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Abstract 

Angela Carter (1940—1992) is one of the most widely studied postmodern writers, 

renowned for her subversive fairy-tale rewritings and feminist literature. This thesis 

offers a comparative analysis of Carter’s The Bloody Chamber and Other Stories (1979) 

and 严韵 [Yen Yun]’s Chinese translation (2019), investigating how the translator 

creatively participates in the narrative reconstruction of literary works at the 

narratological level. To approach this aim, the thesis is organised around the following 

three major research questions: how the translator’s creativity is manifested and 

negotiated at the narratological level; what contextual factors—social, cultural, and 

institutional—enable or constrain the translator’s role as a creative agent in narrating 

the stories; and what practices and strategies are effective in translating fairy tales. 

By addressing these research questions, this thesis is the first to introduce the 

concept of “narratological creativity in translation”, defined as “patterned and 

generative translation shifts (or changes) that stem from the translator’s internal 

attentiveness and effectively fulfil narratological functions”. This form of creativity is 

understood through the original translation criticism developed in the four case studies 

(Chapters Three to Six), which collectively analyse Yen’s approach across all ten stories 

in The Bloody Chamber and Other Stories. These studies focus respectively on 

nonhuman characters, feminist characterisation, sex-related events, and violent 

domestic space. To address the second question, Chapter Two investigates the 

publishing context and Yen’s multiple identities as a translator, poet, and feminist, 

outlining the social, cultural, and institutional factors that shape her creative agency. 

Following the comparative analysis, the concluding chapter synthesises the findings to 

argue that narratological elements are a fundamental and relevant influence in the 

translation of fairy tales. 
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Introduction 

This thesis compares Angela Carter’s fairy tale rewritings in The Bloody Chamber and 

Other Stories (1979) with Yen Yun’s Chinese translation (2019).1 The aim is to generate 

new knowledge of how the translator creatively engages in rewriting literary stories at the 

narratological level. To approach this aim, the thesis is organised around the following 

three major research questions:  

(1) How is the translator’s creativity manifested and negotiated at the narratological 

level? 

(2) How do contextual factors—social, cultural, and institutional—enable or constrain 

the translator’s role as a creative agent in narrating the stories? 

(3) How to understand the translator’s creative agency in the translation of 

narratological elements? 

To address these questions, the thesis will first offer a working definition of the 

concept “narratological creativity in translation” in Chapter One, followed by a 

background chapter on the translator, Yen. Chapters Three to Six will present case 

studies that compare the textual features of Carter’s ten fairy tale rewritings with their 

Chinese translations.2 Chapter Seven concludes the thesis by revisiting the three 

research questions and discussing its broader implications. It reveals that the 

translator’s narratological creativity is shaped by a dual dynamic: contextual factors, 

 

1 In this thesis, the short story collection The Bloody Chamber and Other Stories is also referred to as 

The Bloody Chamber (in italics), whereas “The Bloody Chamber” (in quotation marks) refers specifically to 

the individual short story within the collection. 
2 Chapter Three includes two stories: “The Tiger’s Bride” and “The Courtship of Mr Lyon”. Chapter Four 

analyses three Carter’s rewritings of “Little Red Riding Hood”. Chapter Five involves three stories: “The 

Snow Child”, “The Erl-King”, and “Puss-in-Boots”. Chapter Six analyses “The Bloody Chamber” and “The 

Lady of the House of Love”. 
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such as cultural and poetic influences, and intratextual narrative structures inherent in 

the source text.  

The following sections of this introductory chapter provide contextual background on 

Carter and The Bloody Chamber, an overview of the translation history of the collection 

into various languages, a description of the research methods, and a brief outline of 

each chapter.   

Background into Carter’s Life 

Angela Carter (1940—1992) wrote nine novels and forty-two short stories, along with a 

wide range of literary works including translation, poetry, drama, and children’s books. 

She also developed her feminist thought in theoretical writings, which deeply 

complicate her fiction writings.3 Her fascinating writing style and profound theoretical 

insights have earned her enduring popularity in academic circles, arguably surpassing 

her recognition among common readers. Interest in her work continues to grow each 

year, with the evidence of two most recent edited volumes published in 2025 (Gamble 

and Watz, 2025a; Gamble and Watz, 2025b), further mapping the landscape of studies 

on Carter. Including these two new contributions, scholars have examined her work 

from various perspectives: its rich intertextuality (Munford, 2006; Gamble and Watz, 

2025a), feminist implications (Sage, 1994; Bristow and Broughton, [1997] 2014; Lau, 

2014; Dimovitz, 2016; Watz, 2017), literary roots in fairy tales and Gothic genre (Roemer 

and Bacchilega, 2001; Munford, 2015), and the multidisciplinary nature of her art 

 

3 The Sadeian Women and the Ideology of Pornography (1979) is Carter’s theoretical monograph 

presenting her feminist perspectives. She bases her discussions on the Marquis de Sade’s controversial 

novels, which involve violent pornography. Carter argues that female sexuality and agency can be 

reclaimed through subversive and pornographic narratives, which forms the theoretical basis for much of 

her fiction, including the source text examined in this thesis. 
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(Mulvey-Roberts, 2020). Although Carter’s own works have been extensively studied, 

comparatively little scholarly attention has been paid to the translations of her writings. 

Yet these translations grant her work an “afterlife” in a completely new time and space 

within the Chinese context. What makes the study of Carter’s translations particularly 

compelling is that it echoes with the idea that her creative writing was itself shaped and 

influenced by her translation practices of fairy tales (Dutheil de la Rochère, 2013) —a 

key inspiration for this thesis. Hence this thesis addresses the gap by focusing on how 

the Chinese translations of Carter’s fiction engage with and extend the multiple layers of 

meaning in her work. It explores how the translator, Yen, reflects a creative impulse 

through translation and contributes to the evolving afterlife of Carter’s works in the 

Chinese readership. In this way, this thesis joins the ongoing conversation around the 

rewriting of Carter’s (re)writings (Gamble and Watz, 2025b). 

Carter began her writing career during the rise of second-wave feminism, which 

spanned from the early 1960s through the 1970s (Molony and Nelson, 2017, p. 2). 

However, she is never a follower, but a pioneer. Her work anticipated one of the central 

concerns of third-wave feminism, emerging in the 1990s—namely, the debate over 

pornography is liberatory or oppressive for women (Bristow and Broughton, [1997] 2014, 

p. 2). Carter advocates for the former view, a stance that is evident across the diverse 

genres of her work, including her adaptations of fairy tales. In The Bloody Chamber and 

Other Stories (1979), Carter reimagines classical fairy tales such as “Beauty and the 

Beast”, exploring subversive narratives of female sexuality and pornography within 

gender dynamics. To this day, the collection remains “one of the most enchanting— and 

one of the most bewildering and provocative— collections of retold fairy tales” (Lau, 

2014, p. 2). In one rewriting of “Beauty of the Beast”, for example, Carter’s Beauty does 

not fall in love with the Beast for his kindness or innate humanity, but rather for his wild 

animal nature, which symbolises raw sexuality. As a result, Beauty does not restore the 

Beast’s human form; instead, she transforms into an animal herself, abandoning the 

constraints and hypocrisies of human society in favour of instinct and natural animal 

desire. Many classic tales are intensively reimagined through Carter’s bold and 



13 

subversive imagination, including “Little Red Riding Hood”, “Snow White”, “Puss in 

Boots”, “The Erl-King”, “Bluebeard”, “Cinderella”, and Gothic vampire traditions. These 

rewritings serve as the source texts for this PhD research. 

 Carter rewrote these classic tales after her translation practices of them, prompting 

critical discussions on intertextuality and the relationship between translation and 

creativity. In 1977, Carter was commissioned by the publisher Victor Gollancz to 

produce a new English translation of Charles Perrault’s Histoires ou contes du temps 

passé, avec des Moralités (1697). Several tales from this translation, The Fairy Tales of 

Charles Perrault (1977), inspired Carter’s subsequent creative reimaginings, including 

“Little Red Riding-Hood”, “Blue Beard”, “The Master Cat; Or, Puss in Boots”, and 

“Cinderilla; Or, The Little Glass Slipper”. Two years after the translation, Carter reworked 

these tales, along with other narratives from European fairy tale traditions, into her 

adult-oriented versions in The Bloody Chamber and Other Stories. This translation 

project offered Carter the opportunity to reformulate the seventeenth-century 

imaginations for young readers in the twentieth century. During the translation, Carter 

“discovered the historical thickness, textual density, and dual mode of address (children 

and adults) of Perrault’s deceptively simple tales”, which could not be fully conveyed 

through translation alone (Dutheil de la Rochère, 2013, p. 3). In response, Carter’s 

rewritings complicate these tales by unveiling the unsettled sexualities embedded 

within their repeatedly retold structures. Tracing Carter’s trajectory from translation to 

creative writing, Martine Hennard Dutheil de la Rochère concludes that Carter’s work 

“derived its energy from the translation, transposition, hybridization, and transformation 

of ideas, languages, texts, words and images as material for new creation and food for 

thought” (2013, p. 301). Building on this insight, the current thesis prolongs the journey 

by investigating how the further translations of Carter’s tales fulfil or engage in Carter’s 

trajectory, and how the long-repeated narratives of fairy tales reproduce like seeds that 

grow anew in different cultural and linguistic soils. 
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Translations of The Bloody Chamber 

The Bloody Chamber began to be translated into European languages toward the end of 

the twentieth century. The earliest translation appeared in German in 1982 under the 

title of Blaubarts Zimmer: Märchen aus der Zwischenwelt [Bluebeard’s Room: Fairy 

Tales from the Intermediate World], translated by Sybil Gräfin Schönfeldt (1927—2022). 

