text:  DR=derivation rules; CR=correspondence

rules;  PR=projection rules

Holmes™ model is a further step forward, since he has specified
three phases in the transferring process, of which the second is a unique
operation in translation. In this phrase the translatar develops a target-text
map from his source-text map by means of correspondence rules. Yet his
model 1s still based on linguistic schemata, leaving the mental processing
untouched. What’s more, his idea of two maps is hardly tenable since

there 1s no evidence available 10 classify these two maps of the mental



representation. [t is perhaps applicable to the process of translating from
one’s mother tongue to a foreign language. As for the reversc case, ie.

from a foreign language to one’s mother tongue, there is no distinct

transterence of two maps.

1.4 Bell’s Model

An even more forward step in this area is made by Roger.T.
Bell(1991) who has conducted a systematic study on the mental process
of translation providing a model presented in a more substantial manner.
In this translation model, he has explored the mental processing stage,
which he explains as the involvement of the “analysis” of the source
language text, the “organization of the semantic representations” of the
individual clauses into an integrated schema which contains the whole of
the information the reader has been able to accumulate in the course of
reading the text. Roger Bell has drawn from cognitive science and located
his  model of translating within the model of human
Information-processing, and thus gone deep into the translator’s mental
processing of the text at the intermcdiate stage, as illustrated in fi g 1-4.

Roger Bell has undoubtedly provided insight into a darker area and

advanced a great deal in theoretical study of the mental activities in

Sensory information system

Filters,  stores, records image
I“I , . B Recognize FEATURES and
ntormation
L PATTERNS
) |
Long-term Memory System Short-term Memory System
!
}_ INPUT OUTPUT and STORAGE | CODES an STORES data ACCESS
l of data in the database STM database

{Fig: | —4)



translation process. But he has failed to account for features
charactenzing literary translation. Ingarden has said a hiterary work of art
1s a result of the particular activily of the creative acts producing them.
Once the creative intentionality has thus been actualized, it becomes to a
certain degree binding for us. We must adjust ourselves to it; or, if for

some reason it does not satisfy us, we must transform it. or further

develop it, by means of a new creative act.

1.5 A Brief Summary

As shown by the four models discussed above which claim to
capture the translation process, the perspectives of research have shifted
from linguistics to communication theory and then to psychology. The
tirst two models describe some components of an optimal translation by
an 1deal translator. The dynamics of the translation process as a largely
mental activity of an individual arc not explained. The translation Process
cannot be described with any degree of completeness within the
framework of a linear, lefi-to-right decoding/encoding model. Such a
model shows too little differentiation. It does not do justice to the
translator’s cognitive achievement, cither in handling the source text or in
the production of an acceptable target text. It also does not fFive an
adequate picture of the mental complexity of the translation process. A
most systematic model is done by Bell who has studied on the building of
an integrated model of the process of translation. This is set within a more
general model of human information-processing and a systemic theory of
language form and language use but given little consideration of the
aesthetics and culture elements in this process.

In considering the issue, three points should be emphasized. First,

comprehension is the basis for wanslation. In all of these models

)



comprehension is the first step, no matter what disciplinary framework is
used to discuss the translation process. [n this thesis, [ intend to explore
comprehension with the aim of deepening the understanding of the nature
ot the translation process and  helping translators  reduce
miscomprchension.

Second. the study of literary texts requires an integrated approach
that involves not only linguistic analysis, but also by a study of aesthetics
and art criticism. As a result, an investigation of the mental pProcess in
translation would require a study of information processing and cognitive
mechanisms, and, within that, a study of the aesthetic progression with
the help of aesthetic psychology.

In China, a lot of scholars have mentioned aesthetics but in most
occasions they have focused on the aesthetic problem of content and form.
For example, Yan Fu’s “faithfulness”, “expressiveness” and “elegance”,
Fu Let” “spiritual similarity” were put forward as translation standards.
[.Llu Miqging also has done much systematic work and made great
contribution in this field. However, little work has been done as vet on the
research into the translator’s psychology in translation. Recently, Jiang
Qiuxia has explored the aesthetic process in translation by using the
gestalt perception. However the gestalt perception is limited in perception
faculty, which is not enough to demonstrate man’s psychology in
translation, which is basically a process of thinking.

Third, cognitive psychology is the scientific study of the thinking
mind and is concerned with how we attend to and gain information about
the world, how that information is stored and processed by the brain and
now we solve problems, think, and formulate language. (Robert L. Solso,
2001:2) The study of the psychology of the comprehension process 1s in
essence a study of the translator. The description of the translator’s

cognitive and aesthetic process can develop his competence and help him

to do his work more etficiently.
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Chapter Two
Analysis of the Comprechension Process from a
Psychological Perspective

Wilss (2000: 849) pointed out: “if we decided to describe and
explain translation processes by means of a cognitive framework of
representation and legitimation, this has meaning only if we are prepared
to investigate these processes in accordance with operational concepts.”
The present study will try to describe some psychological operations by
analyzing translation products. In the comprehension process such
operations include sensation, pereeption, thinking, schema, synthesis,

imagination, and inference. Beforc we analyze them, some psychological

models of text processing will be discussed.

2.1 Psychological Models of Text Comprehension

In reviewing the history of psychology we find that there are three
models of text comprehension: rop-down model, bottom-up model and
inferactive model. Tt appears that while purely bottom-up models of text
comprchension have been proposed (e.g., LaBerge and Samuels 1974),
purely top-down models are regarded as implausible,

Purely bottom-up models claim that comprehension is exclusively
determined by textual features. These are perccived by perceptual
processes, which trigger some low level language comprehension
processes (e.g., produres for lexical access), which, after they have done
their job. in turn set off a secrics of higher level processes (syntaclic,
semantic, and pragmatic procedures, respectively). At each level,
procedure take as their input only data from lower level processes. What
bottom-up models suggests is that reading proceeds in a serial manner:

first there are perceptual procedures. then there are lexical access



procedures, and so on.

Purcly top-down models. on the other hand, are logically
implausible. These theories claim that the comprehension process is
completely driven by the goals, knowledge, cultural background, ete. of
the reader and not by textual information, which makes one wonder what
actually 1s (nterpreted.

This leaves psychologists the possibility to assume some degree of
interaction, in which both bottom-up and top-down processes influence
each other. “Available evidence suggests that text comprehension is
actually some mixture of top-down and bottom-up processes”®.

Nevertheless, “the advantage ol a bottom-up strategy is that it is
much more tlexible which is uselul when dealing with ambiguous texts.
However. the disadvantage is that the processing is more time and
resource consuming.”(Zwaan, 1993:151) If readers expect the text to be
determinate, they will mainly use a top-down approach for texts which
are usually not ambiguous, such as news stories and other scientific
works. [However, many literary texts are ambiguous, one may claim that
literary comprehension is predominantly bottom-up. Readers who have
been exposed to these texts will tend to develop a bottom-up approach to

texts considered to be literary.

Thus we will first of all analyzc the translator’s sensation and

perception of literary texts.
2.2 Sensation and Perception of the Linguistic Meaning

From psychological point of view, our ability to recognize familiar
types of things is a spectacular human characteristic. This attribute allows
us to recognize an old friend in a sca of faces, to identity an entire

musical theme from a few notes. to read words, to enjoy the taste of a

AL Td F AR, ks g st iR, 1992, P3st.
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vintage wine, or to appreciate the smell of a rose. It is a cognitive
endowment that we mostly perform seamlessly, rapidly, and without
cffort.

The term “sensation” (Soloso, 2001:75) refers to the initial detection
of energy from the physical world. At the beginning of our reading, we
find ourselves confronted with a passage, a book, a volume in the real
world consisting of a collection of pages covered with written or printed
signs, thus the first thing we cxpericnce is the visual sense of these
“signs”.

However, as soon as we “sce” printed signs and not drawings, we
perform something more than, or rather something different from a mere
visual perception. The term “perception” in cognitive psychology (Soloso,
2001:76), on the other hand. involves higher-order cognition in the
interpretation of sensory information. When we read a book, hear a
concert, have a massage, smell cologne, or taste caviar, we experience far
more than the immediate sensory stimulation. Each of these SEnsory
events 1s processed within the context of our knowledge of the world: our
previous experiences give meaning to simple SENSOry experiences.

