Chinese Translation of Idiolects and Dialects in The Sound and the Fury as a Case Study on the
Ideology of Translation Language

Taking the form of code-switching between blacks and whites, Faulkner’s The
Sound and the Fury is appreciated for a type of literary heteroglossia which serves
a performed ideology. In terms of the poetic function of narrative style,
Faulkner’s use of a variety of dialect as narrative voice conveys the social origin
and ethnic disposition of character who is speaking: a more standard southern
dialect for the white middle classes, the use of dialect as a vernacular for the black,
and regional language variants for the lower classes. A fundamental characteristic
of heteroglossia in the translations of Faulkner’s novels is the total absence of the
representation of dialect variants. As Daniel C. Richardson notes, Brazilian
translator of The Wild Palms “has not attempted in a systematic fashion to capture
regional speech or slang in the Portuguese version . . . The result is that character
formation in the Portuguese version is not as strong as it could be” (69-70). Simo
K. Mé&atta also remarks that the French translations of The Sound and the Fury
“adversely alter the representation of dialect, especially that of African American
characters, which flattens the distinction between different focalization” (319).
As the characters in Faulkner’s works are dialect-speaking middle or lower classes,
the code-switching between the standard southern dialect and Black English is
inevitably reduced by translator as linguistically and culturally homogeneous.
This tendency of translation makes us aware of the fact that the representation of
polyglossia in literary translation is still confined to the conventional notion and
translated discourse of monolingualism that views translation “as the full
transposition of one source code into one target code for the benefit of a
monolingual target public” (Meylaerts 86).

The present paper examines two Chinese translations® of William Faulkner’s

*This research has been funded by grants from Nation Science Council (NSC 98-2410-H-327-037-).
Y In Taiwan, William Faulkner’s The Sound and the Fury was first translated by Li Deng-sin in
1987, and his translation has been published by Yuan-Liou Publishing Co. and Laurel Publisher.
In China, the novel was translated by Li Wun Jyun in 1995 and was published by Zhejiang
Literature&Art Publishing House. In Li Deng-sin’s version, a reading guide written by Jheng
Ming Jhe is provided, followed by an anonymous introduction to how the technique, stream of
consciousness, is used by Faulkner. In Li Wun Jyun’s version, an introductory note written by
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The Sound and the Fury, focusing on how the novel’s polyphonic structures, the
idiosyncratic diction and style of each speaker in a novel, were dealt with. This
examination is organized around the dialect question as this relates to personify the
ethnic characterizations intended in the original. Both translations are also
marked by a lack of mediation on the part of variation within dialect representation.
The colloquial speech with dialectal nuance which has not been approximated in
the translation, on a more serious level, reduces the ethnic characterization and the
intensity of the ethnic image. This mitigation inevitably limits the reader’s
apprehension of the formation of polyphonic structure and multiracial dynamics
constructed by Faulkner. Homogenization of dialect variation in both translations
points towards an ideological manipulation on the part of neutralization and
obliteration of racial ideology. To reflect on the act of mediation the translator
takes on between ideologies, critical discourse analysis (CDA) is elaborated into a
potentially usable method to expose the ideological nature of translation language
in use.

1. Critical Discourse Analysis in Translation Studies

Critical discourse analysis (CDA) as an approach to the linguistic form of
representation focuses on the discursive textual constructions and practices that
ensure a particular discourse or ideology. Committed to bringing about critical
understanding of how a text is mediated and a particular discourse is sustained,
CDA can be conducted, according to critical discourse scholar Terry Locke, “to
make language-users aware of the verbal and non-verbal choices that are and can
be made in the production of texts and the ways in which these choices are used to
reinforce particular discursive hegemonies” (39). In other words, this
discourse-oriented approach intends to expose the discursive constructions which
are naturalized or mystified within the particular discursive framings. Another

the translator himself is included.
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critical discourse scholar Norman Fairclough draws attention to the three
dimensions of discursive practice that results from the act of interpretation: (1) its
manifestation in linguistic form (2) its instantiation of a social practice (3) socially
constructed processes of production, distribution and consumption which determine
how texts are made, circulated and used (qgtd. in Locke 8). These three
dimensions are built into practices which stabilize structural dominance and
naturalize societal conventions. Revelation of the ideological base to the practice
of discourse represents the relationship of an unconscious effect of discursive
construction at the individual level to the arrangements of structural dominance at
the societal level.