This may be attributed to Carter’s familiarity with the German language, as reflected in 

her rewritings of German fairy tales within the collection, such as “The Erl-King” and 

“Snow White”. Three years later, it was reissued with a revised subtitle, Märchen für 

Erwachsene [Fairy Tales for Adults] (1985), highlighting the subversive nature of the 

stories. The Italian version, La camera di sangue [The Bloody Chamber], translated by 

Barbara Lanati (1943—), was published in 1984. Then in 1985, the book travelled to 

French under the title of La compagnie des loups et autres Nouvelles [The Company of 

Wolves and Other Stories], translated by Jacqueline Huet (birth year unknown). During 

the 1990s, the collection was translated into more European languages, including the 

Spanish version (La Camara Sangrienta: y otros cuentos [The Bloody Chamber: and 

Other Stories], 1991), and the Portuguese version (O quarto dos horrors [The Room of 

Horrors], also 1991). Notably, all these translators are women, including Matilde Horne 

(1914—2008) for Spanish, and Maria Adélia Silva Melo (birth year unknown) for 

Portuguese. This pattern suggests that female translators have played a crucial role in 

disseminating Carter’s feminist rewritings across languages and cultures. Most of the 

European translations of The Bloody Chamber were completed before Carter’s death in 

1992. This results not only from the linguistic proximity between English and other 

European languages, but also from the cultural familiarity of European readers with the 

source material, as Carter rewrites fairy tales of European origin. 

Compared to the European translations, Asian translations of the collection are 

relatively scarce, with only a Japanese version (1992), two Chinese editions (2005 and 

2012), and a Korean version (2010). The earliest Asian translation appeared in 1992 in 

Japanese. This version was translated by a male translator, 富士川義之 [Fujikawa 



15 

Yoshiyuku] (1938—), and titled 血染めの部屋: 大人のための幻想童話 [The Bloodstained 

Room: A Fantasy Fairy Tale for Adults] (1992). Given that Carter lived in Japan between 

1969 and 1971 and again in 1974 (Japan Culture Institute, 1975, p. 202), it is unsurprising 

that her stories gained early familiarity and popularity in Japan. In contrast, the Chinese 

version did not appear until thirteen years later. As will be further discussed in Chapter 

Two, this delayed response was a result of the institutional neglect of Carter’s work by 

Chinese publishers. The eventual publication of the Chinese translation was primarily 

driven by the subjective interest and initiative of the translator. In 2005, the first Chinese 

translation of the book, produced by 严韵 [Yen Yun] (1972—), was published by 行人出

版社 [Flâneur Culture Lab] in Taiwan under the title 染血之室与其他故事 [The 

Bloodstained Room and Other Stories]. This version was written in traditional Chinese 

characters, the official script in Taiwan and the standard writing system in mainland 

China before the 1950s. Later in 2012,南京大学出版社 [Nanjing University Press] in 

mainland China edited Yen’s translation into simplified Chinese characters and 

published it with minimal alterations to the content. Compared with other translated 

titles, Yen’s version remains close to Carter’s original, yet the phrase “染血 [ranxue, 

bloodstained]” appears to echo the Japanese use of “血染 [xueran, blood-stain]” while 

adapting it into a more natural word order in Chinese. Although this thesis does not 

undertake a comparative study of the Chinese version with other translations, this 

similarity in titling suggests how it evolves and is shaped by intertextual influences. 

Further evidence of such intertextuality will be investigated in Chapters Three to Six, 

along with textual analysis. In addition, the relatively late introduction of the book into 

the Chinese language prompts the question of why it was translated in 2005. This issue 

is explored in Chapter Two through an interview with the translator and other contextual 

materials.  

Different translators and publishers tend to highlight particular aspects of the book, 

as The Bloody Chamber is rich in multiple layers of meaning, including in its engagement 

with fairy tale rewriting and feminist perspectives. Focusing on the Asian context, the 



16 

Japanese version of the book appears to reflect the translator’s familiarity with fairy 

tales.  Fujikawa emphasised the nature of the collection as a “fantasy fairy tale”, as 

reflected in the book’s title. Besides, before he translated it in 1992, he had previously 

translated Oscar Wild’s The Happy Prince and Other Tales in 1978, suggesting his 

experience and interest in translating tales. In contrast, Yen’s translation of the book is 

more derived from her broader interest in Carter herself, as four of her forty-one 

published translations are Carter’s works. All four were issued by the publisher Flâneur 

Culture Lab, which has translated most of Carter’s literary writings into traditional 

Chinese scripts. However, the press has not translated Carter’s major theoretical 

monography The Sadeian Women and the Ideology of Pornography, indicating a stronger 

focus on Carter’s fiction rather than her feminist theory. Similarly, The Sadeian Women 

has also not been translated into Japanese either, suggesting a relatively conservative 

stance among publishers in Japan and Taiwan districts regarding the open expression of 

feminist perspectives. Nonetheless, this situation changes in mainland China. Since 

2009, 南京大学出版社 [Nanjing University Press] has reissued Yen’s translations in 

simplified Chinese,4 thereby introducing Carter’s literary fiction to a broader readership.5 

Moreover, the press also published a Chinese translation of The Sadeian Women in 

2021, indicating “编辑对女性议题的关注乃至偏爱 [editors' heightened attention to, and 

even preference for, women's issues]” (The Paper, 2023).  The simplified Chinese 

version of The Bloody Chamber, translated by Yen and published by Nanjing University 

Press in 2012, serves as the target text of this thesis due to its recency and wide 

circulation, which will be further elaborated in Chapter Two. 

 

4 In 2009, Nanjing University Press published Yen’s translation of The Passion of New Eve in simplified 

Chinese, marking the first appearance of Angela Carter’s work in simplified Chinese in mainland China. 
5 Please see Chapter Two for a detailed discussion of this trajectory. 
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Overall, there are four editions of Chinese translations of The Bloody Chamber. The 

first version was translated into traditional Chinese by Yen and published by Flâneur 

Culture Lab in 2005 (Fig. 1.). In this edition, The Bloody Chamber was included as one of 

the five volumes sold together under the title 焚舟纪 [Burning Your Boats]. This set of 

books comprises all forty-two of Carter’s short stories. The other volumes in the set are: 

烟火 [Fireworks] (originally published in 1974), 黑色维纳斯 [Black Venus] (1985), 美国鬼

魂与旧世界奇观 [American Ghosts and Old World Wonders] (1993), and a 别册 

[supplementary volume] containing selected standalone stories and appendices. The 

second version was republished by Flâneur Culture Lab in 2011, with the same content 

and design (Fig. 1.). The box set features deeper and dimmer tones, evoking the antiquity 

of traditional fairy tales while also alluding to the theme of transformation in classical 

Chinese folklore. For instance, in the eighteenth-century story“画皮 [Painted Skin]”,6 a 

ghost’s body “化作浓烟 [transforms into thick smoke]” after killed by a monk (Pu, 2002, 

p. 34). Similarly, in 西游记 [Journey to the West],7 when a pine tree spirit captured Tang 

Monk to hinder the Journey and “化作一阵阴风 [transforms into a gust of gloomy wind]” 

(Wu, 2022, p. 393). In these classical tales, the transformation into smoke or wind 

symbolises the metamorphic ability of non-human entities. The image of smoke on the 

book cover, representing an intermediate state between concrete form and illusory void, 

thus reinterprets the theme of transformation in Carter’s stories through the lens of 

classical Chinese symbolism. 

 

6 “Painted Skin” is a classic Chinese ghost story from Pu Songling’s “Strange Tales from a Chinese 

Studio”. It tells the tale of a demon who wears painted human skins to disguise itself, preying on humans 

by stealing their hearts for energy. 
7 “Journey to the West”, a Chinese novel by Wu Cheng’en written in the sixteenth century, is celebrated 

as one of the Four Great Classical Novels in Chinese. In the story, Tang Monk Xuanzang and his disciples, 

most notably the legendary Monkey King Sun Wukong, go on a journey west to obtain Buddhist scriptures. 

During the quest, they are constantly hindered by demons and trials that they must collectively overcome. 
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Fig. 1. Cover of book 焚舟纪 [Burning Your Boats], first and second editions. From 焚舟纪, by 

Angela Carter, translated by 严韵 [Yen Yun], Flâneur Culture Lab, 2005 and 2011. 

https://product.dangdang.com/23243240.html?ref=book-5937-3031_8-28190-5. 

The third version was published by Nanjing University Press in 2012 in simplified Chinese 

characters (Fig. 2.). This version followed a similar structure to the Flâneur editions, 

including The Bloody Chamber as one volume in a set also titled Burning Your Boats. The 

cover design, however, differs from the earlier modern and abstract style. Instead, it 

adopts a classical aesthetic, imitating the texture of cloth-grain covers. The abstract 

imagery of floating smoke, featured in previous designs, has been replaced by a small 

figure leaning against the corner of the cover—a visual representation of the subversive 

nature of Carter's characters. This new design changes the emphasis from abstract 

theme to concrete narrative by incorporating a recognisable character, moving away 

from the prior focus on transformation. Consequently, the third version’s more figurative 

approach is likely to appeal more directly to readers drawn to character-driven stories. 

However, the texture of the cloth box cover, along with the arrangement of the five small 

https://product.dangdang.com/23243240.html?ref=book-5937-3031_8-28190-5
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books inside, evokes the tradition of selling traditional Chinese books in boxed sets (see 

Fig. 3., which shows a thread-bound edition of 聊斋志异 [Strange Tales from a Chinese 

Studio] published in 1980). 

 

 

Fig. 2. Cover of the book 焚舟纪 [Burning Your Boats], third edition. From 焚舟纪, by Angela Carter, 

translated by 严韵 [Yen Yun], Nanjing University Press, 2012. 

https://item.jd.com/10163861559618.html. 

 

https://item.jd.com/10163861559618.html
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Fig. 3. Thread-bound design of 聊斋志异 [Strange Tales from a Chinese Studio]. From  聊斋志异, 

by 蒲松龄 [Pu, Songling], 齐鲁书社 [Qilu Book Shop], 1980.  

https://book.kongfz.com/151391/7870776586. 

 

The fourth version, published in 2019 by Nanjing University Press, no longer presents the 

stories as five separate volumes. Instead, all the short stories are compiled into one 

comprehensive edition, also titled Burning Your Boats, with The Bloody Chamber 

comprising one of its five sections (Fig. 4.). The cover design is dominated by dark red 

tones with black bars, implying the “bloody chamber” or a prison cell. The central image 

depicts the lower half of a figure wearing a dress, creating a disturbing visual impression 

of a beheaded woman. As the most recent and widely circulated edition, this 2019 

version is used as the target text in this thesis. The characters are clothed in opulent 

Baroque-style garments—a design that diverges further from Chinese symbolic and 

book design traditions to embrace a foreignised aesthetic. The evolution of the cover 

https://book.kongfz.com/151391/7870776586
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designs shows a growing interest in Carter’s subversive spirit and less effort to present 

the work as a classical Chinese folktale. 