Perceptual psy chologists have developed some theories of how the
world 1s perceived by human. One theory, constructive perception, holds
that people “construct” perceptions by actively selecting stimuli and
merging sensations with memory. The theory of constructive perception
I1s based on the notion that during perception we form and test hypotheses
regarding percepts based on both what we sense and what we know. Thus,
perception 1s the combined effect of what comes in through our sensory
system and what we have learned about the world through experience.
When you see a friend approaching from a distance, you recognize him
because his features, his nose. his eves, his hair and so on, are sensed by
your eve and because you have knowledge that he usually can be seen at

this time at this place. You may cven be able 1o recognize him in spite of
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the fact that he may have grown a mustache recently or changed his hair
styling or is wearing sunglasses. According to the constructivists, the
bram has a rich supply ot knowledge about the world and the eye (and
other sensory organs) provides us with the raw sensory input. The theory
is consistent with the interactive model of text comprehension. From this
point of view, when we perceive the words on the page as we arc reading,
we “understand” their meaning because we have semantic knowledge of
what they mean.

In sentence comprehension (Gleitman, 1991:354), there is a
Sentence Analyzing Machinery (SAM) operating in terms of several
strategies. The most important of them is that the prepositional roles
appear 1n the order: DOER, ACT, DONE-TO. It is called Simplest Form.
There is an analogy between linguistic paraphrase and perceptual
constancy. The perceptual constancy means a tendency for a percept to
remain constant despite changes in the stimulus. For example, a white
cloth continues to appear white whether viewed in bright sunlight or in
deep shade. When we look at a tabletop, the image that actually falls on
our eyes 1s a trapezoid whose exact shape depends on our orientation to
the table. But shape constancy allows us to perceive the unchanging
rectangular shape that gives rise to these images. When facing a variety

of surface sentences, the linguistic system still interprets them all as

containing the same proposition.

Proposition

Unﬁr/\F’rﬂdicate

o

Action Done-ta
1

The hov it the bali

Mﬂn's\|
c}fcs/

(F1g: 2-1)

‘The boy hit the ball

The ball was hit by the boy

What 1he bhov it was the 531"

Yhat rhe hov did was hit the hal !
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2.3The Law of Closure and Image Actualization

What determines how a patiern will be organized? Some factors that
determine visual grouping were first described by Max Wertherimer, the
founder of Gestalt Psychology, a school of psychology which believes
that organization is basic to all mental activity, that it reflects the way the
brain functions, and that all of the conception has a common
characteristic, i.e. seeing things as wholes. Wertheimer regarded these
grouping factors as the laws of perceptual organization that include
Proximity, Similarity, and Closure. (Gleitman, 1991: 213)

Among them, Closure means man ofien tends to complete figures

that have gaps in them. For example, if shown the patterns of visual

stimult,
A ]
[\

(Fig: 2-2)

most people would recognize them and respectively fabel them a triangle
and a square. A closurelike phenomenon yields subjective contours. The
following figure (Fig: 2-3) is contours that are seen. despite the fact that
they don’t physically exist.

Some theorists interpret subjective contours as a special case of good
continuation. In their view, the contour is seen to continuc along its
original path, and il necessary, jumps a gap or two to achieve the
continuation.

In reading a text, the effect of this law can also be perceived.
Ingarden said in a reading which is properly carried out, the content of the
work 1s organized quasi-automaticallv into an internally coherent,
meaningful whole of separate sentence meanings which are completely
independent of one another.
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6.26  Subjoctive confours  Subjectivi coninurs are o special completion phenomenon in
wirich contours are seen even where none cyist, in iA ) we see a white triangle whose
vertices lie on top of the three blue circles, The three sides ol tius white triangic (which
looks brigheer than the wiirte background) are clearfy visibie, cven though they don't cxisi
physically. In ¢ B). we sec the same etfoct wath bloe amd white reversed. Here, there is o blue

triangle (wiiich looks bluer than the bive background) with subjective ue contours.
(Kanizsa, [976)

(Fig: 2-3)

Bell(2000:16) has illustrated this processing by the following figure:

Aggreates
Consisting of sensory

stimuli are perceived as

v

Wholes

Whose cohesive

character is

conceptualized as a

v

System
(Fig: 2-4)

According to Bell, perception operates in the following way: chaotic
aggregates are fed into the mind through senses and are then converted

mto information-bearing “wholes” by the processes of perception.

Bell (2000:237) also put forward an image demon which is charged
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with the task of converting stimuli received from the Sensory svstem 1nto
images. This demon “takes the incoming aggregate and converls 1t into a
whole, an image”. However, Bell has not discussed further on the demon,
nor on 1mage itself.

In fact, the literariness of literary texts requires the translator to
tocus not only on the inherent meaning and general idea, but also on the
aesthetic consistency. “If one wants to achieve an acsthetic apprehension
ot the work, one must often go far beyond what is actually contained in
the objective stratum of the work in the process of objectifving the
portrayed objectivities. One must “concretize” these objects at least to a
certain degrce and within boundaries sct by the work itself.”(Ingarden,
1973:50)

In translating a literary work, the most important elcment to
concretize 1s its image. Image visualization is very important in literary
translation. Andre Lefevere” also claimed that translators as rewriters
“created images of a writer, a work™. And when translators as readers
“say that they have ‘read” a book, what they mean is that they have a
certain 1mage, a certain construct of that book in their heads.” Translation,
as Lefevere put it, is to project the image of an author and a (series of)
work(s) in another culture.

lo perceive images is 1o visualize images, which is defined by
Richards as “to think of something in any concrete fashion”. Perception
of linguistic meaning is a cognitive mecchanism, while image perception
Is to some extent an aesthetic experience, in which the translator sketches
the psychological contours of the poetic subject, experiences the aesthetic
picture of the author and finally experiences certain feelings or emotions.
During this process, the perception mechanism of the translator tends to
fill in details to form a whole image from the linear linguistic structure.

For instance, when we imagine Tom Jones, during our reading of the

- Letevere. A Transiorion Rewrning. and the prnpdation of Literarm Frame, Routiedge. 1992,
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novel, we tend to put together various facets that have been revealed to us
at different times--- in contrast to the {ilm, where we always see him as a
whole in every situation. Nevertheless, the different facets always contain
references to others, and cach view of character only gains 1s
significance through being linked to other views which may overlap,
restrict, or modify it. Tt follows that our image of Tom Jones cannot be
pinned down to onc particular view, but finally a whole image of Tom
Jones will be formed in the translator’s mind.

Whether in novel or poetry, any image can strike us with a certain
contour or atmosphere, just as we identify an individual by a certain air
which he has and which no particular sign can determine exactly. Take as

an example the following section from “In Memorian” by Tennyson:

Dark House. by which once more I stand
Here n the long unlovely street
Doors. where my heart was used to beat

S0 quickly, waiting for a hand.

A hand that can be grasped no more—
Behold me, for I cannot sleep,
And like a guilty thing [ creep

At earliest morning to the door.

He is not here; but tar away
The noise of life begins again,
And ghastly through the drizzling rain

On the bald street breaks the blank day.

With all the relevant items such as “dark house”, “the long unlovely”,

“the noise of life”™ and “the bald street”, the section creates a vivid

Y



atmosphere of an anonymous, ugly and unfeeling city. This atmosphere is

created 1o set off the pain of the poet as he stands outside the house where
his dead friend lived.

The aim of the literary translator is to reconstruct the Image In
another language arousing a corresponding aesthetic feeling in the TL
readers, which makes the image actualization indispensable. In the
comprehension process, the formulation of image will facilitate the
translator’s aesthetic experience. In the expression process, the translator
can employ this image to integrate all items to form a corresponding

whole 1mage in target language preventing the substitution of words or

sentences and the wrong selection of words.

2.4 The Translator’s Mental Schema

Dissatisfied with attempts of moral philosophers and others to
explain human knowledge through rational speculation alone, Jean Piaget
adopted a unique and ultimately influential attitude. He decided that since
intellect, like all biological and cvolutionary adaptation, it could best be
explained from a biological and evolutionary point of view. The best way
to understand the nature of the adult mind was to study mental activity
trom birth, observing its development and changes in adaptation to the
environment. Though Piaget's theory was formulated in the long course
of observing and experimenting children’s cognitive psychology, it has a
great nspiration to the construction of the translator's mental structure.

The newborn starts life with a rather limited repertoire of built-1n

reactions, such as gross bodily movements in response 1o distress,
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sucking and swallowing retlexes, and after a few days, certain orienting,
responsc such as head and cve movements. These recurrent action
patterns are the hirst mental elements—or schemas—hrough which the
infant organizes the world that impinges upon it. At first, these various
schemas operate in isolation. Later these schemas can operates in an
integrated way and become more sophisticated. According to Piaget, the
answer lies in the joint action of the two processes that in his view are
responsible ftor all facts of cognitive development: assimilation and
accommodation. At any given point, the child has to be able to interpret
the environment in terms of the mental schemas he has at the time: the
environment is asstmilated to the schema. But the schemas necessarily
change as the child continues to interact with the world around it; they
accommodate to the environment. This process continues, with further
assimilations followed by yet further accommodations, until finally
merging into one unified exploratory schema.