This idea of a particular discourse embodied in the ideology can also be in
reference to André Lefevere’s perspective on ideology. As he argues in
Translation, Rewriting and the Manipulation of Literary Fame,

The ideology dictates the basic strategy the translator is going to use and
therefore also dictates solutions to problems concerned with both the
“universe of discourse” expressed in the original (objects, concepts,
customs belonging to the world that was familiar to the writer of the
original) and the language the original itself is expressed in. (41)

Since the practice of literary translation manipulates a foreign work determines the
image of a literary work in the recipient culture, Lefevere’s advice on studying
literary translation places significant emphasis on two factors -- “the translator’s
ideology and the poetics dominant in the receiving literature at the time the
translation is made” (41). As he wrote,

The ideological and poetological constraints under which translations are
produced should be explicated, and the strategy devised by the translator
to deal with those constraints should be described: does he or she make a
translation in a more descriptive or in a more refractive way? What are
the intentions with which he or she introduces foreign elements into the
native system? Equivalence, fidelity, freedom and the like will then be
seen more as functions of a strategy adopted under certain constraints,
rather than absolute requirements, or norms that should or should not be
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imposed or respected. (Essays 98)

Lefevere’s perspective on ideological motivation and constraints places much
interest in the ways in which texts function within a literary culture (how they are
written, published, and reviewed) and a tendency for translators to smooth
disturbing irregularities in the texts they are translating.

Translation scholar Matthew Wing-Kwong Leung in “The ideological Turn in
Translation Studies” promotes the ideological turn in the discipline of translation
studies. One of the potential benefits of taking CDA, which is rooted in micro
linguistic analysis and macro content level, especially the ideological dimensions to
the discourse or utterance appropriated in translation, is to elucidate naturalized
ideological representations which come to be taken for granted. Taking a critical
look at the translation practice in dominance may raises the transparency of “the
multifold functions of translation and the role of the translator and such an
openness is conducive to more informed decision about and greater critical
reflection on discourse and self” (Leung 142).

The critical approach has its theoretical underpinnings in views of the
relationship between “micro” events (including verbal events) and “macro”
structures which see the latter as both the conditions for and the products of the
former (Fairclough 28). The critical discourse analysis conducted in the
following sections is concerned with the practice of literary translation and
translation language in use which should have merited more detailed investigation.
The literary works and the linguistic forms used in various expressions have often
been studied at the lexical and semantic level. There haven’t been many accounts
of how the linguistic forms of representation are tied in with ideology. As the
language of translation is not often appropriated innocently, Leung reminds us that
“CDA is ideological . . . it takes readers to take note that discourse, which is made
up of language, constitutes beliefs and social identities, often in covert ways” (141).
Such an analysis can provide a more comprehensive picture of the discursive
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working of certain kind of linguistic constructions and representations.

2. Voicing the Southern Idiolects

The use of dialect as narrative voice in The Sound and the Fury is central to
the conscious formation of Benjy’s, Quentin’s, and Jason’s subjectivities, which
must be taken into account in order to fully understand the stylistic effect of each
utterance. By virtue of his idiocy, Benjy’s monologue in the first section, as
Donald M. Kartinganer suggests, becomes “part of the mind and integral to the
stream of constantly created perception that makes it up” and “does not constitute
an interpretation” (366). Full of the abrupt transitions, the monologue in Benjy
section is arranged with fractured chronology and is presented in standard syntax, a
voice impossible to an idiot:

Example (1) Benjy

Faulkner Caddy uncaught me and we crawled through. Uncle Maury said
to not let anybody see us, so we better stoop over, Caddy said.
Stoop over, Benjy. Like this, see. We stooped over and crossed the
garden, where the flowers rasped and rattled against us. The
ground was hard . . . (p. 4)

Li Deng-sin | #o% 32\ 4s 473 3B > APt g - B FRLEER
A —Jﬁ BN o gl 5 A fpaﬁ,\ﬁ;%ﬁ—r 3o duEa o %51 23
FLE o g etk e AP FET L ARFF 0 PR DDA F
A ER e o A 2 (p.20)

Li Wun-jyun | G EH IR MET 7 EfE K, FATR Vit 5. l#d, &
KEERM T, AZAEMNERIFAT, EATE S T .
MR, PR ARIXRE, M. FRATER T, wadgEl, fe
JUEE AT, Wb B, AR, (p4)

The sequence in example (1) begins with Benjy and Luster crawling through a
fence to find a golf ball. The scene shifts to Benjy’s childhood when Benjy and
Caddy are crawling through a fence in a winter day to deliver a note to Mrs.
Patterson. The language employed in both translations flows in a natural fashion
and comes very close to capturing Benjy’s perception of the past as real and alive
as the present.
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In contrast, Quentin’s monologue, which “reverses the effect of Benjy’s
monologue,” is presented in the incoherent fragmentation and non-standard syntax
which is appropriate to convey Quentin’s disturbed and confused mind
(Kartinganer 371). According to May Cameron Brown, his emotional reveries
used to express strongly fragmented memories are presented in “the cumulative
appended groups of words [which] creates the ambiguity so crucial to the
characterization of Quentin” (552). In terms of linguistic style, as Brown notes,
“Quentin’s section lack of grammatical hierarchy, unfinished syntactical unites, and
ambiguous pronouns” (553):

Example (2) Quentin

Faulkner the first car in town a girl Girl that’s what Jason couldnt bear
smell of gasoline making him sick then got madder than ever
because a girl Girl had no sister but Benjamin Benjamin the
child of my sorrowful if I’d just had a mother so | could say
Mother Mother (172)

LiDeng-sin |4} ¢ - 308 5 - BL szt Iifﬁi&{?};’&—iiﬁ;‘lié k% = et
PRI B rReos M vt wn R FlA - BRIELIZRLG ARG
SRR SIOEM A 2 & LA B R RT
vla gE At i. (212)

Li Wun-jyun | 288055 — R A G SR IR IX 1E R AN AR P AN RE A 8 ROV Wk A
B HE 52 R A K AR R N — DGl SR R ik A
PET BABET B R 70 M I R IR BER B AT LA
BERWRER (177)

As the unusual syntax reinforces the feeling of disorientation, in example (2) both
translators’ renderings correspond to the unique syntactic feature which used to
expresses Quentin’s fragmented memories and characterizes his imprisonment in
the major incidents of his childhood. Throughout Quentin section, howsoever, Li
Deng-xin has not attempted in a systematic and consistent fashion to capture
Faulkner’s play with the lack of punctuation. His translation shown in example (3)
adds punctuation marks to dissect the unusual syntactic structure into several
independent phrases:
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Example (3) Quentin

Faulkner Why wont you bring him to the house, Caddy? Why must you
do like nigger women do in_the pasture the ditches the dark
woods hot hidden furious in the dark woods hot hidden furious
in the dark woods. (p.92)

Li Deng-sin - &T LSRR B F DR ? .;L ESE VA A AR
- BT RY  AKE ~’&.35|=ﬁ“‘$ﬂ?« nlpk - &l
kR - (p.121)

Li Wun-jyun PR AN T B 2K R e, IL# 2 AR T IS AEAHEA SR L
IR e AE B b B Vi) B AE R AR B SR TR AR A0 R b B i
e? (p.96)

Li Deng-xin’s rendering glosses over Faulkner’s innovative syntax in this instance
which inevitably diminishes the communicative function of conveying Quentin’s
feeling of perplexity and disappointment by way of unorthodox sentence structure
and style.