 

Fig. 4. Cover of book 焚舟纪 [Burning Your Boats], fourth edition. From 焚舟纪, by Angela Carter, 

translated by 严韵 [Yen Yun], Nanjing University Press, 2019. Photography by Chai n’ Brie, 

https://www.douban.com/group/topic/243849485/?_i=2763573RQxmB74. 

 

Research on the translations of The Bloody Camber remains limited. One noteworthy 

study compares the Italian and French versions of the collection (Bianchi and Nannoni, 

2011), concluding that both translations are influenced by the intertextuality of film 

adaptations and by their respective literary traditions. Their method involves comparing 

micro-narrative elements, such as how the French version translates the term 

“chamber” as “cabinet” (Bianchi and Nannoni, 2011, p. 60). This narratological close 

reading effectively highlights the translator’s nuanced engagement with the text, and a 

https://www.douban.com/group/topic/243849485/?_i=2763573RQxmB74
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similar approach is adopted in this thesis. However, unlike Diana Bianchi and Catia 

Nannoni’s emphasis on external cultural and literary influences, this thesis focuses 

more on the translator’s creative role and agency in negotiating and incorporating such 

influences. Accordingly, the analysis investigates narratological evidence to generate 

new knowledge on how the translator’s creativity is enacted under the influence of 

literary and cultural traditions. Since no research to date has examined the Chinese 

translation of the book, this study contributes a new Chinse perspective on Carter’s 

work and on translational creativity more broadly. 

Research Methods 

To address its research questions, this thesis adopts a combination of methods, 

including comparative textual analysis, contextual analysis, paratextual analysis, and 

interviews. These diverse approaches are integrated to explore the concept of 

“narratological creativity”, a new term developed in this research. This concept draws 

on insights from cognitive studies, translation studies, and narratological theory to 

define both the textual manifestations and personal dimensions of creativity at the 

narratological level, as will be elaborated in Chapter One. 

The narratological elements in The Bloody Chamber are the main focus of this thesis, 

primarily due to its nature as a rewriting of classic fairy tales. Fairy tales have long been 

recognised for their structured and repetitive narrative forms, as noted by structuralist 

theorists such as Vladimir Propp (1968), Tzvetan Todorov (1975), and Jack Zipes (1979). 

However, Carter, as a postmodernist writer, seeks to “use postmodern strategies in 

order to critique and subvert the Enlightenment metanarrative” that implies the 

“universality of male experience” (Nicol, 2012, p. 142). In this sense, the highly 

structured forms of fairy tales are not merely literary conventions, but socially and 

culturally conditioned patterns that have reflected male-dominated perspectives for 

centuries. Hence for Carter, these repetitive narrative motifs are not standards to be 

followed, but rather male-centred metanarratives to be challenged and reimagined. As 
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she asserts, narrative becomes “an argument stated in fictional terms” (Carter, 1993, p. 

2). To understand and evaluate Carter’s “argument” represented in the translation, this 

thesis proposes that narratological elements offer micro-level evidence of her critique, 

particularly from a feminist stance. Therefore, the narratological features of The Bloody 

Chamber are analysed in this thesis to identify subtle traces of Carter’s intervention, 

both in alignment with and in resistance to traditional fairy tale conventions. 

As a practice foregrounding Carter’s narrative “argument” in the form of fairy tale 

rewritings, this thesis specifically focuses on the translator’s creativity in rendering 

narratological elements,8 based on the recognition of the translator’s role as a creative 

agent, a role that has long been overlooked. In recent years, translation scholars have 

increasingly engaged with the concept of creativity, with Paschalis Nikolaou (2006) 

identifying a “creative turn” in the field of translation studies. Within the area of literary 

translation, particular attention has been paid to the translator’s creativity at the stylistic 

level (Boase-Beier, 2010) and the lexical level (Kenny, 2014). These textual indicators of 

creative engagement offer a renewed perspective on the translator as an active agent in 

literary production, rather than a mechanical transcriber. This thesis hence contributes 

to this growing body of research by pioneering an investigation into creativity at the 

narratological level, which area remains rather underexplored. Among the various 

features of literary translation, narratological engagement remains one of the least 

explored aspects attributed to the translator. Before Translation Studies emerged as an 

independent discipline, comparative literature scholars and literary critics frequently 

used translated texts as primary material for their analysis. While these scholars have 

long acknowledged the cultural, stylistic, and lexical differences between translations 

and their source texts, the narrative structures and elements have often been assumed 

 

8 The concept of “narratological creativity in translation” is defined in Chapter One as: patterned and 

generative translation shifts that stem from the translator’s internal attention and effectively fulfil 

narratological functions. 
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to remain unchanged. However, this thesis argues that the translator’s narratological 

engagement with the source text reflects their creative choices and strategic 

interventions. By highlighting this often-overlooked aspect, the research aims to shed 

light on the translator’s contribution to the cross-cultural transmission and evolution of 

literature.  

As defining the concept of narratological creativity enables this thesis to address the 

first research question, the second research question is explored through the 

application of the case study methodology. The analytical sections of this thesis are 

organised into four case studies, encompassing a total of ten short stories. Case study 

methodology refers to the investigation of a distinct unit of research situated within a 

specific context and real-life setting (Saldanha and O’Brien, 2014, p. 207). This approach 

facilitates the collection and interpretation of data within certain defined boundaries. In 

this thesis, those boundaries are determined by literary tradition, thematic focus, and 

narratological theory. For example, the first case study (Chapter Three) includes two 

stories that both rewrite the classic “Beauty and the Beast” tale, allowing for a 

comparative exploration of how similar narratives are reimagined through translation. In 

contrast, Chapter Five focuses on three stories that originate from distinct narrative 

traditions but share a common plot structure: a woman is possessed or controlled by a 

man, and this dynamic motif of power is ultimately disrupted or resolved through an act 

of death. In addition to providing boundaries for the analysis, case study methodology 

also enables a nuanced analysis of how contextual factors influence particular textual 

demonstrations of narratological creativity. For example, a change in the translation of a 

character trait compared to the source text can be analysed not only through linguistic 

comparison but also in relation to the cultural preferences and narrative conventions of 

the target context. In this way, the concept of narratological creativity in the translated 

texts is explored in relation to broader cultural and social dynamics, allowing for a 

deeper understanding of the influencers or motivations behind such creative decisions.  
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The contextual information in this thesis is drawn from a variety of sources. These 

include cultural traditions that frame specific conceptualisation, such as nostalgia; 

literary traditions associated with particular genre, such as Gothic fiction; and poetic 

conventions that influence stylistic and narratological norms, such as the narrative 

order in which space is depicted. Additional contextual materials include paratextual 

materials, such as prefaces and translator’s notes from both the source and target texts, 

alongside relevant literary criticism and scholarly studies, which shape the professional 

readership and reception of the works. Furthermore, the translator’s publications, 

including podcasts and blog posts, as well as a translator interview conducted by me, 

are also incorporated to provide insight into the translator’s decision-making processes, 

contextual influences, and creative engagement with the text. 

The interview was conducted online with the translator on 4 May 2025. The one-hour 

session took place via Zoom and was recorded with the interviewee’s consent. The 

interview was structured around four main topics: (1) the motivation behind the 

translation project of The Bloody Chamber; (2) the translator’s relationship with the 

publishers, Flâneur Culture Lab and Nanjing University Press; (3) the translator’s 

experience of creativity during the translation process; and (4) the translator’s creative 

writing practices, such as poetry writing after the translation. This interview offers a 

retrospective perspective on the translation process, allowing for an exploration of the 

translator’ creative engagement beyond the evidence from textual analysis. Additionally, 

it incorporates the translator’s personal reflections, which further complicate and enrich 

the understanding of the translator’s creative agency.  

Chapter Contents 

Structurally, this thesis consists of seven chapters. 

Chapter One establishes the theoretical framework for this research by reviewing 

literature on both the concept of “creativity” in cognitive science and the key elements 
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of narratology in literary studies. This leads to a working definition of narratological 

creativity in translation: patterned and generative “translation shifts”9 that stem from the 

translator’s internal attention and effectively fulfil narratological functions. The chapter 

also introduces the genre of fairy tales, highlighting their characteristic of being 

repeatedly rewritten, and explains the importance of considering the rewriting histories 

of Carter’s stories. Based on this literature review and the conceptualisation of 

narratological creativity, the subsequent chapters explore its manifestations through 

both textual and contextual evidence.    

Chapter Two inspects the translator and the publishing environment surrounding the 

translation, in order to understand the translator’s creative engagement beyond the 

textual level. It analyses the different versions of the translation and the various agents 

involved in the process, including publishers and editors, demonstrating how the 

broader translation and publication context supports the translator’s creative agency. 

The concept of “agents” employed in this thesis refers to the participatory individuals 

involved in the production of the translation, emphasising their roles in driving linguistic, 

literary, and cultural innovation and change (Milton and Bandia, 2009, p. 1). The chapter 

then explores the translator’s self-reflection on her involvement in the project, 

suggesting that her internal attentiveness and ambitious motivation enabled her to 

engage subjectively with the translation. The translator’s own articulation of her feminist 

perspective reveals a strong affinity with Carter’s feminist stance, which provides an 

explanatory foundation for the translation strategies discussed in the subsequent case 

 

9 This thesis employs the term “translation shifts” to denote changes in the translated text resulting 

from linguistic, cultural, or other contextual factors. A more detailed discussion of the scholarly 

foundations of this term is provided in Section “1.2.1 Originality”. Additionally, the thesis distinguishes 

between two specific types of such shifts: “linguistic shifts”, which refer to changes at the level of 

language structure and expression, and “narratological shifts”, which describe changes at the 

narratological level in the target text.  
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study chapters. Finally, this chapter adopts a paratextual approach by analysing the 

translator’s preface, notes, as well as a poem, showing how these paratexts further 

reflect the translator’s creative agency in translating the stories. This analysis of the 

translational context positions Yen as both a translator and a creative writer, mirroring 

Carter's own evolution from translator of Perrault to rewriter of fairy tales. This parallel 

creative development fosters an intellectual kinship that facilitates their shared identity 

as pioneering figures. 