In Piaget’s view, the filter and changing of the input of stimuli is
called assimilation, and the changing of the internal schema for
adaptation 1o circumstances is called accommodation. In specific sense,
assimilation means that if the object is adaptable to the subject’s current
schema, 1t will be absorbed and stored in the schema, and as a result the
quantity of the current schema is enlarged and the existing schema is

enriched. but the mental schema itself isn't changed in quality,



Accommodation 1s a kind of adjusting process, in which, when the
current schema is not adaptable to the object and can’t be assimilated, it
will adjust, revise and change itself so as to be suitable for the changing
object. As a result, the current mental schema is not only enriched in
quantity, but also changed in quality.

The current mental schema is steady and in a state of balance. When
assimilation and accommodation occur, the balance is broken. Becalse
the subject has absorbed new experience and knowledge, the current
schema reaches a new balance from the broken balance and a new mental
schema is produced. This constant process, i.e. balance— unbalance—s
balance, is just the continuous construction process of mental schema. As
a result, the mental schema is developed from a low level to higher one in
the course of continuous assimilation and accommodation., Hence, Piaget
pointed out that every structurc was the result of psychological function,
which lead to the transition from a little preliminary structure to a much
more complicated one.

Sitmilarly, the literary translator’s understanding the original is a
cognitive process, including recognizing the stimulus of language, images,
and emotion. Therefore, the construction of the translator's mental
schema can also be explained by Piagel’s theory. But the translator’s
mental schema here has been changed 1o include not only the linguistic

elements but also aesthetic ones. The constructing principles are also

s



assimilation and accommodation. When the two occur, a new schema is
formed. As a result, the current schema is enriched.

tirst, we will analyze the process of assimilation in translation
when the schema between the text and the translator is similar. Even
though each individual is characterized by his own way of perception,
there are biological, psychological and anthropological universals
underlying human faculties. We know that there are between languages
semantic similarities and syntactic similarities at the so-called kernel,
core level. And it has always been a common sense that humans can even
actualize similar expression out of an inanimate object. We often find
peace 1h the green and associate red with enthusiasm. It is for the same
reason that translation is made feasible in human history.

It is also the very reason why passive synthesis occurs in reading
or aesthetic cognition. Passive synthesis is a kind of unconscious
operation mainly based on similar schema of human perception. As Tser
claimed, passive syntheses do not denote processes of passive and
automatic acceptance but the processes of composition that took place
below the threshold of consciousness. The translator as a reader
assembles aspects of a totality ol the text without the reader’s knowing
just why, and the aesthetic perception and presentation recorded
unconsciously. Iser also pointed out that in the formation of lmages, the

reader synthesizes subconsciously the linguistic signals which “project”



themselves into him.

This unconscious process happens due to the similar schema
existing between the text and the reader. For the literary translator, the
unconsciously perceived mental structure is registered in the translated
texts. And the more similarity between the schema of the translator and
the text, the more effective the comprehension process will be. The
translator will find it handy to actualize and represent the linguistic

structure and artistic image. Take the following familiar poems as

examples:

And I will tuve thee still. my dear,
Till the seas eang dry.
1111 the seas gang dry. mv dear,
And the rocks melt wi™ the sun!
And 1 will luve thee still. mv dear,

While the sands o’life shall run.
BREXTEIR, ZE20Y,
— B 2IPESENR,
EIETER, ZEm,
EEApNLetisErah =23

The translation confirms to the original in that it arouses a similar
feeling in the reader whose success is due to the similar schema shared.

The similarities of mental schema between the translator and the text



make the image realizable and the transference direct and natural.

To know how niuch spring pervades amidst flowers
Just peer at the delicate shades of green and red
-- Kates
BRAEIDE £ 2
BESLXSR,

This English poem is coincident both in form and in essence with
lamous Chinese line “GRANH LE LD, BESERE” (&1,
1988:233), so it is easy for the translator to comprchend and
metamorphose them into Chinese. We can see that when the perceptual
patterns operate in a similar way, i.c. when the symbolic expression plays
a same role 1n the translator’s mind as in the author, the expression may

bring about the corresponding state of mind.

Thus we come to the point of “simpatico”. (Venuti, 1995:274) By

simpatico, the translator seeks an identity, a self-recognition;

The iranslator should not merely gei along with the author, not merely find
him likable, there should also be wn identity between them... In this instance,
the (ranslator can follow the wuthor s progress, accumulating exhaustive
knowledge of the foreign texts, strengthening and developing the affinity which
he already feels with his author's ideas and tastes, becoming, in effect, of the
same mind. When simpatico is present. the translation process can be seen us
a veritable recupitulation of the creative process by which the original came
mto existence, und when the (ranslator is assumed to participate vicariously in

the author's thoughts and feelings. the mranslated text is read as the

fud
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transparent expression of authorial psvehology or meaning. The voice that the
reader hears in any transiaiion made on the basis of simpatico is alwavs

recognized as the author's, never as a translaior’s. nor even as some ivbrid of

the Do,

This is a psychological state for a person 1o seek the identity,
similarity and unity between himself and the object in order to reach
agreement by way of assimilation. It is through this psychological
operation that the translator’s horizon coincides with the writer’s.
(Consequently, the translator sees his essential strength from the original,
meanwhile appreciate the beawtiful. Thus an emotion of sympathy
appears in the literary translator. A.H. Maslow, an American psychologist,
believes that sympathy is a state of “being oblivious of oneself”. [t means
that the boundary between the subject and object disappears in their
emotional exchange, and that the subject assimilates the object into his
own emotional realm, as a result produces a kind of remarkablc happiness.
We know that Lin Shu was once so moved by what he was translating
that he had to stop his pen for a while to shed tears. This was due to
sympathy aroused in his mind.

However, the principle of simpatico merely accounts for processes
under a parallel condition of psychological experience. It leaves aside the

occasion when dissimilarities cmerge in psychical patterns.
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2.3 Thinking in the Comprehcension of Literary Works

[n ordinary language, the word think has a wide range of meanings.
[t may be a synonym for remembering (as in “1 can’t think of her name’),
or for belief (as in T think sea serpents exist™). It may also refer to a state
of vague and undirected reveric as in “I'm thinking of nothing in
particular ”. But thinking from a psychological perceptive means a set of
internal activities that are aimed at the solution of a problem,
Psychologists found that the components of thought are mental imagery
and abstract elements.(Gleitman, 1991:290)

Translation is a process overlapping with the phases of analysis. We
can see this from Nida’s back-transtormation method, i.e. the translator
goes back to elementary structures (kemels of near-kernels). However,
this method is probably not practiced generally for economical reasons.
Only when the translator does not automatically associate a TL text
segment for dissimilar schema exists between the text and the translator,
does s/he split the complex SI. text segment into more elementary
structures. At the same time, “the aesthetic experience is often not
completely untfolded, for quite incidental reasons. It is mterrupted before
the constitution of the aesthetic object is achieved.”(Ingarden, 1973:187),
so the aesthetic experience is not a mere experience of sympathy, which

stirs m us as a kind of reaction to something given in sense perception,



That is to say, the translator as a reader should not onlv receive
sensory stimull and assign meaning in their perception in a passive
synthesis way, but also has some problems to solve in their thinking. He
needs use some accommodative operations 1o imagine, to reason, to make
decisions and finally be adaptable (o the dissimilar schema of the text, i.e.
to grasp the real meaning of the text. So we can also say that thinking is
the guarantee for correct comprehension.

Now we can come 1o our discussion of the process of
accommodation when the schema between the translator and the text is
dissimilar. The translator deals with two languages and two cultures. The
literary images are always cross culture and cross time and space.
Sometimes we can even sec conflict psychical patterns. A familiar
instance is that the moon arouses an aesthetic association in the mind of
westerners totally different from that of the easterners.

According o Piaget, when the current schema is not adaptable to the
object and cannot be assimilated, it will adjust, revise and change itsell so
as to be suitable for the changing object. Confronted with the existing
dissimilarities, the translator is inclined to establish similar schema, or 1o
get actively and consciously accommodated with the author to be
simpatico with the author. The rcason is that the translator’s mental image
actualization is conducted to confine to the original, he is 1o recproduce the

image which corresponds to that in the original. He has fewer chojces



than the writer who can freely choose his handy way ol expression. To
represent the unage in the target text. the translator has to follow the facts
and the experience in the original.