As opposed to the more objective narrative voice in Bengy section and
extremely futile subjective utterance in Quentin section, Jason’s narrative locution
is full of impotent insult and uproarious invective. The language Jason uses to
confront the world *“seems absent of any objective awareness of those realities most
relevant to him” (Kartinganer 372). His speech is presented largely in standard
means with occasionally representations of non-standard markers of dialect (i.e. |
says), both translators have not approximated this nuance characteristic of Jason’s

manner of speech:

Example (4) Jason

Faulkner Once a bitch always a bitch, what | say. | says you’re lucky if
her playing out of school is all that worries you. | says she ought
to be down there in that kitchen right now, instead of up there in
her room, gobbing paint on her face and waiting for six niggers
that cant even stand up out of a chair unless they’ve got a pan
full of bread and mean to balance them, to fix breakfast for her.
(p. 180)

Li Deng-sin AAren s - L0 el o B4 QA o A I A% (R
ey B bz s Rl A2 E e AWM IR

-H«
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Bz tefbrs > m 2 A i s /L% fFP 0 b pEE E
220 fr‘”,/]cféh%g'ilj— Sacnfg e fop o KIFEAFIEFL U Z
A EREE TR EARRHF S b4 kIR § ehe(p.219)
LiWun-jyun | FRAEGZU, RAERZBEEAGE 2T, RELED, TR
TG AR 0 1) e A Tt B 2 P I 8, SRR SR AR AR . TR,
WhIX 2 JLRZ TR B R b5 B 2%, AN ROZ R IEAE b= B,
WA B ERARAE k7SS BB SR AR i PR T e PR B
AP FEBOEBTHESR, ENFET LI T el
WS e . (p. 184)

In addition, the hate word nigger used by Jason is rendered differently. Li

Deng-xin renders this derogatory epithet with the neutral term “hei zai,” making
Jason appear as non-bigoted. In contrast, Li Wen-jun’s rendering “hei guei”
denotes derogatory reference to the black servants as the usage “guei” in Chinese
has negative connotation.

The last section is told from an outside narrator who intends to give a
consistent portrait of the Compson family. This unique narrative voice, as
Margaret Blanchard points out, functions “to reveal the narrator’s intelligence,
sophistication, and freedom from provinciality and from the obsessiveness exposed
in the similes of Quentin and Jason” (563). However, the narrator’s acute and
articulate perspectives are considered limited rather than objective and omniscient,
as Blanchard puts it, “having no foreknowledge, no control over events, privileged
access into one mind only, and much recourse to conjecture, rewarded at times with
progressive insight and empathetic sharing of a character’s viewpoint, with a
spectator’s close but restricted view of events, and his detachment” (560).
Blanchard also contends that this narrative voice which incorporates the
perspective of the reader has its own tone by way of “the controlled complexity of
his sentence structure . . . the abstract precision of his diction . . . and the range and
quality of his figures and allusions” (562-63). These qualities of the narrative
voice occur quite often throughout the last section. The following is a typical

passage:
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Example (5) Outside Narrator

Faulkner Luster returned, wearing a stiff new straw hat with a colored band
and carrying a cloth cap. The hat seemed to isolate Luster’s
skull, in the beholder’s eye as a spotlight would, in all its
individual planes and angles. So peculiarly individual was its
shape that at first glance the hat appeared to be on the head of
someone standing immediately behind Luster. (289)

LiDeng-sin | 87w k1 QG DF A I LR REF- T
Ty RBEEF KR IRERT 0 U H MG ~FE2 § A
fF L BIREK > & B B T4 enEE 02T A Ao Kk oty A g A H
AR I BV ,1;!?':& £ 1 S = I s e - NP

e (335)