Chapter Three is the first case study chapter, focusing on two short stories: “The 

Courtship of Mr Lyon” and “The Tiger’s Bride”. Both are rewritings of the classic fairy tale 

“Beauty and the Beast”. This chapter analyses two nonhuman characters in the stories, 

a lion and a tiger, who undergo identity transformations. It investigates how these animal 

figures are represented in translation, specifically analysing the depiction of their 

appellation, appearance, odour, sound, and actions. It explores how narratological 

creativity emerges in the micro-level of characterisation. The two nonhuman characters 

were selected to illustrate how transformation and the distinction between human and 

nonhuman characteristics are represented in the translation. In “The Courtship of Mr 

Lyon”, the lion character is transformed into a gentleman, with the help of true love 

saving him from his wild, animal status. In contrast, “The Tiger’s Bride” reverses this 

trajectory, as the tiger gradually sheds his human mask and embraces his animal nature.  

Yen’s translation emphasises the beastly qualities of the characters, particularly in 

scenes that highlight their wildness and strength, thereby intensifying the conflict 

between animalistic and human traits. 

Chapter Four investigates three short stories: “The Werewolf”, “The Company of 

Wolves”, and “Wolf-Alice”. These are rewritings of the classic fairy tale “Little Red Riding 

Hood”. This chapter focuses on the characterisation of wolf or werewolf figures, 

analysing the translation of depictions concerning their eyes, hair, and transformational 

actions. Unlike the previous chapter, which focused on two male nonhuman characters, 

this chapter expands the comparison to both human and animal characters, as well as 
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between men and women, exploring the gendered implications of power and 

embodiment. In “The Werewolf”, as in the traditional tale, the werewolf disguised as the 

grandmother is ultimately defeated by the girl and her helpers. In “The Company of 

Wolves”, the girl falls into love with the wolf who has taken her grandmother’s bed. In 

“Wolf-Alice”, the heroine is a human girl raised by wolves, rejected by human society, 

and eventually accepted by a reclusive Duke implied to be a werewolf. This chapter 

focuses on the translator’s engagement with the narratological element of character 

transformation, analysing the translation strategies used to depict the same character 

differently before and after their animalistic transformation. It also explores the distinct 

strategies employed in the representation of male and female characters. 

Chapter Five analyses three thematically linked but narratively unrelated stories: “The 

Snow Child”, “The Erl-King”, and “Puss-in-Boots”. Unlike the previous chapters, which 

focus on tales derived from a single fairy tale origin, these stories are connected through 

recurring motifs of possession, sexuality and death events. In “The Snow Child”, a girl 

materialises from the Count’s desires, but dies due to the Countess’s jealousy. 

Following her death, the Count engages in a disturbing sexual act with her lifeless body. 

In “The Erl-King”, the fairy king seduces the heroine into his forest and exerts sexual 

dominance over her. Upon discovering his intention to transform her into a bird, the 

heroine kills him and escapes her captivity. In “Puss-in-Boots”, the female protagonist is 

confined by her elderly husband, while the male protagonist falls in love with her and 

successfully initiates an affair. The lovers conspire to bring about the husband’s death 

and consummate their relationship beside his corpse. This case study reveals how the 

final scene of a story influences the preceding narrative in translation. It also 

investigates the translator’s strategies in rendering controversial scenes—such as those 

involving sex and death—highlighting how these choices narratologically realise 

underlying power dynamics within the stories. 

The final case study, Chapter Six, focuses on the last two stories in the collection: 

“The Bloody Chamber”, and “The Lady of the House of Love”. As suggested by their 
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titles, both narratives are constructed around spatial motifs: the chamber and the 

house. “The Bloody Chamber” is a rewriting of the classic tale “Bluebeard”. The 

chamber in Carter’s story is a hidden room in the male protagonist’s castle where he 

murders his wives. When the heroine discovers the room, she is threatened with the 

same fate, but is ultimately rescued by her mother, who kills the notorious Count. In 

“The Lady of the House of Love”, a female vampire inhabits an isolated house and kills 

passing male travellers. However, when she encounters a young man who accidentally 

tastes her blood, the vampire curse is dissolved, and she dies, no longer bound by her 

murdering destiny. Both stories are set in isolated Gothic castles, saturated with themes 

of horror, fear, and power. This chapter focuses on the narratological element of space, 

specifically interrogating how spatial narratives embedded with source culture 

implications are conveyed in the target culture through translation. 

Chapter Seven serves as the conclusion of the thesis. Drawing on the analysis and 

findings from the previous four case studies, it revisits the three central research 

questions. The chapter discusses the translator’s inevitable demonstration of creativity 

in the translation of The Bloody Chamber, revealing a negotiation between the 

translator’s ethical principles and the nature of literary translation. Furthermore, it 

explores how contextual factors influence the translation process, illustrating that the 

translator is an active agent constantly negotiating a range of elements, including 

poetics, linguistic choices, as well as literary and cultural traditions. Finally, the chapter 

offers an understanding of the translator’s role as a creative agent, and it provides 

suggestions for translation practice, highlighting how narratological creativity can be 

incorporated as a tool for improving literary translation. 

 

Identifying narratological creativity in relation to Yen’s translation of Carter facilitates 

a dialogue between the fields of translation studies and narratology, which have 

traditionally paid limited attention to one another. This interdisciplinary gap is addressed 
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through an investigation of how translation reshapes narratives across languages and 

cultures, and how narratological elements, in turn, influence the translator’s choices at 

the micro-level. The findings demonstrate that narrative structure and elements are not 

static but are subject to creative interpretation through translation. Moreover, this thesis 

contributes contextually by developing the notion of “narratological creativity”. Drawing 

on insights from cognitive science, this concept offers a new theoretical lens to 

understand creativity in both the process and product of literary translation. It provides a 

framework for identifying and evaluating the translator’s creative agency beyond lexical 

and stylistic levels. Thirdly, it provides critical perspective and interpretations of the 

Chinese translation of Angela Carter’s The Bloody Chamber. By focusing on Yen’s 

translational strategies within their specific socio-cultural and publishing contexts, the 

project does more than present a case study; it actively participates in the critical 

“afterlife” of Carter's texts. It provides a necessary Chinese-language perspective, 

challenging and expanding the critical traditions of Carter scholarship, which have 

predominantly been based on readings of her English texts. Hence it reframes our 

understanding of translational creativity in a Chinese context, demonstrating how the 

continuous reinterpretation of a translated text enriches not only the source material but 

also the target literary culture. Finally, the research contributes to the growing view of 

translation as a space of cultural negotiation and transformation, positioning the 

translator as a creative agent who enables intercultural communication. Through 

translation, literary texts are not simply transferred but reimagined, not diminished but 

rather are evolving in the process.  
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Chapter One: Defining Narratological Creativity in 
Translation of Fairy Tales 

Creativity has long been a central concern in the translation of literary works. In this 

area, most studies have concentrated either on the demonstration of translator’s 

creativity at the linguistic level or on broader cultural dimensions. However, 

narratological elements—such as characters, events, and spatial settings—remain 

underexplored in translation research, despite being integral to the structure of literary 

texts. To address this gap, this chapter lays the theoretical foundation for analysing 

narratological creativity in Yen Yun’s translations of Angela Carter’s fairy tale rewritings 

in The Bloody Chamber. It does so by reviewing academic discussions surrounding 

creativity in translation, cognitive, narratology, and fairy tale studies.  

The chapter begins by reviewing existing research on creativity in translation studies, 

with a focus on narrative texts. This review is organised around three main areas: the 

translation product, the translation process, and the translator. To broaden the scope of 

discussion, the chapter then introduces relevant definitions and theories of creativity 

from the field of cognitive studies. Building on these solid theoretical foundations, I 

propose a working definition of “narratological creativity in translation”, which is the 

central concept that underpins the analytical framework of this thesis.  

Following this, the chapter turns to a review of key scholarship on narratology and 

fairy tales, with particular attention to how Carter’s stories engage with these two literary 

domains. Narratology, as a discipline, examines the structural components of 

narratives, including characters, events, and space. It takes on a constructional 

perspective to analyse how these elements combine to shape meaning. In translation, 

even minor changes of narratological components can alter the cultural and ideological 

resonance of a story. By conceptualising translation shifts at the narratological level, 
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this thesis seeks to deepen our understanding of the translator’s creative agency within 

the broader process of storytelling.   

Finally, the chapter offers a theoretical reflection on the literary genre of the fairy tale, 

a form that has always been closely intertwined with practices of translation and 

rewriting. Situating fairy tale translation within the broader context of rewriting allows for 

a perspective to view translator as a creative rewriter, who actively contributes to the 

ongoing cultural afterlife of the tales in a new linguistic and cultural environment.  

This theoretical chapter lays the foundation for the analysis to be developed in the 

case study chapters of the thesis. The narratological framework directs attention to the 

specific narrative features that each case study explores: the first and second case 

study chapters investigate the narratological component of character; the third case 

study chapter focuses on events; and the final case study explores spatial narratives. 

The working definition of “narratological creativity in translation” provides the analytical 

lens through which translation shifts are identified and interpreted. Meanwhile, the 

theoretical understanding of fairy tale rewriting offers contextual grounding for the 

analysis, particularly in framing the translator’s creative role in the cultural repositioning 

and reimagining of Carter’s stories.  

1.1 “Creative Turn” in Translation Studies 

Before defining the concept of “narratological creativity”, this section offers a brief 

overview of how the notion of creativity has gained increasing critical attention in 

translation studies in recent years, and how this growing momentum informs my focus. 

Early discussions of creativity primarily framed the notion as a functional tool for 

problem-solving, particularly in addressing linguistic challenges and cultural 

constraints. However, following what has been described as the “creative turn” in 

translation studies (Nikolaou, 2006), scholars have increasingly recognised creativity not 

merely as a means of achieving translation equivalence, but as a space of freedom in 
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which translators exercise agency and engage in acts of self-expression. Recently, a 

2022 discussion titled “Translation and Creativity in the 21st Century” among leading 

scholars Ivana Hostová, Lawrence Venuti, Jan Pedersen, and Susan Bassnett further 

highlighted the growing importance of creativity in translation research. My thesis aligns 

with recent developments in translation studies by contributing to the evolving 

conceptualisation of creativity through an exploration of translator Yen’s agency in 

rendering Carter’s stories. At the same time, it builds upon earlier scholarship that 

approached translational creativity from linguistic and cultural perspectives, while 

extending the investigation to the narratological dimensions of The Bloody Chamber.  