The conscious accommodation ol the translator can result in a
change in. or development of his schema, that is, it can modify his
passive perception of the image schema in the original, adjusting his own
to the original. Of course somectimes the translator also adjusts the
origmal to his own for the consideration of the target readers. Once the
accommodation happened, the image is readily assimilated in the mind of
the translator,

There are two main forms of accommodation in the cognitive sense,
which means the creation of new schema or the modification of old
schema by the psychological operations of lmagination and inference.

Of course, even for ordinary readers, mental and psychological
operations are necessary and indispensable, but for translators, some of
the faculties operate more consciously and voluntarily. Let’s see how the

following operating faculties operate in the transjator’s mind.

2.5.1 Imagination

Imagination refers to the psychological phenomenon that a new
image is reproduced on the basis of the existing idea in one’s mind

through the reorganization and recreation of former images. Hegel said:



—

The mosi prominent artistic compelence is the imaginative power. ™
Addison. an American critic. also held that one had to be 2 person with
born excellent imaginative power if he would like to appreciate a work
and meanwhile to make an appropriate valuation on it. Because most of
the literary words are words of figurative use, which are most effective in
Image-generating and in carrying a strong sense of beauty. The aesthetic
meanings of these words are relatively vague and flexible, which hinges

on the reader’s imagination in particular.

The most important feature of imagination is its creativity. Hege]
held imagination is creative. Since literary translation is a kind of
recreation, it is important for the literary translator to have rich
Imagination so as to begin an imaginative acttvity shortly after being
stimulated by literary language symbols and to form a new aesthetic
image on the basis of the existing acsthetic ideas.

When imagination operatcs sufficiently and appropriately, a
translation presenting a vivid picture may be produced. We can find a lot

of examples:

From FEstella she looked at me. with a searching glance that seemed to pry

into my heart and probe its wounds.

(Ch. Dickens Grear Expectations)
CRMNBEAMN LB RTINS -, BEXSELE, —5
IREEE, mEEBRINFE FIICHE.

Evidently, the translator was not confined by the original words but

| BEBAIE. «FHWIDH:, SSOASEEEL. Fdo. 1995, pn—13
D, CRAEMNEESY, 5. DSMEMG S, 1991, P18
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visualized the scene through imagination and represented the picture just
as consistent. Language has the power to stimulate imagination, but
aesthetic experience did not happen in language. The translator should
have the ability to formulate a pictorial scene out of the linguistic
schemata and organize mental image into a unified entity. Thus what the

translator should transfer is not only the meaning of words but also a

unified scene.

The sky. now overcast and sullen, so changed from the early afternoon, and
the steady insistent rain could not disturh the soft quictude of the valley; the rain
and the rivulet mingled with one another, and the liquid note of the biackbird fell

upon the damp air in harmony with them both.

(Daphne du Maurier: Rebecca)
REAWRTEM, BN, O TF=00mnNERc—E, §Y
MER T &, EXRART IS 0EE, FAZEXE0/E—R, &
BUIm R R ShO%E, MRS, EXEAERA, ©

The translator visualizes the picture, hearing all the sounds as if
present at the scene. This is the imagination of auditory. In reproduction
he 1s able to use his result of imagination in comprehension to recreate
the vividness of the original, rendering “rain and rivulet” as “ [ 7 FliE 7k
==y
J.‘I".l

, ot which “/” is not stated in the original, so that the T-text reader

can experience the melody of what seems silent.

Imagination, naturally involved in the comprehension process, s an

IS R OFRLEIRUER, WITH AT S . 1004,

-
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automated process based on his linguistic and other comprehensive
knowledge. Nevertheless, for translator as reader, when facing two
languages conflict in structure and patterns, more conscious and active
Imagination should be integrated. On the other hand, different from the
common reader who can freely exccute his imagination, the translator has
to limit his imagination to the content of the text, produce an image

equivalent to that underlying the original text to the best of his ability, and

finally be simpatico with the author.

2.5.2 Inference

Inference concerns the rational factor in the translator’s psychology
in the comprehension process. The literary work is the product of the
writer’s thinking in tmages by his choosing and using artistic language.
Accordingly, reading a literary work depends on the reader’s thinking in
image. But this is not enough. A real aesthetic appreciation cannot escape
from the influence of one’s rational thinking. Likewise, in the literary
translation research, we cannot neglect the function of inference in the
translator’s mind. It is nccessary in the aesthetic progression for a
translator, in a way to adjust the workings of his imaginative faculties and
provide access to a more faithful meaning since the working of these
faculties are of occasionally spontaneity. What’s more, inference can help

translators adjust his schema to the original, making the pursuit of



simpatico possible.

“When we make an inference during reading, we activate
information that is not explicitly stated in a written passage. People
always combine their information about the world with the information
presenied 1n a passage, and thev draw a reasonable conclusion based on
that combination”. (M.W. Matlin, 1998: 301} In psychological circle,
there are two contrasting views of these inferences: the constructionist
versus minimalist views of infercnce. According to the tformer, readers
usually draw inferences about the causcs of events and the relationships
between ecvents, When somebody reads a novel, for Instance, he
constructs inferences about a character’s motivations, characteristics, and
emotions. He also develops expectations about new plot developments,
about the writer’s point of view, and so forth. The latter argues that
readers do not consistently construct inferences when they read.
According to these theorists, the only inference that readers automatically
create are (Uibased on information that is readily available or (2
necessary to make sense of sentences that are next to each other.

The translator, first as a reader, will naturally construct inference
about motivations, characteristics. and emotions. However, with the aim
of transferring the content as faithful as possible, he should consciously

construct inferences as raised by the minimalists, reducing his own

expectation in his translation.
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T'hen what’s the main factors influencing the translator’s inferences”
The first is context information. The British linguist Firth points out,
“Each word when used in a new context is a new word”™. which means
that meanings of words are conditioned and influenced to a greal extent
by the context. Without being placed in context, meanings of words enjoy
great flexibility. But in a given context, they enjoy little indcpendence.
Take the Chinese character “¥]” {for example, we are not sure of the exact
meaning of “¥7” here if it is placed in no context as it is a polysemous
character. But when we have it used in the following phrases, its
meanings are fixed: “fTZH> (HME - make, manufacture), “F[EFK"
(knit), “FT % (buy), “FT9% L7 (be engaged in), “3T 5"  (beat. strike) .
The second one is culture knowledge. Sometimes the translator does
not activate the same image a native speaker of the language would
activate, or the image the author intended, because the Image realized by
a linguistic frame are closely linked to a different social-cultural
background of the foreign language. Similar schema is more likely to be
realized when the author and the translator live in the same historical
moment. Thus they might share a ‘common sensibility and enjoy a
common part ol schema. Therefore, the process of understanding a
foreign text requires the translator 1o try to learn about as much cultural

knowledge as he can to enlarge and change his current schema to make a

. - L A T by P A . -"I;_.' C -
b TG e InB IS R 10205

CEl 1997, P56
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thorough understanding of the original.

Last but not least, the translator’s world and life outlook are also a
constraint on inference. They are usually demonstrated unconsciously in
the translator’s action and thinking. Different people have different views
on the world and life. The literary translator handles the original with his
own style in both reading and recreating. Some translators have tried to
make the reproduced images fit their ideology by using all kinds ot
manipulative techniques, while others try to merge the poetics of the
original with a poetics acceptable in their own ideology. This is one of the

reasons why the same original work leads to different understanding, i.e.,

““a thousand readers can recreate a thousand Hamlets.”

2.6 Active Synthesis

The reason why we usc “active” is to differentiate the kind of
synthesis we are concerned with from that proposed by lIser. The
translator’s aim is to translate rather than appreciate a literary text. In this
sense, the translator is something of a critic. In effect, it is impossible for
the translator to be a complete appreciator or an entire critic. He always
acts as both.

Why is active synthesis necessary? First, it is not enough for a

translator to read the original text once. “ The first reading ts particularly



important for literary works of art, which are perccived in an aesthetic
attitude and which make possible the constitution of the aesthetic
object”(Ingarden, 1973:145). However, all the aspects of the literary work
cannot be apprehended at once, in a single act—just as a statue cannot be
seen from all sides at once.