Li Wun-jyun | $h#rdeask 7, Ath 5 SF T T0EZE — B AE 1y BERE BT
FHETIAMAMEE. BINEEXLES R PRE, EEETE,
BAERN RS ERUEST T AT, BELERIAMI B AL, X
G R R LR, MM —F, BEARR A ST e & S
P — N A& L. (286)

In example (5), the translation of “isolate Luster’s skull” shows the nuance of each
translator’s interpretation of the narrator’s diction. This phrase is translated
literally by Li Wen-jun as “é {¥ & #73F cngg i 33 = 4= & "while an interpretive
translation “gg ik 5 AU H AL is given by Li Wen-jun who tends to ameliorating
the meaning and the sense of expression. The latter’s interpretation is more
dynamic and makes more sense on the narrative level.

The compilation of these four narrative voices in each section, as Kartinganer
comments, “each a fully achieved expression of voice operating within the severest
limitations, remain separate and incoherent” (375). Characterizations of the
narrative voices in each section of the novel shown and examined above reveal that
in certain cases (see examples 2, 3, 4 and 5) the Chinese translation does not fully
achieve its potential as mediation of the distinction between different focalizations
that contain the non-normative features displayed in the characters’ and narrator’s
speeches. In these examples, Faulkner’s unorthodox representation of the
idiolects, which conveys an aspect of characters’ and the narrator’s disposition,

11
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perspective and psychological state, is flattened to the degree that meaning is
within reach but a significant characterization of locutionary act has been glossed
over to the point of losing its illocutionary force in translation.

3. Voicing the Southern Black Dialect

Faulkner’s representations of black characters’ dialect are marked and
distanced from the white characters. The black dialect is represented through
lexical, morphosynactic and phonological means. The more pronounced use of
black dialect appears in the last section where the black characters’ speeches, as
Maattd Simo K. notes, “come alive mainly in direct speech laying emphasis on the
peculiar features of their language use” (325). In what follow, I will analyze how
certain dialectal markers that pertain to three black characters, Luster, Dilsey and
Reverend Shegog, are dealt with by the translation into Chinese.

Luster’s speech is presented mostly in morphosyntactic and phonological
means. In example (6), dialectal features consists of the negative verb aint, eye
dialectal rendering les, redundancy of subject them niggers, use of done without
has or have to denote an event has ended. The translation renders these dialectal
features by mostly their semantic means:

Example (6) Luster

Faulkner “Come on.” Luster said. “We done looked there. They aint no
more coming right now. Les go down to the branch and find that
quarter before them niggers finds it.” (p.3-4)

Li Deng-sin T okew | gdrdrelig (PRGN P KT o B E
EBPITE R BAPT I RE AR BPH I AP
FRACEURLS I ke o (p.19-20)

Li Wun-jyun “SEokmF. " Srksl. " AL T . ABAT— %)
MRS LR . AT BN AL 238, PRt 2 A0S 2
NFREET .7

(p-4)

In the fourth part, example (7) shows Luster’s dialectal features that consists
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of Faulknerian eye dialectal spelling (dat, whut, sont, outen, de, dis mawnin),
non-standard contraction (ev’y for ever), omission of copula be, and change in
vowel quality (gwine for going). Both translators render these dialectal features
by standard lexical means:

Example (7) Luster

Faulkner Then Ben wailed again, hopeless and prolonged. It was nothing.
Just sound. It might have been all time and injustice and sorrow
become vocal for an instant by a conjunction of planets.

“Listen at him,” Luster said. “He been gwine on dat way ev’y
since you sont us outen de house. | don’t know whut got in to

him dis mawnin.” (288).