From a linguistic perspective, translation has traditionally been viewed as a tool for 

bridging linguistic differences and conveying the message of the source text. Within this 

framework, creativity is encouraged only as a problem-solving strategy for addressing 

linguistic challenges, while excessive creative expression is often discouraged to 

prevent deviation from the source text. In this context, excessive creativity in translation 

risks being perceived as “unfaithful beauty”, or “les belles infidèles” in French (Mounin, 

1955), which critiques translations which prioritise stylistic elegance over equivalence to 

the original meaning. Within this tradition, the translator’s creative efforts are often 

undervalued, if not outright stigmatised. Jorge Luis Borges ([1959] 2004) observes that 

creativity is “a freedom denied to translators” (p. 45). Yen’s translation of The Bloody 

Chamber is such a work that fulfils the requirement of “equivalence” at levels of 

linguistics and expressive style. However, this thesis argues that Yen claims the long-

denied freedom in the narrow but significant space in which both equivalence and 

creativity can be simultaneously achieved: the space within narratological components. 

It focuses on translations that are faithful in some respects—such as at the syntactic, 

semantic, or communicative level—yet creative in their narratological construction. In 

doing so, this thesis explores a space of freedom often denied by the pursuit of linguistic 

equivalence but made possible by the interpretive and constructive nature of narrative.  
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The major theoretical turn in the field, the cultural turn (Bassnett and Lefevere, 1990), 

challenges the purely linguistic approach to translation by introducing broader social-

cultural considerations into Translation Studies. However, this perspective often 

positions the translator as being primarily subject to external forces, such as ideological 

constraints imposed by patrons or aesthetic constraints dictated by dominant poetics. 

Within this framework, translator creativity is frequently discussed in terms of either 

resistance to or compliance with these constraints (Beylard-Ozeroff, Králová, and 

Moser-Mercer, 1998; Boase-Beier and Holman, 1999). Inspired by and extending this 

framework, this thesis argues that creativity should not be understood solely as an act of 

resistance or subversion. Rather, it can also emerge as a natural extension of the 

narrative flow of the source text, as well as a meaningful integration of cultural 

resonance within the target context. This is particularly significant in the Chinese 

translation of The Bloody Chamber, given its subversive narrative structure, its 

familiarity to Chinese readers as a rewriting of fairy tales, and its foreignness in 

incorporating distinctly British and European cultural elements. 

As the translator’s inherent creativity has long been neglected, the need to recognise 

it have increasingly gained attention since 1990s. In 1993, Anthony Pym observed that 

translators are often expected to provide “external knowledge” which is objective and 

teachable information that grants target readers access to foreign texts. In contrast, 

translators’ “internal knowledge”, such as their emotional responses and cultural 

references, is typically not expected to be seen in the translation (Pym, 1993, p. 131). 

Moreover, incorporating such “internal knowledge” into a translation does not offer 

translators any immediate or obvious reward. However, the very presence of this 

unexpected extra effort reveals the translator’s subjectivity and creative agency. 

Building on this observation, scholars have begun to investigate and reflect on the role of 

translator creativity from 1995 onward (Robinson, 2016, p. 284). In 1995, Qianyuan Gui’s 

paper “Das Wesen des Übersetzens ist kreativ [The essence of translation is creative]” 

compares translation to artistic activities such as painting, both of which involve 

representations of creative processes. Other scholars in the 1990s explored translation 
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creativity through analysis of translation strategies (Nida, 1996; Ballard, 1997) and 

cognitive processes (Kussmaul, 1995; Uzawa, 1997). In the 1990s, translation scholars 

began to explore the translator’s creative role, as well as the translation strategies and 

processes involved in achieving creativity. However, this interest remained scattered 

and peripheral, lacking a systematic approach or a dedicated book-length study within 

translation studies.  

A significant effort to bring the study of translation creativity into the mainstream 

emerged with the 2006 publication of Translation and Creativity: Perspectives on 

Creative Writing and Translation Studies, which introduced the term “creative turn” 

(Nikolaou, 2006). Building on evolving understandings of creativity in cognitive studies 

and developing discussions on autobiographical texts, Paschalis Nikolaou proposes 

viewing translation as “secret spaces of selfwriting” (2006, p. 20). While this proposed 

turn has not been as widely recognised as the “cultural turn” or the “cognitive turn”, 

scholars continue to explore creativity in translation across various dimensions: creative 

strategies in the translation product (Kussmaul, 2000a; Kenny, 2001; Vintar, 2016); 

demonstrations of creative behaviours in the translation process (Fontanet, 2005; 

Kussmaul, 2000b; Rojo, Ferez, and Caro, 2021); and the translator’s subjectivity 

(Bassnett and Bush, 2006; Malmkjær, 2020). These efforts will be elaborated in the 

following sections to provide the foundation for defining “narratological creativity in 

translation”. This definition will, in turn, support the analysis of the case studies by 

facilitating the identification of the translator’s creative engagement at the 

narratological level in the translation of Carter’s stories.  

1.2 Creativity in Translation Product 

The notion of creativity in translation has been explored in at least three distinct senses. 

First, it refers to the textual manifestations of creativity within the target text. Second, it 

concerns the cognitive processes that lead to innovative translation choices. Third, it 

refers to the translator’s creative capacity or competence, often associated with their 
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role as a writer. This section assesses creativity as manifestations in the translation 

product, i.e., the completed target text. To establish criteria for identifying instances of 

creativity in the translation product, I draw on a widely cited definition of creativity 

proposed by Mark A. Runco and Garrett J. Jaeger (2012) in the Creativity Research 

Journal. Building on two centuries of scholarly contributions, they define creativity as 

requiring both “originality and effectiveness” (Runco and Jaeger, 2012, p. 92). 

Accordingly, this thesis evaluates creativity in translation by assessing the extent to 

which a translation of Carter’s work demonstrates both originality and effectiveness.   

1.2.1 Originality 

In creativity studies, originality is defined as “a certain stated uncommonness in the 

particular group being studied” (Barron, 1995, p. 478). This notion of “uncommonness” 

aligns with Margaret A. Boden’s concept of the “new” ([1990] 2004). Boden further 

distinguishes between two types of creativity: “psychological” creativity, which refers to 

ideas that are “new to the person who comes up with it”, and “historical” creativity, 

which involves ideas that emerge “for the first time in human history” (p. 2). Applying 

Boden’s conceptualisation to translation, it becomes clear why translation has 

traditionally been viewed as a non-creative act: translators are expected to convey 

meanings already present in the source text, thus requiring neither historical innovation 

nor original psychological input. However, this thesis argues that when the translation of 

narratological elements diverges from the source text in specific ways, the introduction 

of information not found in the source text demonstrates originality, and thus a potential 

form of creativity.  

The most comprehensive practical research that evaluates the exhibition of creativity 

in translation product is Dorothy Kenny’s corpus-based study of lexical creativity (2001). 

Kenny compares data in the German-English Parallel Corpus of Literary Texts. To identify 

representations of lexical creativity, Kenny defines it as “residing either in the creation of 

new words, or in the novel collocation of existing words” (2001, p. 73). Kenny’s usage of 
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“originality” is represented by uncommonly seen words (hapax legomena) and rare 

collocations. This quantitative method provides concrete evidence for creativity in 

translation products, while a qualitative analysis of the effectiveness of the samples is 

required for a more in-depth understanding of creativity.  

Except for this approach to understanding “originality” as uncommonness in the 

language database, other scholars regard the novel elements in translation as “shifts”. 

Gerrit Bayer-Hohenwarter argues that creative shifts in translation are identified if the 

target text shows “abstracting, modifying or concretising source text ideas” (2011, p. 

663). This statement, however, reads more like a descriptive summary, instead of a fully 

developed definition. A broad definition of translation shifts describes them as “changes 

that can be observed from comparing ST-TT pairs” (Munday, Pinto and Blakesley, [2001] 

2022, p. 88). These changes in the target text either add, reduce, or entirely alter 

elements of the source text. Considering the product-based definition of creativity, 

translation shifts can serve as indicators of “originality”, as they introduce semantic 

elements that are “new to the person who comes up with it” (Boden, [1990] 2004, p. 2) in 

relation to the source text. Translation shifts have been discussed in various categories: 

linguistic shifts including level shifts, structural shifts, class shifts, unit shifts, and intra-

system shifts (Catford, 1965); stylistic shifts (Levý, [1963] 2011; Vinay and Darbelnet, 

1995; Baker, 2000); functional shifts (Blum-Kulka, [1986] 2004; Hatim and Mason, 1997); 

and register shifts (Jiang, 2010), etc. However, the translation shifts of literary text that 

emerge at the narratological level have not been systematically investigated, which 

leads to the necessity of the present research.  

1.2.2 Effectiveness 

In creativity studies, the second core criterion—effectiveness—is necessary to 

accompany originality to “exclude uncommon responses which are merely random, or 

which proceed from ignorance or delusion” (Barron, 1955, p. 479). Effectiveness can be 

understood in terms of “usefulness, fit, or appropriateness”, or more broadly as “value” 
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(Runco and Jaeger, 2012, p. 92). Boden ([1990] 2004) primarily discusses “value” in 

aesthetic terms, highlighting it as a key factor distinguishing creative human expression 

from machine output. At the same time, Boden emphasises that “values are highly 

variable” and that many debates about creativity stem from disagreements over what 

constitutes value (Ibid., p. 10). When translating narrative texts, a creative choice must 

therefore be assessed not only for its originality, but also for its effectiveness or value in 

conveying narratological elements. A key consideration for this thesis, then, is how to 

define and assess effectiveness from both translational and narratological 

perspectives—specifically, what types of value a translation offers to readers in its 

representation of narrative structures and components.  

In translation studies, while the concept of effectiveness in relation to creativity has 

not been widely explored, the broader notion of translational effectiveness has been 

thoroughly examined, particularly within earlier prescriptive approaches. These 

foundational theories provide useful insights for understanding and defining what 

constitutes effectiveness in the translation of narratological elements. The following 

section reviews several key theories to establish criteria for evaluating the effectiveness 

of creative choices in narrative translation.  