Second, after the sensation. perception, and thinking of the original
text, the translator has converted the original into a semantic
representation. However, the translator decides on the option of
translating, so active synthesis becomes indispensable. We can explain

this from a psychological perspective with the following figure.

e

-

/

(Fig: 3-1)

Most people will feel Line BC is longer than Line AB when in fact
they are of the same length. It is because they are in different spatial
context that we make the mistake. The same is true {or temporal context.
Mozart’s music may appear serenc and cheerful 10 a modern listener, who
perceives it in the temporal context of twenty-first century music,
whereas it conveyed the expression of violent passion and desperate
suffering to his contemporaries against the background of the music they
knew. Shelley’s poems might be difficult to comprehend and the fierce
reality of the poem hard 10 detect if they are not related to the specific
context of war. We have discussed context in thinking stage, however that
ts the direct context which means a few words juxtaposed with the key

word you are to focus on. While indirect contexts means additional
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linguistic factors relevant (o the contents of a book {or an article) but not
yvet expressed In written form bv the author. It consists of the author’s
point of view, his common sense, historical background, local conditions
and customs relevant to the key words. These two are closely connected
with each other. Only by making a thorough analysis of the direct context
in which the key words are placed, can the translator have an insight into
the complicated indirect context of the situation through the surface of
language and then have a grasp of the accurate meanings implied in the
relevant words and then have all these important factors well expressed in
the target languagce. The translator, with a totally different spatio-temporal
context and also different emotion experience from those of the author,
should consciously relate the text to the specific context in synthesis, or
an illegitimate reception and reproduction of meaning will appear.
Wilss  (2000:858) also distinguishes between macrocontextual

problem-solving operations and microcontextual problem-solving

operations. For the former, the translator needs a plan that is oriented to
the totality of the text to be translated and excludes arbitrary assignment
of meaning. This means that the translator must gain a clear idea of what
the content of the text implies, what its communicative purpose is and for
what reader or group of readers the target text is intended.

Three key problems should be coped with in this stage, l.e. the
emotion, the style and the purpose of the original work. These clements
are neither manifested in the printed text, nor produced solely by the
reader’s imagination. They are ol a dual nature: they emerge from the
translator, but they are also guided by signals which project themselves
into him. The translator must consider how to preserve these elements
implied in the original and decide or whether to change them for his own
purpose. This synthesis does not add facts, one to another, but Integrates
them. Through the interweaving of the facts and details the translator

grasps a unified state of affairs or the form of the aesthetic object.
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In summary, the active synthesis of the translator involves
integrating all the elements concerned with the content and form of the
original, putting the text into the specitic temporal context of the author

and consciously supplying some non-semantic information in order 1o

totally comprehend the original.

38



Chapter Three
Psychological Analysis of Miscomprehension

“Of course it is not seldom that one makes mistakes and
misunderstands this or that word in the text of the work, that is, gives it a
meaning other than the one it actually has in that language” (Ingarden,
1973:26).

As we have discussed before, mistranslation is not the same as
miscomprehension. Mistranslation may be caused intentionally and
unintentionally. The text may be intentionally mistranslated by the
translator who wants to cater to the aesthetic flavor of target language
readers or to introduce some new expressions or cultures”. However,
most mistranslation is unintentionally caused. For instance, some English
AT Z/\” into “Ashu is eighteen

years old.”, thinking that * ~/\” must have been misprinted as “ . /1"

translator translated the sentence

Such mistranslation occurs when the translator has difficulties in
receiving a source-language text segment, i.e. in the intake of information
from a source language lexeme or combination of lexemes, and in the
subsequent sense constitution. Miscomprehension of this kind is the
object of this thesis. Researches done on the cognitive and aesthetic
progress of the translation process in Chapter Two are the best clues for
this study. At the same time, examples from literary translation products

are available and will be adopied as empirical data to support the

description and analysis.
3.1 Miscomprehension in Sensation Stage

This kind of miscomprehension is seldom found. Tt appears due to

the translator’s carelessness in receiving the stimuli so that the original

W F IR WIRIR. 1997, CERIRIDEY LS LA TSWERAL . P10
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becomes deformed in sensation. A verse in Tagore’s poet “Some unseen
fingers like idle breeze, are playing upon my heart the music of my heart”
has been translated into “FHLEFATAS ALY, WOWMREIRLNLIEY, TF
ERA NN £, ZEEBESENERE" . Here “fingers” has been misread as
“figures™ because of the translator’s distorted sensation of the original

verse. Look at the notorious cxample in which the translator mixed up

“cow” with “crow” "

The wheel-track leading to the door. as well as the whole breath of the
avenue, was almost over-grown with grass. affording dainty mouthfuls to two or
three vagrant cows and an old whilc horse who had his own living to pick up
along the roadside (Nathaniel Hawthorne, Preface 1o Mosses from an Old Manse:
The Old Manse)

O JZOMRABDETENEEE, AEESE, @EMIReE
R, BEEE, aBFHAENKESD, nUEXEE N0
SES 8

it

3.2 Miscomprehension in Perception

The main obstacle to correct comprehension in this stage 1s set. The
psychologists have noted two major difficulties most of us fall prey to
when trying to solve problems; set is one of them. “Set means a tendency
to solve new problems the way old ones were solved, or 10 continue to
use objects in the environment the same way they have always been
used”. (McMahon, 1986: 350)

We have discussed the translator’s mental schema which means the
accumulation and store of aesthetic and cognitive experiences after
assimilation and accommodation. This mental schema in Heidegger’s

words, 1s called “pre-understanding”, and in Jauss’s words, is termed

AL MR Ty L ar SR ISR JuRg, pTT) 77
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“expectant horizon” of aesthetic experience. Every translator, before
reading a literary text, has a fixed cognitive schema, which is prerequisite
for translation. 1t’s positive function is to help the translator accelerate his

comprehension process. Look at the following sentence:

The challenge from the Third World countries has always been foreseen

by our shipping companics. But P& has no intention of throwing in the

towel.

When the translator receives the sensory stimuli, his linguistic
knowledge in his schema makes him recognize the meaning soon, at the
same time his world knowledge helps him find the recognized meaning
inconsistent with the context. The phrase “throwing in the towel” can’t be
comprehended by its literal meaning. Then he may consult some
references and finds out that this is a jargon in the boxing where the towel
1s used to wipe away the sweet and can also be thrown in the boxing ring
by one of the boxer’s manager to stop the boxing when the boxer has the
danger to lose his life. The phrasec then means, “admit defeat and give in”,

Thus the translator can correct his first comprehension and translate the

sentence 1nto:

-

A 095 @&TﬁﬁﬁLQ‘HE-E%EJ@E’E%%%%Eiﬂ'ﬁi@ﬁ’ﬂ%ﬁﬁc B2
RN MEARRNEBEESRIETR.

|1

_J

However, at many times, this schema forms the translator’s
psychological set and prevents correct comprehension. “Cognitive
schema is an intellectual or perceptual pattern used as a reference for
future cxperiences, usually based on past failure and successful

experiences as well as consideration of what made the difference, leading
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to a general attitude and set to meet similar situations”*. Dan Sperber and
Wilson also stated in Relevance: Commumication and Cognition that the
idea behind such notions as schema, frame, prototype or script is that
humans are disposed to devclop stereotypical  assumptions and
expectations about frequently encountered objects and events. For
example, if we hear that Lily has bought a pet, we will assume that it is
something like a dog or a cat rather than an elephant or a spider,

Thce formation of set in translation results from vocabulary equations
the translator learned in the foreign language lessons at school or at the
university. The decontextualized purely sign-oriented vocabulary learning,
which even today is rather widely used, forms and provides a large
number of purely surface-structure lexeme equations, such as English
“development” is equal to Chinese “&&”, or “association” in English
means “¥%3”  in Chinese.

This kind of miscomprehension always takes place in the lexical

domain. Some examples® are listed below:

(UMr. Nixon said. “ We two coupiries have common interests over and

above our differences.”

Undoubtedly. many translators would translate this sentence into: |
SIATUER: “HIMEEE RS TRIOENEGA. » The

quickly find the corresponding mcanings from their mental schemata:

a

L

“over” and “above” all have the meaning “in or to a position higher
something/somebody”. In fact, “over and above” here is a phrase with the

meaning “besides™,; so this sentence should be translated into:

Rl FACA

BIHRAEE: “RITARBRTONE, 1EXE0FI.

mJSRz, TREE. GGUNINMERISEDY . 15 IWE T WM. 2000, P86 ]
Lxample land 2 are quoted from the web site Lt Awww.pep.com.en/2002 1 2/ca40236.htm
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2)To my joy. my son knows a thing or two about Ttalian.
Wrong Version: {24602, POLTS AN BEEBAI—

Correct Version: EFEMNE, BLFUSXXFEILABEER.

The true meaning of “know a thing or two” is “to have practical and

useful information gained from experience(ZEE IV, JUIEE)”, rather

than its literal meaning “B8 %) —_—

Wilss (2001: 201) pointed out that comprehension errors can have
intra- or extralinguistic reasons. [lc used as an example the translation of

a short story by Marie-Luise Kaschnitz:

The experience which 1 have in mind began in the theatre, and more
preciscly at a performance of Shakespeare’s ‘Richard 1T°. I was then in London
for the first time and my husband like-wise, and the city made a tremendous
impression on us. We normally lived in the country, you know, in Austria, and
of course we knew Vienna and also Munich and Rome, but we sincerely did not
know what a great city was. | remember that even on the way to the theatre,
gilding up and down the steep underground escalators and hurrying to the

trains in the city blast on the platform, we got into a curious mood of

excitement and glee...