LiDeng-sin |13 F* Re' ¥ RY a5t o o7 FiFen X AEF - @7
fe AR A RBEEGd N FE NS E A ARIRFA 2T E

TRFLE o AT TP AP S S g @
- BN AABEER LR ERRE - (334)

Li Wun-jyun | iIXIHEIE OSSR 1, 48, A 5E. et 4
WA, B —F o XA Z AR T e B LK
FUFAET 2, UL TATEN 2 G TE —RAEFZ T .
CURUTARIE, T BRI, ANERIYBRATT SR At R — B R IX
B. BAHBMSILE ERT THEREAR. " (286)

Both translators have not attempted to capture Luster’s dialectal speeches in the
Chinese version. Moreover, as the last section is narrated by an outside narrator
who uses refined language, both translators are not attentive to stylistic difference
between the narrator’s normative speech and Luster’s dialectal speech.

Dilsey’s dialectal speech is also presented in unorthodox morphosyntactic
means. In example (8), the dialectal features consists of verb disagreement with
its subject in person (I is), changes in vowel quality (g’awn for going), and eye

13
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dialectal rendering (hit, ez, git - dar, en). Both translations do not render Dilsey’s

speech dialectally:

Example (8) Dilsey

Faulkner “All right,” Dilsey said. “All right, here I is. I’ll fill hit soon ez
I git some hot water.” She gathered up her skirts and mounted the
stairs, wholly blotting the gray light. “Put hit down dar en g’awn
back to bed.” (p. 267)

Li Deng-sin Cagens | fsizm o rﬁ?m’f\)r’m_s.s% A — 4 P& ki
o WA I 2P B RELT o IRR
Farp bR L o (p313)

Li Wun-jyun AT T OEURPEE, AT, BORT . —F T HUKRELEE
B 7 IR T LR, WU R B RIS AR S SR D
e 7. EROKEBAEMR )L, BIEEE. " (p.267)

Throughout the novel, Faulkner controls the representation of blackness by
way of faithfully transcribing the dialect as spoken, and in his representation of
black speech there is dialect variability. What’s worth noting is Faulkner’s
representation of Reverend Shegog who practices the art of signifyin(g) and
establishes himself as a trickster figure in the last section of the novel. Henry
Louis Gates, Jr. explains that this African-American rhetorical device means
“through the manipulation of these classic black figures of Signification — the black
person to move freely between two discursive universes” (75). In terms of
linguistic masking, Reverend Shegog first commences his sermon mimicking
standard White English “I got the recollection and the blood of the Lamb!” and

then shifts his speech into the black vernacular:

Example (9) Reverend Shegog

Faulkner “Brethren and sisteren,” it said again. The preacher removed
his arm and he began to walk back and forth before the desk, his
hands clasped behind him, a merge figure, hunched over upon
itself like that of one long immured in striving with the
implacable earth, “1 _got the recollection and the blood of the
Lamb!” (p.294)

Li Deng-sin P im v v Jpdk > | EBL BBk o JefrimB LR B 4
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Ak F0a kv d Foua LAl BEF LMY A
EA-3 LR e A g o TN EEIREG
X chw BB | (p.341-42)

Li Wun-jyun ROUATT, WRURATT, T X SRR 1. A R
THRTEIHZ S RTEARE L, WNF BTG, AR BTN T
Al PR B AR BT 5 A il S F e b e 8~ 45
B BN, “RIERFHNNEEICAEL!

Example (10) Reverend Shegog
Faulkner “When de long, cold — Oh, I tells you, breddren, when de
long, cold . . . . I sees de light en I sees de word, po sinner! Dey

passed away in Egypt, de swingin chariots; de generations
passed away. Wus a rich man: whar he now, O breddren? Wus a
po man: whar he now, O sistuhn? Oh | tells you, ef you aint got
de milk en de dew of de old salvation when de long, cold years
rolls away!” (p.295)

Li Deng-sin Mg 7R £ g4 A B AR R IR
=) o AFRT R AFLTNE T Pk 4 0 7R
B g B R R PR - - Fd o EH A A
FE LA RRF QH LB A S E LV Bdpdk ?
R SO AR RAT S S SRR
BARET - X TT L PEYE