From a linguistic perspective, translation scholars have long emphasised the concept 

of equivalence as central to achieving effective translation. For example, Roman 

Jakobsen ([1959] 2004) suggests that the difference between languages mainly lies in 

structure and terminology, and that achieving semantic equivalence is possible by 

changing grammatical and lexical forms. Since narratological elements are 

fundamentally constructed through semantic units, this thesis investigates linguistic 

differences between source and target texts in Carter to assess how they contribute to 

changes at the narratological level.  

A key contribution of functional theories that can be applied in my understanding of 

“effectiveness” is the recognition that different types of texts are created to fulfil distinct 
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functions (Reiss, [1971] 2004; Snell-Hornby [1988] 1995). In this framework, the 

“communication of artistically organized content” should be delivered in the effective 

translation of expressive texts (Reiss, [1971] 2004, p. 163). Given that fairy tales fall 

within this category, a key genre under investigation in the thesis, the evaluation of 

effectiveness in the target texts will focus on how the artistic and expressive qualities of 

the source narratives are conveyed through translation.   

 

In conclusion, creative translation must satisfy two key criteria: originality and 

effectiveness. In the context of this thesis, a target text is considered original when it 

demonstrates a certain degree of uncommonness in presenting narratological 

elements, or when it introduces noticeable translation shifts at the narratological level. 

However, these original translation choices must also be assessed in terms of their 

effectiveness in fulfilling narratological functions. More specifically, such uncommon 

expressions or translation shifts must simultaneously convey the semantic content and 

preserve the artistic effects of the source text. Building on these established theories, 

this thesis further argues that an effective translation of narratological elements should 

also provide narratological values by contributing to the coherent construction of the 

narrative. That is, it should maintain the logical progression of events and sustain the 

emotional flow of the story, rather than disrupting or distorting them.   

1.3 Creativity in Translation Process 

In 2024, Adam E. Green et al. revisited the product-based definition of creativity 

proposed a decade earlier by Runco and Jaeger (2012) and introduced a process-based 

definition of creativity in the Creative Research Journal. They define creativity as “any 

process that includes internal attention constrained by a generative goal, often involving 

other cognitive, perceptual, emotional, or motoric operations” (Green et al., 2024, p. 

555). According to this recent definition, the most up-to-date criteria for assessing 
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creative process are internal attention, goal-constraint, and generativity. These three 

criteria are applied in this thesis by investigating a translation process that is driven by 

the translator’s internal motivation rather than external constraints (internal attention), 

guided by clearly defined objectives rather than executed in a purely subjective or 

aimless manner (goal-constraint), and informed by engagement with external resources 

such as cultural and literary traditions (generativity).These three process-oriented 

criteria complement the two product-oriented features—originality and effectiveness—

thus contributing to a more comprehensive understanding of creativity. Although this 

thesis does not adopt a cognitive approach to analyse Yen’s creative process while 

translating The Bloody Chamber, it incorporates these process criteria by identifying 

how they are reflected in the target texts. For this purpose, the following sections review 

relevant process-based translation studies and explore how these studies inform the 

three criteria.  

Most studies on the creative process in translation are conducted through empirical 

methods, such as think-aloud protocols (TAPs), keylogging programmes, and eye 

tracking technology. Another approach is to summarise psychological dimensions of 

creativity into criteria for measuring translation creativity (Bayer-Hohenwarter, 2009, 

2010, 2011, 2013). This approach is applicable to post-translation analysis, addressing 

the gap left by empirical studies, which cannot be easily applied to the analysis of the 

already translated works. Bayer-Hohenwarter, building on J.P. Guilford’s theoretical 

study of creativity established in 1950, proposed four key indicators of creativity in 

translation: flexibility, novelty, fluency, and acceptability (Bayer-Hohenwarter, 2013, p. 

66). However, these measurements are more closely aligned with the product-based 

definition of creativity (Runco and Jaeger, 2012). The criterion of originality is reflected in 

“flexibility” and “novelty”, while effectiveness can be understood in terms of “fluency” 

and “acceptability”. The absence of process-based considerations in Bayer-

Hohenwarter’s model stems from her reliance on early definitions of creativity, 

particularly that of Guilford (1950). This thesis builds on and extends Bayer-

Hohenwarter’s theory by incorporating Green et al.’s (2024) process-oriented criteria of 
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creativity. Accordingly, it introduces and operationalises the three process criteria—

internal attention, goal-constrained, and generativity—in creativity assessments.  

1.3.1 Internal Attention 

The concept of internal attention distinguishes creativity from perceptual processes that 

merely respond to external stimuli. This distinction is crucial for determining whether 

changes in translation stem from the translator’s creativity or external influences, such 

as editors, publishers, and patrons who shape translation in line with certain ideological 

and poetic agendas.   

The external influences are the key concern in André Lefevere’s rewriting theory 

(Lefevere, [1992] 2017), which regards translation as a form of rewriting. Lefevere argues 

that all forms of rewriting activities are influenced and manipulated by factors such as 

publishers, patrons, and the poetics of the target culture. Hence all rewritings, including 

translation, are “motivated by the ideology and poetics of people who hold some kind of 

power, or wish to use rewriting to gain power, in the target culture” (Williams, [1992] 

2017, p. ix). Influenced by the rewriting theory, many translation studies in the twentieth 

century (Beylard-Ozeroff, Králová, and Moser-Mercer, 1998; Boase-Beier and Holman, 

1999) focus on how external factors, such as patrons and poetics, influence and 

constrain translation. With this focus on external constraints in translation, scholars 

such as Lefevere have arguably positioned translators as passive agents, subject to 

forces beyond their control and external to the translation process itself. Within such a 

framework, the least creative aspects of translation are typically foregrounded. 

However, this thesis challenges that perspective by arguing that, even when external 

pressures are present at certain stages, translation inevitably involves moments in 

which the translator operates under their own internal motivation and attention, 

independent of external imposition. 
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The first criterion of the process-based definition of creativity—internal attention—

distinguishes between translation shifts resulting from external stimuli and those driven 

by the translator’s internal focus. This distinction reflects a broader difference between 

cultural approaches and creativity approaches in translation. Accordingly, this thesis 

moves beyond the theoretical scope of rewriting theory and investigates translation 

shifts that are not primarily the result of manipulation by external factors such as 

ideology and dominant poetics. To isolate shifts stemming from the translator’s internal 

attention, I conducted a translator interview and confirm the editor’s requirements and 

interventions. This allowed me to identify and then set aside translation changes 

influenced by external pressures. The analysis subsequently focuses on minor textual 

changes that occur beyond editorial control. This process, fully detailed in Chapter Two 

on the translator Yen, ensures that manifestations of external stimuli are excluded. 

Additionally, I draw on contextual and paratextual materials—including translator’s 

preface and translator’s blogs—to assess the translator’s personal interest in the 

thematic focus of each case study, further illustrating the presence of internal attention 

in the translator’s decisions.   

1.3.2 Goal-Constrained 

The second criterion in Green et al.’s process-based definition states that “attention is 

constrained by parameters of a goal state” (Green et al., 2024, p. 555), suggesting that 

while “generating and selecting candidate representations”, the creator produces 

meaningful and non-random results (Ibid.). Specifically, Green et al. clarify that this 

goal-constrained attention can be either conscious or unconscious. When analysing 

translations, a translation shift qualifies as goal-constrained if it demonstrates 

meaningfulness, regardless of whether the translator was consciously aware of their 

intention. Therefore, it is not necessary to acquire the translator’s subjective purpose 

behind the shift; rather, the shift must simply contribute meaningfully to the translation. 

In this sense, this process-based requirement aligns closely with the product-based 

criterion of effectiveness.   
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From the perspective of cognitive science, this criterion resonates with the Blind 

Variation and Selective Retention (BVSR) theory introduced by Donald T. Campbell 

(1960) and later refined by Dean Keith Simonton (2011, 2022). According to BVSR theory, 

cognitive ideas are initially generated through a process of blind variation—producing 

multiple alternatives without knowing in advance which will be effective. Some of these 

variations are discarded, while others are selected to be retained in mind. The retained 

ones are selected either consciously or unconsciously. This cognitive theory can be 

applied to translation to suggest that for each source text unit, the translator blindly 

generates several possible translations. Among these, one idea is ultimately selected as 

the target text, either through conscious deliberation or intuitive preference. This 

process illustrates how goal-constrained creativity can emerge even in the absence of 

conscious intention, as meaningful outcomes may still result from a selective retention 

process guided by narrative or contextual coherence.  

In this thesis, the criterion of goal-constraint is assessed through two key steps: (1) 

comparing translation shifts with alternative possibilities, and (2) identifying recurring 

patterns in these shifts. The first step resembles the blind variation stage in the BVSR 

theory. While it is not possible to fully reproduce the range of options generated in the 

translator’s mind, it is reasonable to assume that literal translations or word-for-word 

renderings represent the most immediate and accessible choices and thus would likely 

be among the initial alternatives considered. In this context, when the final translation 

diverges significantly from a literal rendering, this suggests that the translator has 

consciously or unconsciously selected a non-literal option to achieve a particular goal.   

The second step involves identifying recurrent patterns across multiple translation 

shifts. When similar types of deviations from literal translations appear consistently 

throughout the text, these patterns indicate an underlying strategy or guiding purpose. 

Thus, patterned and purposeful departures form literal translation satisfy the goal-

constrained criterion of creativity, as they reflect a coherent translational intent, even if 

this intent is not consciously realised or explicitly articulated by the translator.  
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1.3.3 Generativity 

Finally, the third criterion emphasises that “creativity is generative”, distinguishing it 

from non-generative goal of merely retrieving and reproducing pre-existing 

representations without modification (Green et al., 2024, p. 557). In other words, 

creativity involves the production of something new, rather than the repetition of what 

already exists. This generative feature closely resembles the product-based criterion of 

“originality”. However, the cognitive approach further identifies specific strategies to 

produce generative goal, including “modification or manipulation”, “combination or 

association”, “integration or synthesis”, and “extension” of representations (Ibid.).   