His emphasis of discussion is put on the interpretation of “even” in
“I remember that even on the way to the theatre...” He distinguishes two
main interpretations from the selccted variants. The two interpretations
equating “even” with German words “sogar” and “schon” respectively,
thus interpreting “even” as a means of intensification. He explains “this

error 1s the consequence of a failure to recognize the logico-semantic
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dependency  relations  between  “even” and  other  text-intral
instructructions.  But he does not analvze the reason why the subjects
make these errors.

Actually. “even” is such a common word that most translators will
quickly search out the frequently-used meaning of “J£ %, EI{#” as soon
as they receive the stimuli. Its truc meaning of “evening” here is hard to
detect for the weak context adds difficulty for the translator to make
further consideration.

“Obviously, some intuitive lcaps are ‘good’ and some are ‘bad’ in
terms of how they turn out. Some men are good intuiters; others should
be warmed off.” (Wilss, 2000:868) To this extent, we cannot rely only
upon our intuition; it often helps us in an emergency, but without
guarantee. And to be worse, we frequently don’t realize these mistakes,
sometime 1nfluencing further understanding of the whole text.

Set also influences the aesthetic cognition, showing an aesthetic
stereotypical tendency in image actualization. This stereotypical tendency
sometimes facilitates the capture of information about aesthetic in a
stimulating and relatively fast and casy way. However, “each object,
person, cvent, ete., portrayed n the literary work of art contains a great
number of places of indeterminacy, cspecially the descriptions of what
happens to people and things.”(Ingarden, 1973:50) The reader then reads
between the lines and involuntarily complements many of the sides of the
portrayed objectivities not determined in the text itself. Fow this happens
in specitic cases depends upon the peculiarities of the work itself and also
on the reader. “This circumstance carries special dangers for the correct
understanding of the literary work and for a faithful aesthetic
apprehension of the literary work of art.” (Ingarden, 1973:33) For the
translator who confronts a different culture and a difTerent aesthetic habit,
he might activate images that diverce from the author's intentions or

deviate from those activated by a native speaker of the source language.
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For example. the moon has different meanings for people in the west

and

those in the east. People in the west always link the moon with change,

death, and rebirth. Eclipses are ofien scen as a sign of bad luck. And in

the Middle Ages in Europe, there were many superstitions about
moon, such as sleeping in moonlight would cause someone to go Ins
[n their vocabulary “moonlight f1it” means remove from one hous
another secrctly to avoid something. In China, however, the moo

associated with beauty and even “hometown”. It is not difficult to

such verses as “BMASWIH, AEUSY.” “EL-FHA, RIE:

the
ane.
¢ 1o
n 18

find

i o 7 Similarly, in the following poem, the author expresses

4l
his

homesickness when he sees the bright moon but not “youth’s sweet

memories’

AL
AHTIA A G
25 IR A
(S8

The Moon Shines Everywhere
Seeing the Moon before my couch so bright,
[ thought hoar frost had fallen from the night,
On her clear face T gaze with lifted eyes:

Then hide them tull of Youth’s sweet memories

(trans. W.J.B.Fletcher)
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On a Quict Night
I saw the moonlight belore my couch.
And wondered if it were not the frost on the ground.
[ raised my head and looked out on the mountain moon,

I bowed my head and thought of my {ar-off home.

(trans. 8.0bata)

The second version is translated by a Japanese. His cultural
background shares a lot of similarities with that of Chinese, which makes
his schema similar to that of the poem. No wonder his comprehension of

the aesthetic meaning of the moon is more exact than the first version.

3.3 Miscomprehension in Thinking

When the schema between the translator and the text is similar,
comprehension will happen in an automatic way with little obstacles.
However miscomprehension is usually caused by this kind of intuition.
Fven 1t the translator confronts with dissimilar schema, he doesn’t
consclously activate active opcrations. He still believes in what he
comprehends in his sensation and perception. Psycholinguistics clearly
suggests the existence of a minimax principle (Lérscher, 1991 267).
According to it, the subjects try to keep the cognitive load as light as
possible during their translations. They generally do not proceed to a
deeper level of cognitive processing, which is more abstract and implies a
higher cognitive load, before the processing on the hi gher level has turned

out to be unsuccessful or unsatis(actory. Accordingly, Lérscher found in
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his empirical investigation that his subjects generally use mental less
complex strategics and elements of strategies in translation. We will

discuss this phenomenon in detail.

3.3.1 Lack of Imagination

The function of imagination in the comprehension of literary works
s to turn the static words, sentences or discourses of the original into the
dynamic mental pictures or activities of the translator. Unlike other forms
of art, the artistic image produced by language symbols does not endow
people with a visual picture. Instead, it can be perceived and grasped only
through the power of imagination. In creating a literary work, the writer
tends to adopt those words that are apt to stimulate images. So there are
always traces to be followed. On the other hand, the writer would
purposely leave some parts out as “vacancies” for the reader to think and
imagine. These vacancies are not 1o be seen overtly through the words;
sometimes the meaning is suggested or vaguely hinted making the
operation of imagination necessary. For the translator, his conscious and
active Imagination might produce effects on the degree of vividness of
the image actualization. Miscomprehension under this condition means

the failure to grasp the aesthetic cifects of the literary text. Let’s see the

following examples™:

Not yet. however, in spite of her disappointment in her husband, did Mrs.
Bennet give up the point,
(J. Austen Pride and Prejudice)
Version One:
RELKRIFSHMBIRANKE, EBDARESSHTS.

Version [wo:

LAV KR RBARG S — 85, TR2HATINEK,

OIATRE, CURTEE RS, lf. I ANERTE NG A 1993, P182.
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Version One transferred the semantic meaning correctly. but not the
aesthetic meaning. making the image of Mrs. Bennet plain and flat. While
in Version Two, the translator consciously activated the operation of

imagination and finally formulated a pictorial scene before the readers.

A fearful man. all in coarsc gray, with a great iron on his leg.

(Ch. Dickens Grear Expectations)

Version One:
— T RIBNA, BERMIRE, B EeE s,
Version Two:

T ERBA B3I ENR, Be—R s,

The little boy Pip sat in the isolated village churchyard one evening,
staring at his parents’ tombstones. He was afraid to see the surroundings
and began to cry. Suddenly a man with terrible voice started up from
among the graves and threatened Pip to keep still, making pity Pip
frightened. So the word “fearful” is not used to objectively describe the
man but to depict the feeling of Pip. The translator of Version Two
imaginatively visualized this in his image actualization. As a result he
vividly reproduced the frightened feeling of Pip. Although only a word
“If” is added, this single word is worth a thousand pieces of gold,
producing strong artistic appeal.

Lack of imagination in litcrary translation, on the one hand, is due to
the lack of an awareness of the necessity of imagination. On the other
hand, as researchers in creativity often make the case that cducation 1s
ained at developing our ability to learn by note, to follow the formulas,
recipes and rules, we are argued to obtain the sole right answer. Thus
from an carly age, many of us valued logic, practicality and established

rules over our creative faculties— imagination. tantasy and insight.
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3.3.2 Lack of Cultural Knowledge

We have discussed that when dissimilarity happens between the
schema of the text and that of the translator, culture is the main factor.
The translator should have wide knowledge of a foreign culture. Culture
in Tylor’s definition is*.. .that complex whole which includes knowledge,
belief, art, morals, law, custom and any other capabilities and habits
acquired by man as a member of socicty.”™ Bilingual competence is
regarded as the fundamental requirement for the translator. But this is not
enough. To be a fully competent translator, one should be bicultural in
order to read between the lines. In terms of translation from a foreign
language to one’s native language, since the translator is relatively
unfamiliar with the foreign culture, it seems particularly important for
him to have a comprehensive understanding of the foreign culture.