(p.342-43)
Li Wun-jyun B, IR S H—MR, WEFRAT, 54T, Bk
FEINS H FILE] T OEE, FILE] T #m, TR IGEAN

W o ABAIEER KL, AR RN S, —AUOAR
N 7o BRRTAE N, A=A, #8502 X155
N T4 XAEWRELE, GHARATR? FREVRIRAT, B, &4
M2 HRHEE 1, QAR T R i A= FUATH 2, AI0Rs dn g
et ™ (p.293)

In the novel, Reverend Shegog’s bidialectal utterances, using black and white
speech patterns in response to a communal space, attempt to repeat and conflate the
suffering of Jesus with that of the African-American congregation in the white
society. In the Chinese translations, both translators present these two speech
patterns in similar tenor. And while the linguistic shift is diminished, the
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subtleties of linguistic masking of blackness and the intensity of transformative
power of signifyin(g) act are leveled down.

The characterization of blackness intended in the novel by means of dialect is
marked by a lack of mediation on the part of the translators. The black vernacular
is adapted according to the norm of monolingual translation prevailed in the
receptor culture, and the translation of dialectal features appears to be transparent.
Apparently, the norm of written language and the convention of standard literary
dialect control the representation of blackness and specifically black speech.
Such a rendering inevitably produces an impression that the black and white
characters speak in a similar fashion and dwells in the same linguistic realms.
The characters’ different social standings and ethnic identities are not as strongly
defined as they are in the source text. Faulkner’s heteroglossic narrative that
allows glimpses into various characters’ consciousness is glossed over by a
monolingual, translatorial voice.

4. ldeology of Monolingualism in Rendering of Literary Heteroglossia

As the black dialect sounds significantly different from southern dialect, they
appear different when spoken and written. The challenge for the translator
consists of transcribing these dialects while connoting variation within different
characters’ speech style in order to reinforce the narrative focus ideologically
constructed in Faulkner’s novel. Of the two translations under discussion here,
both translators of Faulkner’s The Sound and the Fury did not explore the way in
which the target language can be stretched to maintain polyphonic structure and
heteroglossic expressions. In their translation practice, both translators who
conform to dominant linguistic convention employ Mandarin and Putonghua. The
two varieties contain different written forms and expressions, some linked with
Taiwan and others with China. Considering the complexity of the narrative style
in the source language and the southern cultural context unfamiliar to the target
readership, both translators keep the underlying meaning intact at the expense of
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the invisibility of author’s use of the southern idiolect and the black vernacular.
Such an intervention reveals an ideology of monolingualism which inevitably
limits the representation of literary heteroglossia and identity construction in
multicultural societies.

Consequently, the translation of lexical items, phrases and passages into
equivalent meanings makes cultural immersion rather more difficult. As Karl
Simms points out, “it does not allow the recipient to find the message for herself
from an immersion in the medium of the source culture; indeed, the recipient has to
take the translator’s word for it that the message conveyed is the ‘true’ one” (9).
To Simm, making the dialectal voices and the underlying thought visible by way of
literal translation seems more educative. He contends that although the target
readers are unaware of the source language and its cultural context, they may
construe something from the correspondence between the lexical items and surface
grammatical structures of each text made plain by the translator who intends to
remain the author’s original stylistic intention intact.  Nevertheless, when
translating Faulkner’s stylistic choice of dialect as narrative voice, most translators
are in favor of disseminating the equivalent meanings of the message rather than
preserve literality to entail similitude. It is inevitable that polyphonic structure in
The Sound and the Fury as a significant pattern to mobilize the voice of a specific
other becomes monolingual in the Chinese translations due to the fact that the
representation of polyglossia by way of substandard variety is abnormal as it is
brought to the target readers for whom such features create unfamiliarity in their
own sociolinguistic environment.