This cognitive perspective can be applied to translation in distinguishing between 

translation cases for non-generative and generative goal. A non-generative goal, in the 

translation, results in literal translations, which replicate the source text meaning 

without altering its semantic components. By contrast, a generative approach leads to 

translation shifts that introduce new elements, for example, changes in meaning or 

additions beyond the source text. In this thesis, I specifically focus on two types of 

generative translation shifts: those that modify or associate multiple narratological 

elements within the source text, and those that integrate or extend toward 

representations rooted in the target language or target culture. For instance, a 

translation shift may be considered generative when a character’s trait is softened to 

appear less brutal, or when an event is rendered more dramatic in order to build 

narrative momentum and better align with the climactic moment of death. 

1.3.4 Concluding Thoughts 

This process-based definition of creativity introduces three additional criteria for 

analysing creativity in translation: internal attention, goal-constrained, and generativity. 

The latter two complement the product-based criteria of originality and effectiveness, 

contributing to a more holistic framework. Together, these five criteria form the basis for 
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this thesis’s definition of “narratological creativity in translation”: patterned and 

generative translation shifts that stem from the translator’s internal attention and 

effectively fulfil narratological functions.   

By this definition, translation shifts are central to data collection, as they often 

demonstrate the translation’s originality and can suggest the presence of a generative 

goal, indicating that the translation was not merely a literal reproduction of the semantic 

meaning of the source text. However, not all translation shifts are creative by default. To 

qualify as such, they must meet additional conditions: they need to occur in patterns, 

indicating they are goal-constrained rather than accidental; they need to arise from the 

translator’s internal attention, excluding changes that are imposed by external agents; 

and they need to demonstrate effectiveness in fulfilling narratological functions, thereby 

qualifying as instances of narratological creativity.   

In this thesis, the criteria of originality and goal constraint are evaluated through 

textual analysis of patterned translation shifts. The criterion of internal attention is 

primarily assessed through paratextual and contextual materials related to the 

translator Yen. The criterion of effectiveness is evaluated through contextual materials, 

particularly literary criticism of The Bloody Chamber, focusing on narratological 

analysis. Finally, generativity is explored by comparing translation shifts against both the 

whole source text and the cultural context of the target language.   

By introducing both product-based and process-based definitions of creativity in 

translation, this thesis proposes a definition of narratological creativity in translation to 

enable the identification and assessment of its textual manifestations in the target text. 

This textual analysis not only highlights how creativity is demonstrated in translation, but 

also contributes to a deeper understanding of creativity as a characteristic of the 

creator—specifically, the translator’s agency and subjectivity.  
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1.4 The Creative Translator 

The product- and process-based definitions of creativity provide a foundation for 

identifying and assessing narratological creativity in translation. However, the role of the 

translator also deserves significant consideration, as it offers a framework for exploring 

both the factors that influence creative behaviour and the theoretical and philosophical 

implications of creativity in translation.   

In creativity studies, researchers investigate the personality traits that contribute to 

creative individuals. Building on both qualitative and quantitative studies assessing 

creative personality, Gregory J. Feist (2010) identifies several personality traits 

consistently linked to personality. These traits can be categorised into four groups: 

cognitive (e.g., openness to experience), social (e.g., norm doubting, independence, 

confidence), motivational-affective (e.g., high motivation and ambition), and clinical 

(e.g., certain psychological disorders). These personality traits commonly associated 

with creative individuals are considered in my interview of the translator Yen as 

contextual information for analysing creative representations in the target texts.  

The translator’s creativity has also been widely discussed in translation studies over 

the decades, highlighting the significance of studying creativity in translation. Just as 

studies on the creative person explore personality traits, some translation studies also 

investigate the translator’s personality (Hubscher-Davidson, 2009, 2013), particularly 

the role of intuition and emotional intelligence in the translation process. The intuitive 

people rely on feelings and instincts to make decisions, as opposed to people who need 

concrete details, and they tend to acquire information through imagination (Hubscher-

Davidson, 2013). This personality is especially helpful when translating fairy tales, since 

most of Carter's characters and events are depicted out of imagination. Hence, the 

criterion of intuition, together with Feist’s four groups of creative personality traits 

(2010), as reviewed in the previous section, informs the features used to evaluate 

whether a translator demonstrates creativity. Since Feist’s “clinical trait” relates to 
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psychological disorders and falls outside the ethical scope of this research, this thesis 

focuses only on four categories: intuitive, cognitive, social, and motivational-affective 

traits. These personality traits are explored through a qualitative method—specifically, 

an interview with the translator. The analysis draws on the translator’s narrative 

accounts of past events and personal choices. For example, if the translator describes 

working under the influence of instinct during the translation process, this may be taken 

as evidence of the intuitive trait, at least in the context of this translation project. While 

this is not a psychological study, insight into the translator’s creative disposition and 

tendencies offers valuable context for interpreting textual decisions. If Yen 

demonstrates characteristics commonly associated with creativity, this will support the 

argument that the creative features identified in the target text stem from the translator’s 

own creative agency.  

Beyond studies that analyse translators’ creativity by assessing the skills and 

competencies required for creativity, some research takes a more philosophical 

approach: What does it mean to say that a translator is creative? This question can be 

addressed through two key considerations: The translator’s agency and the translator’s 

subjectivity.  

1.4.1 Translator’s Agency 

Discussions on the translator’s agency suggest that the translator possesses the 

authority over the translation and thus has the power to act within or against social and 

institutional constraints. For example, Moira Inghilleri (2005), drawing on Pierre 

Bourdieu’s sociological theory, describes translators as “social and cultural agents 

actively participating in the production and reproduction of textual and discursive 

practices” (p. 126), with an emphasis on the relationship between translators as 

individuals and the structures that constrains them. This perspective is further explored 

in a special issue of Translation Studies, which collects articles to explore the agents of 

translators and collaborators in shaping performance cultures (Marinetti and De 
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Francisci, 2022). As translators often exert “concealed but powerful influences” (Ibid., p. 

251) on the translated product, narratological elements at the micro-level—such as 

characterisation, plot development, and spatial narration—serve as a crucial site 

through which they can exercise this agency.   

Mona Baker (2006) further explores how a translator functions as a narrative agent, 

actively constructing meaning rather than passively conveying the source text. Although 

Baker introduces narratological theories into translation studies, her focus is primarily 

on narrative as a tool for interpreting or manipulating social environments. These 

discussions on translator agency emphasise the translator’s influential role in mediating 

social communication. However, in less overtly conflictual and controversial areas, 

such as fairy-tale translation, the translator’s agency in reconstructing long-constructed 

images and structures remains present but is less frequently examined. In this sense, 

drawing on Inghilleri’s (2005) definition of the translator as a social and cultural agent 

and Baker’s (2006) concept of the translator’s narrative agency, I argue that fairy-tale 

translators can be regarded as cultural and literary agents who actively participate in the 

rewriting of structured, universal themes. This identity emerges organically from the very 

nature of fairy tales, which have historically circulated and evolved through ongoing 

processes of intralingual rewriting and interlingual translation. This role will be explored 

in the concluding chapter, where I generate new knowledge of how the translator Yen 

contributes to the dissemination and reconfiguration of the fairy-tale world.  

1.4.2 Translator’s Subjectivity 

Another major theoretical perspective on the translator’s creativity is interpreted 

through the lens of the translator’s subjectivity. This topic has gained increasing 

attention since Lawrence Venuti ([1995] 2018) introduced the concept of the translator’s 

invisibility. Venuti challenges the traditional assumption that translation is an objective, 

value-free practice. On the contrary, he argues that translation “fundamentally 

domesticates the source text” (Venuti, [1995] 2018, p. xii), and suggests that 
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“[f]oreignizing translation is most effective when it is innovative, when it departs from 

institutionalized knowledge and practices by stimulating new kinds of thinking and 

writing, making a difference that is creative” (Ibid., p. xiv). Thus, the ethical stance of 

foreignization that underscores the translator’s invisibility serves as a means of 

introducing new knowledge into the target culture, ultimately fostering creativity within a 

given domain.   

From a more narratological perspective, Theo Hermans (1996) conceptualises 

translator subjectivity in terms of the translator’s discursive presence as a narrator’s 

voice, particularly in cases where intervention becomes apparent intextually or 

paratextually. Other scholars approach the topic of translator subjectivity by exploring 

the translator’s ideological stances, such as a feminist perspective (von Flotow, 1997), 

and by examining how these influences shape translation choices. In this thesis, the 

subjectivity of the translator Yen is interpreted not only in terms of how the translation 

introduces creative ideas, interpretative voice, and ideological interventions, but also 

through the presence of her narrative voice shaped by the fairy tales’ narratological 

structures, contexts, and the rewriting histories. The case studies specifically 

investigate whether Yen conveys a distinct voice, style, or ideological stance in her 

translation of non-human characters, sexual encounters, and violent domestic space, 

specifically Gothic spaces, in Carter’s fairy tales. By focusing on how this subjective 

voice emerges at the narratological level, the analysis positions the translator's agency 

within the space between micro-level linguistic choices and macro-level ideological 

framing. In doing so, this thesis broadens the conceptualisation of the translator as a 

creative writer, actively contributing to the evolving life of fairy tales. 

 

While the product- and process-based definitions of creativity provide 

methodological tools for identifying narratological creativity in translation, studies on 

the translator as a creative agent offer deeper theoretical insights. Accordingly, this 
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thesis will investigate three interrelated aspects of the translator: Yen’s creative 

personality, her role as a cultural and literary agent, and the expression of her subjective 

voice in translation. These dimensions will be explored through a combination of 

translator interview and comparative textual analysis. This theoretical angle will be 

revisited and further developed in the final chapter of the thesis, contributing to a more 

nuanced understanding of the translator’s role as a creative writer.  

1.5 Narratology 

Section 1.2, “Creativity in Translation Production”, proposes a working definition of 

narratological creativity in translation, which requires this thesis to engage with 

narratological theory. Specifically, creative translation at the narratological level refers 

to translation shifts that effectively fulfil narratological functions in the presentation of 

fairy tales. To fully understand and apply this definition, it is essential to explore the 

narrative functions and structures central to both narratology and the fairy-tale genre.  

Mieke Bal’s seminal book Narratology: Introduction to the Theory of Narrative ([1985] 

2017) offers a systematic framework for understanding narratological elements, “made 

for a variety of purposes and serving many different functions” (p. 3). While the book 

extensively discusses numerous elements, this thesis focuses primarily on three key 

narratological components—character, event, and space. Consequently, this section 

will establishes a framework for understanding the functions of these three elements 

within a story, as well as methods for analysing and interpreting them.  