An excellent foreign literary work is like a mirror which reflects
the politics, economy, history, cultural tradition, religion, etc. of a certain
toreign society. The translator should have the awareness that facing a
foreign worl< is to face another culture rather than just a foreign language.
In some foreign works, some expressions are found to carry cultural
information. Even if the translator is not so familiar with these
expressions or cannot understand the cultural meaning immediately, he
can refer to some references. However, miscomprehension occurs when
the translator hasn’t the awareness that such expression contains cultural
information and translates only the literal meaning. Liu Miqing(2003:436)
holds that lack of cultural analysis or rejection of considering cultural
elements will inevitably lead semantic analysis to deviation or errors. We
can also find explanations for this in psychology. Antos (cf Lérscher
[991:267) has shown that, in principle, the more exactly and
unambiguously a problem is realized, the more easily it can be solved. If

a problem is realized in a fully conscious way, it is thus placed into the

[his definition is cited {rom the web site http:;:’ihmn-:.uuhk.cdu.hk!-5000356:’waaifalllniuitj.f-papcr.htm
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translator’s focus of cognitive attention . For example,

When You Are Old
When you are old and grey and full of sleep
And nodding by the fire. take down this book
And slowly read. and drcam the soft look

Your eyes had once. and of their shadows deep:

How many loved your moments of glad grace,
And loved vour beauty with love false or true,
But one man loved the pilgrim soul w you,

And loved the sorrows of your changing face;

And bending down beside the glowing bars,
Murmur. a little sadly, how Love {led
And paced upon the mountains overhead

And hid his face amid a crow of stars.
=L "l EF

Win 7, kETT, FRRBIR.
el e | JURE E TS S S
1S, |olAR) 2R s Y 3R

LA 1) FRCR I

% b 3 U E A BT
SEMAMY I, B EEELA,

BAg A N A I o),

e - - B — ar—

' Quoted from Wolfeang Larscher. Transiaiion Perforniance. Transiarion Process, und
Translation Straregies: 4 Psycholinguistic Invesiigaaion, Gunter Narr Verlag Titbingen.

1991.P267,
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In this poem, “Love” is written in capital Jetter by the author, but
many translators neglect it unconsciously for it is so common a word that
when they read it they will search it in their memory and find the
cotresponding word of “&” or “Z1EF” immediately. Many translators
believe in their intuitions, concretely, their perception of this word

without further thinking over it, because when translated as “Z” it



coincidentally complies with the subject of this pocm. In fact, the
capitalized Love in western culture can be used to refer to the God of love
Cupid whose winged form, bow and arrows are commonplace. This
meaning descended from the ancient Greek myth. The religions of
ancient Greece and Rome belong now not to the department of theology,

but to those of literature and taste. Shakespeare used Love 1o refer to

Cupid in 4 Midsummer Night's Dream ' :

Helena:
Things base and vile, holding no quantity,
Love can transpose to form and dignity.
Love looks not with the cves, but with the mind;
And therefore is wing'd Cupid painted blind
“Nor hath Love's mind of any judgment taste;
Wings and no eyes {igure unheedy haste:
And therefore is Love said to be a child,
Because in choice he is 5o oft heguil'd.
As wagpgish boys in game themselves forswear.,

S0 the boy Love is perjurd evervwhere:

Love 1n this poem also contains this cultural meaning. Such phrases
as “pace upon the mountain™ “hid his face” in the following verses are
turther proof. However, most translators neglect the cultural meaning of
this word because they are so familiar with this word that they directly
assign the most common used meaning.

One possibility cannot be removed that some translator noticed this
capitalized word but purposcfully neglected it and added his own
interpretation in the translation. In fact, the responsibility of a translator,

builder of the Bible, is to be as faithful as posstble 1o the original, and at

| e e ——mna o,

It s cited trom the web siter hetpz/rw woshubunet: 808 2inovelsienglish/zhongxiaye html
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the same time to {eave much room for readers to think and imagine. To
this extent, Fu Hao’s translation is better in that it catches the cultural

meaning of “L.ove™ by rendering this word literally. For another example,

EQTS R LN B, MBI Ay i, AR, CHUR! MR
Now Wu the priest longed much in his heart to eat, and so how could he be

willing 10 listening to this explanation? He bellowed forth, “Pass vour

wind---Pass your wind!”™

This sentence is from the Chinese classical work A/l Men Are
Brothers, and the translation is made by the famous American writer and
translator Pearl. S. Buck. Buck came 10 China with her parents when she
was three months old. She lived in China for forty years, so her Chinese
cultural knowledge was comparatively good. But as she was brought up
in a missionary family and received a formal education, the slang® % g™,
which means “nonsense” in this context, wasn’t stored in her schema.
Meanwhile, she must be very confident in her knowledge of Chinese

culture without further verification. It's no wonder miscomprehension

happened.

3.3.3 Lack of Context Information
For the specification of mecaning of lexemes and ultimately of
sentences, it 1S necessary to draw on the context. That much is generally

agreed. In the process of specifying appropriate meaning, the immediate

context of the underspecified verb has provided some but not all the
information necessary for the translator to understand the meaning. So
some way or other the translator will have to appeal to the wider context

in order to specify appropriate meaning. This of course raises the

difficultics of understanding. Once the translator isn’t aware of the

necessity of looking for the wide context, miscomprehension is ready to
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take place:

most things pursued by men for the happiness of public or private life, or
wit or {olly have so refined. that thev seldom subsist but in idea: a true friend. a
good marriage. a perfect form of government, with some others. require So

many ingredients. so good in their several kinds, and so much niceness in

mixmg them,..(Jonathan Swift)

Version:

AEEIRWLL RS, AT AR AEIEETIE ALK K2 5
FE, BTG a0, URNGEACTEE b ETERES,
T TGN, EEBBURIRT, LIRREH 4, HERSHES,
M & A v al, SREL S O 2 e

-

“Government” has scveral meanings: @ [U] governing; power to
govern@{CJbody of persons governing a State, among which the second
one 1s more usual than the {irst one. The second meaning 1s widely used
and is familiar to us all. The translator automatically searched the second
meaning in his memory when reading it. Actually as long as we notice
that no article is placed before this word, we can infer that “government”
here cannot be assigned the second meaning.

Miscomprehension is likely to take place when the context doesn’t
play a strong role for the translator to make a correct decision. In such
sentence as “The new principle has no previous cxperience of school

government.” the semantic meaning of “experience” and “school” can

offer clues for the translator to choose the first meaning and translate

3 4y A
‘government” into & H”,

3.4 Miscomprchension in Synthesis

- Bgh, GEER R4 SBMG IR A 1990, a5
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The necessity of synthesis has been discussed in Chapter Two. As
Wilss(2000:858) said the translator needs a plan that is oriented to the
Lotality of the text to be translated and excludes arbitrary assigninent of
meaning.,.

The question is that most translators usually don't consciously
svnthesize what he has recognized in his reading neglecting the
consideration of emotion, style and time traits of the original work due to
the influence of minimax principle existing in them. Therefore they are
likely to mechanically assign meaning.

The translation of DPresident Abraham Lincoln’s Gettysburg

Address 1s used as an example to illustrate the miscomprehension in the

synthesis stage”.

Four score and seven years ago, our fathers brought forth upon this continent a

new Nation, conceived in Liberty, and® dedicated to the proposition that all men are

created equal.

Now. we are engaged in a great Civil War, testing whether that Nation, or any

nation so conceived and so @dedicated, can fong endure. We_are met on a great

battlefield of that war. We have come to®_dedicate a portion of that field as a final

resting-placc for those who gave their lives that that Nation mi ght live. It is altogether

fitting and proper that we should do this.

But. in a {arger sense, we cannot @dedicate, we cannot consecrate. we cannot

nallow this ground. The brave men. living and dead. who struggled here. have
consecrated it far above our power to add or detract. The world will little note nor
long remember what we say here. but it can never forget what they did here. Tt is for
us the living, rather, to be Qdedicaled here to the unfinished work which they who
fought here have thus far so nobly advanced. It is rather for us to be here ©
dedicated to the great task remaining before us— that from these honored dead. we

lake increased devotion to that cause for which they gave the last full measure of

s lR (BT S A

]

o VT L VUL e SR R, 1989, P205
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devotion— that we here highly resolve that these dead Jshallf t not died in vain. that

this Nation. under God m * have a new birth of freedom. and that government of

the People by the People and for the Peaple flshalll * not perish from the carth.

This i1s a famous specch by President Lincoln. It seems easy to
transter because of its common words and its well-known background.
However, has everyone thoroughly understood it? Let’s expound it n
detail.

After the first reading, we should put ourselves in America in the
19th century, considering the totality of the text and its communicative
purpose. As president, Lincoln was to persuade and encourage his people
to continue fighting and eventually win the war. He was sure to know
nobody wasn’t afraid of death. So the emotion of patriotism and the
emphasis of dedication are two key points in this speech. As a result, he
skillfully used parallelism to gain the strong verbal and emotional effects.
The translator must make clear how the author fulfills his communicative
purpose in such a short text and keep these characteristics in mind to
exclude arbitrary assignment of mecaning

First, the word “dedicate”, used six times in such a short passage,
will be analyzed. Lincoln is a noted orator, so he must have worked and
reworked his specch, seeking to make it as perfect as possible. He
skillfully used the familiar word “dedicate” 1o clinch the point. The six
“dedicate™ are not used equally here. The first two are followed by a
definite object “proposition™: the objects of the third and fourth
“dedicate” are “field” and the last two with the strongest emotion are used
o express Lincoln’s call for people to dedicate themselves to the country.
The last two “dedicate” in the paralle] structures represent the climax of
the emotion.