In addition, monoglossia prevailed as a norm in the practice of literary
translation raises questions of how to transfer heteroglossic elements and cultural
dynamics that particular usages of linguistic form convey in translated literary
prose. Is there a Chinese semiotic equivalent for the specific Faulknerian dialectal
voice? The answer is, probably, no. Even if the translation is a perfect mapping
of the source and target language, the meanings generated in the symmetrical
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version would be very different. As Jan Blommaert notes, the problem is that
particular speech varieties “cannot be rendered in a similarly sociologically
meaningful variety in a target language” (173). In other words, the
communicative purpose of translation between two culturally variant languages can
be hindered unless the parallel transfer of cultural and linguistic ideologies is
intentionally sought as the purpose of translation. Moreover, finding semiotic
equivalent tends to “overplays linguistic differences” and endorses
heterolingualism in which “multiple languages occur in “pure’ or ‘hybrid” form”
(Blommaert 172). Blommaert thus proposes that “heterolingualism pertains to
voices, not to languages. And such voices may be organized within ‘one
language’ . . . yet be recognizable and socio-politically salient as different voices”
(173). When searching for ways of representing heteroglossic elements in the
field of literary translation, translator may focus on reiterating the transition of
ideologically loaded voices by way of “carefully constructing particular voices for
others” (174).

Finding a translation model prone to be potent with the ideological
embeddings seems like an essential solution in terms of constructing the transition
of ideologically loaded voices. Within the monolingual context, it is not, however,
an easy task to maintain the cultural and ideological load of the source text. The
construction of ideologically loaded voices in the monolingual translation requires
acute sensitivity towards the ideological subtleties of the source text and careful
interpretative labor. When the voice of this special other is translated from one
language to another, translators face with two main tasks: to unveil the concealed
ideology embedded in literary heteroglossia and to mediate the ideological
variation by way of making interpretation. While a particular ideological value
embedded in the source text remains paramount for the translator’s interpretation, it
is often accompanied by language shifts and even ideological shifts, especially
when the ideology is identified and intended differently from that of the original
author. In this respect, the process of interpretation cannot be totally free of
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ideology. The monoglossic discourse refracted in translation is never neutral as
the heteroglossic elements are differently interpreted for the specific community

Users.

5. Conclusion

This paper illustrates the ideological consequences of monolingual translation
of dialectal variants in The Sound and the Fury. Reflecting on monolingualism of
translation language by means of critical discourse analysis has a critical import
because it reveals how a norm of monolingualism shared collectively by most of
the translators affects the choice of translation language made in the practice of
translation. Since the lexico-grammatical realization of ideology is to vary in
different languages, translation has a tendency to naturalize and domesticate the
foreign texts to as great a degree as possible. The novel’s ideologically motivated
polyphonic structure and dialectal variation is obliterated in the translation where

priority is given to content over form.

It is crucial for translators to be aware of the potential ideological significance
of literary heteroglossia in which polyphonic structure is emphasized. The
question of how to translate particular usage of literary heteroglossia and its
sociocultural dimension of meaning, how polyglossic utterances and its ideological
function can be rendered to project appropriately into another text, becomes
fundamental in the practice of translation. As the problem of producing
heteroglossic effect is often seen from the linguistic frame and can be overcome by
equivalence, this view overlooks the fact that part of the heteroglossic utterances,
especially the dialectal features may remain untranslated in the target culture where
the norm of monolingualism prevails.  Moreover, the artificial effect of
monolingual translation creates stability in voice rather than particular voices for
others. Due to a limited range of communicative choices to accommodate literary
heteroglossia in equivalent ways, the major problem faced is how the polyphonic
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structure can be reconstructed from one language to another. It is suggested that
the representation of literary heteroglossia should be rendered ideologically rather
than linguistically.  In doing so the particular expressive, aesthetic and
socialcultural functions of literary heteroglossia can be made visible in a particular

target context by means of a discursive translation practice.
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