But in the following translation, the translator did not consider this

and translated all “dedicate”, except the first two. into “Zit” without
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any change. Especially, the last two “dedicate” were translated in a
Chinese sentence pattern “J......", which is an evident proof that the

translator neglects the key point in translating this speech Is to transfer the

emotion.

RT B LUAT, ROTRSL MM RE LGOI T —A9E%. &2y
T EHHIZH, O£ 4 A kS m ),
ME1&MMM$4%WKMWﬁ DIPE U [ 3T, B4 R % 5T
F) N RTT T BILTT @ AT AR I AR 08 I AR F .
PANTE AR = B2 THER MB35 5 @ Z BRIV h B 42
R
(e, METZHIE SCLoRE, X LRI Reme @ 28k, ATF
RETE L, FRAIRNEEMHI(L.
ClEFRNXDTEFF)A, A E RSP DR T B+ 1)
B o o i) HE (B o 7 BT TR

PR AT %R W O 5 LB TR Y B RATE i B R %

We can also find a similar mistake in the translation of the three
shalls, which are used with the second and third persons to form a future
or conditional statement expressing the speaker’s will or intention®. For
example, “You shall come at once.” actually should be translated as “4f

AT )| I Nevertheless, the Chinese version of the sentence

containing “shall” is

WM BAARER FERARM I, AU I8 il 015 @ 5 e |-

ARG P ITRIA LT, BERARA. BiE, BENEE A L.

“ANIET “44” in Chinese are not the words expressing strong

emotion, which greatly reduced the strength of the original.

- Quoted in Oxford Advanced Leairner s Dicitonary of Curvent English with Chinese Transiation, 1993, dbg:
HU-NE, R AT L P1O30.

37



Another question lies in the transiation of “We are met on a great
battlefield of that war.” The Chinese version is “384] 175 1 3% Bk 4 b (1] —
PERAL L& 220 Then why the author used passive voice and “we”
are met by who? The answer cannot be found in this passage itself. As a
qualified translator, he should refer to Lincoln’s other addresses or some
other comments. It’s not hard 1o {ind that Lincoln, who self studied the
Bible when he was young, liked 1o show his belief in God in his address.
He always resorted to God when he wanted an excuse in persuading his
people 10 abolish the slavery so that he can win people’s support. If the
sentence were changed into “we are meeting on a great battlefield of that
war”, the religious color and the hidden power would disappear all
together.

In term of this, we can draw forth that intertextuality is a very
important and effective method in synthesis. “A work exists between and
among other texts, through its rclation to them. To read something as
literature is to consider it as linguistic cvent that has meaning in relation
to other discourses: for example, as a poem that plays on possibilities
created by previous poems or as a novel that puts on stage and criticizes
the political rhetoric of its day.”' Textis are never totally original or
particular 1o a given author. They arc always dependent on the prior
existence not only of clearly identifiable texts but also of general
conditions of appropriateness. Therefore would-be translators should
cultivate a particular interest in the literary experience, discovering not
1solated iexts but a whole body of literature. However, most translators
can’t consciously do that because they didn’t grasp this method in their
Iiterature classes. According to Brum{it and Carter(2000:188), the ability
to percerve and explore relationships between literary texts (hence
developing understanding of the notion of convention and tradition) will

be developed by reading texts deliberately associated with each other for

- Jonathan Culler. Literary Theory, Oxford. Oxford UP, 1997, P34— 35
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pedagogical purposes. Text may be linked by subject matter, by formal
and structural sumilarity, by themalic intention, or by any other

appropriate device.



Conclusion

It 1s well known that comprechension and expression constitute the
translation process and there will be no good translation without a
thorough comprehension of the original text. However, we can see from
the above analysis that some innate faculties of human beings make
miscomprehension in theory unavoidable. In practice we can also find a
lot of examples of miscomprehension. Nevertheless, the possibility of
making mistakes can be decreased.

lo achieve this aim, a translator should first study the comprehension
process. While focusing on the analysis of some psychological faculties
such as sensation, perception, thinking, imagination and reference, and
using some psychological concepts as gestalt, schema, and synthesls, we
should be cautious enough not to ignore the fact that these factors are not
isolated and don’t happen in a linear order. Text comprehension in today’s
psychology is still an area to be further explored because human
comprehension is a very complex phenomenon. In this paper we utilize
the achievements gained in cognitive psvchology to promote the study of
comprehension In the translation process.

An analysis of the reasons for miscomprehension is necessary for
translators. On the onc hand, some subjective reasons underlie
miscomprehension. These are psychological reasons because different
people have different sensory or perceptual ability: and the way their sets
act 1s not the same for their diverse learning and life experiences. On the
other hand, it is some objective factors concerned with the educational
svstem that lead the translators to miscomprehension. For Instance, the
vocabulary equation method widely used in the foreign language
acquisition class always makes translators see words as lists of
“equivalents” between the source language and the target language, not as

lemporary, tentative, incomplete and potential meaning. What's more,

(i)



although most people agree that learning a literary text should be
supported by the reading of a wide range of other works, few schools or
teachers actually help to establish the habit of wide, serious reading in
their students. Translators trained in this way seldom consciously relate
the text to be translated with other works. They always have confidence
in what they have comprehended.

Finally, as Wilss (2001:214) said, “the function of error analysis is
rather to create, on the basis of empirical evidence, the preconditions for
an optimal translation teaching and lcarning situation.” IHere with the
analysis of miscomprehension. some strategies can be proposed for
attaining optimal comprehension.

strategy One: weakening the force of set and focusing on the sense
ot meaning,

As we have seen, if the problematic SI. text is not placed into the
translator’s focus of cognitive attention, for the lack of evidence for the
translator to make decision, miscomprehension is likely to happen. This is
mainly due to the translator’s set formed through stereotyped
understanding of words, expressions and sentence structures, which is
suggested as solutions.

On the other hand, translators lack an awareness of wittingly
focusing on the sense of meaning. Text can be translated in basicaily two
different  ways: form-oriented or sense-oriented. Sign-oriented
translations are brought about by automatic association processes,
searching for the TL forms which correspond to the respective SL forms.
In sensc-translation, the translator makes explicit the sense inherent in the
SL text and then separate it from the SL text. On the basis of the sense
thus constituted, the translator searches for adequate TL signs. In order to
do this. the translator should consciously remove his set, regarding the
structure of SL text as unfixed onc and searching what situational and

contextual factors determine the range of sense of an SL text.
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Strategy Two: enriching emotional experience.,

Emotion is a kind of aesthetic response aroused in the subject when
the object meets the subject’s demands. Its psvchological form is
emotional experience. Since a literary work is the product of the writer’s
emotional externalization, in literary translation, the comprehension
process is an activity of the translator’s experiencing the writer’s emotion.
According to Liu Miging, emotion is the most active and subjective
psychological element that runs through the whole process of aesthetic
reading. It is also an internal motive power to produce one’s imagination.
Rich emotion is needed by a translator in regulating himself to be
congenial to the varied characteristics of different authors or different
texts, thus gaining correct comprehension.

Strategy Three: improving the teaching of translation

Translators should receive special training in translating in addition
to learning the foreign language. The notion that anyone who has
bilingual knowledge and competence can be a good translator is
misguided to most of us. Besides the tcaching of techniques, the training
In awareness is very important in the teaching of translation including the
awareness of the dynamic meaning of the words and the importance of
the context. As Wilss (2001: 185) pointed out “translation problems can,
at least to a large degree, be isolated in their respective context: if one
wants to eliminate them it is necessary to build up a teaching and learning,
situation which must take into account all the contextual factors relevant
for TLT reproduction.” At the same time, the awareness of the necessity
of Imagination, cultural connotations and intertextuality are also
indispensable.

In this paper, we have expressed the view that psychological
research can be an important arca for contemporary translation studies.
The psychological elements involved in the process of translating need a

deeper investigation and more thorough description. This paper has
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attempted to use psychology, a theory cmphasizing the process study, to
throw light on the phenomenon of miscomprehension. Much remains to
be done in the exploration of the psychological aspects of translation,
both in the comprehension and the cxpression stages. With more
investigation in this area, a better understanding may be gained of nature

ol the problems in translation, which is a precondition for their solution.
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