As “[n]arrative […] thrives on the affective appeal of characters” (Bal, [1985] 2017, p. 

104), characters are one of the key elements to which readers respond and relate. They 

function as emotional and ideological bridges, connecting readers to the story. Readers 

may like or dislike characters, agree or disagree with them; successful characters evoke 

strong reactions from readers. Beyond engaging readers, characters also reflect specific 

ideological preferences, which, on the one hand, drive conflicts within the story and, on 
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the other hand, convey educational messages to readers. These human or human-like 

characters are semantic units constructed by characteristics through the process of 

characterisation (Ibid., pp. 104—05). A character can be developed through four 

methods: the repetition of relevant characteristics, the accumulation of characteristics 

to form a cohesive image, the depiction of a character’s relationships with others, and 

the portrayal of a character’s transformations (Ibid., pp. 113—14). Therefore, in 

analysing Yen's narratological creativity involved in translating characters, these 

methods of characterisation will be applied to determine how the target texts fulfil the 

emotional and ideological functions of the characters.  

Events are the “transition from one state to another state, caused or experienced by 

actors” (Bal, 2021, p. 168). This “transition” implies a dynamic process, representing 

either a progression or a change from the previous state. Through various events, the 

static characteristics of the characters are explicitly revealed, and hence the narrative 

unfolds. The primary function of events is to provide structure and sequence to the 

development of a narrative. To fulfil this function, the events adhere to certain logical 

rules, such as “effect succeeds cause”, as well as conventional restrictions, such as “a 

worker is not rich” and “a classical tragedy takes place in the mythical upper-class 

circles of kings and gods” (Bal, [1985] 2017, p. 159). The logical rules of a story are 

generally universal across cultures, as they are derived from real-life scenarios. 

However, conventional restrictions are “based in ideological and political assumptions” 

and are therefore interpretated by “historically and culturally determined groups” (Ibid.). 

Specifically, when a story is translated into a different culture, the conventional 

restrictions of the source text may appear unfamiliar to target readers. In analysing 

creativity in Yen’s translation of events, it is essential to frames how the translator 

renders both the logical rules and conventional restrictions.  

Space in a story functions to establish relationships with characters. Firstly, it 

provides information about where the character is situated, serving as the “frame” of the 

plot (Bal, [1985] 2017, p. 125). Secondly, the way space is described influences how a 
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character experiences it, thereby implying the character’s feelings (Ibid.). One of the 

primary considerations in analysing the spatial narrative is whether it is inner or outer 

space, both of which function as frames. The feelings evoked by the frame are not easily 

determined. For instance, while an inner space is often perceived as safe, it can also be 

depicted as an unsafe domestic environment. The analysis of the meanings of space 

relies not only on its physical description but also on the character’s sensory 

experiences, such as sight, hearing, and touch (Ibid.). These descriptive elements are 

“constructed in the same way as the semantic content of a character” (Ibid., p. 126). 

Similarly, a spatial narrative can be developed through repetition, accumulation, 

transformation, and the relations between various spaces. In addition to these four 

methods, which are akin to characterisation, space also relies on another method: 

determination, which is “achieved on the basis of the reader’s frame of reference” 

(Ibid.). This method suggests that readers from different cultural backgrounds may 

interpret the same spatial entity or symbol differently. For example, a castle in a British 

city may be unfamiliar to most Chinese readers, evoking varying degrees of detailed 

imagination. Therefore, when investigating Yen’s translation of spatial narratives, it is 

essential not only to analyse the narrative strategies used to construct the frame and 

shape the character’s feelings but also to consider the cultural-specific elements that 

influence how different readers achieve determination.  

1.6 Fairy Tales 

Carter’s short stories in The Bloody Chamber are rewritings of classical fairy tales, 

including “Beauty and the Beast”, “Little Red Riding Hood”, “Snow White” and others. 

Hence, in addition to considering the general narratological functions of character, 

event, and space, it is essential to consider the unique functions of fairy-tale narratives. 

Unlike other narrative genre, fairy tales are highly structured, as demonstrated by the 

Russian folklorist Vladimir Propp (1968), who identified thirty-one character archetypes 

that define the structure and plots of fairy tales. Although adaptations of fairy tales often 

introduce new characters and events to meet the demands of different cultures and 
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societies, they typically retain the underlying archetypal structures, as key features 

remain consistent. However, contemporary retellings also “invite the possibility of 

reframing a tale and even undermining or subverting the underlying plot or pattern” 

(Inggs, 2019, p. 149). Carter’s work, for instance, exemplifies this duality: it retains the 

essence of traditional fairy tales in some cases while deconstructing and reconstructing 

their established structures in others. Carter’s rewritings introduce intense and 

subversive alterations to classical fairy tales, at times obscuring the original forms of 

their long-established archetypes. This tension between familiar archetypes and radical 

revisions becomes a central focus of this thesis, particularly in demonstrating how the 

translator navigates and resolves this conflict in translation, and how the translations 

reflect the traditional stability and the experimental instability of fairy-tale rewritings. 

Specifically, the analysis focuses on how the translator’s creativity contributes to 

reflecting Carter’s creative subversion of the stable fairy tale structures.  

Having been retold, translated, and reimagined countless times, the archetypal 

characters and core plots of fairy tales tend to “stick” in cultural memory, continually 

offering narrative power that allows them to survive and evolve across different times 

and societies (Zipes, [2007] 2013). This is because that fairy tales address universal 

themes, such as human instinctual drives and the social challenges of civilising these 

drives (Ibid.). These common themes resonate across cultures, thus providing the tales 

with a unique ability to move between and communicate across different cultural 

contexts. However, cultures vary in how they interpret and approach these shared 

human concerns. Besides, as fairy tales are retold across cultures and languages, they 

are able to embody and represent cultural and national identity (Haase, 2010). As a 

result, translating fairy tales involves negotiating a duality: narratives that may feel 

familiar to the target culture, and culturally specific elements that may seem unfamiliar 

or even unacceptable. This dual nature of fairy tales encourages a close examination on 

how Yen’s Chinese translation engages with cultural motifs that are prominent in 

European and English fairy tales, such as castles and aristocratic figures like counts. 

Furthermore, cultural differences in attitudes toward non-human characters and 
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sensitive themes (such as sex and death) necessitate creative strategies on the part of 

the translator to facilitate effective cross-cultural communication.  

In addition to the dual tensions between stable fairy tale structures and their 

deconstruction, as well as between universal human themes and culturally specific 

motifs, Carter’s fairy tale rewritings introduce yet another challenge for the translator: 

targeting an adult audience through the conventions of children’s literature. Fairy tales 

are often associated with children, as they depict imaginary worlds where fantastical 

characters undergo magical or whimsical experiences. In this sense, they are “written 

with the purpose of socializing children to meet definite normative expectations at home 

and in the public sphere” (Zipes, 2006, p. 9). For instance, stories like “Beauty and the 

Beast” promote the value of inner virtue over outward appearance, and “Little Red 

Riding Hood” encourages caution and bravery when confronting strangers. While 

adopting these narrative features familiar to children, Carter devises her stories for adult 

readers, often using them to convey feminist messages that subvert traditional social 

norms (Flanagan, 2010, p. 27). In Carter’s stories, the kindness of the beastly figure is 

transformed into expressions of raw, animalistic desire and instinct, as seen in “The 

Tiger’s Bride”. Similarly, the traditionally weak and helpless Little Red Riding Hood 

becomes a rebellious and proactive character who willingly accepts the wolf as her 

partner in “The Company of Wolves”. In translating these renewed narratives, Yen must 

negotiate the degree to which the target text is tailored for an adult readership—

departing from the original audience of classical fairy tales as children—and determine 

how, or whether, to retain their traditional educational function. 

1.7 Conclusion 

This chapter has established the theoretical foundation for investigating narratological 

creativity in the translation of fairy tales, with particular attention to the case of the 

Chinese translation of Carter’s The Bloody Chamber. Drawing on recent developments 

in translation studies, particularly the “creative turn”, it identified a gap in research 
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concerning creativity at the narratological level. While creativity in translation has been 

explored through various lenses, the specific interaction between narratological 

elements and translational decision-making remains underexplored.  

By integrating product-based and process-based models of creativity from cognitive 

studies, this chapter offered a working definition of “narratological creativity in 

translation”. This definition guides the thesis’s methodological focus, with most of its 

components addressed in the case studies. The element of internal attention, which 

concerns the translator’s personal agency and creative motivation, is investigated 

through paratextual materials and a translator interview. To support this, the chapter 

also reviewed relevant research on translator subjectivity, agency, and personality traits 

that shape a multidimensional understanding of the translator’s creativity. The four 

personality traits—cognitive, social, motivational-affective, and intuitive—are further 

investigated in Chapter Two through direct engagement with the translator, Yen, whose 

podcast, preface, and interview responses provide insights into the creative process 

behind her translation. 

The chapter also introduced the narratological elements that structure the four case 

studies: character (to be discussed in Chapter Three and Four), event (to be investigated 

in Chapter Five), and space (to be studied in Chapter Six). These elements are central to 

the emotional, ideological, and aesthetic impact of Carter’s stories, and they pose 

unique challenges when transposed across cultural and linguistic boundaries. 

Additionally, Carter’s complex use of fairy-tale conventions creates space for the 

translator to engage and position her agency. The challenges the tension between stable 

fairy tale structures and Carter’s deconstructing narratives, the interplay between 

universal human themes and culturally specific motifs, and the framing of adult content 

within the forms of children’s literature.  

To deepen this investigation of narratological creativity in translation, the next chapter 

turns to the translator’s voice and reflections. Chapter Two presents an interview with 
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Yen, alongside an analysis of relevant contextual and paratextual materials, to explore 

how her creative agency is articulated, exercised, or constrained beyond the translated 

texts. 
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Chapter Two: Yen Yun as a Creative Translator 

In recent years, the issue of translator identity has attracted significant scholarly 

attention. Klaus Kaindl (2024) observes a growing focus on auto/biographical studies 

within translation scholarship and proposes the concept of “nested identity” to analyse 

translators not merely as professionals but as complicated individuals of "flesh and 

blood" (p. 326). This perspective evokes Susan Bassnett’s collection Translator as Writer 

in 2009, which, through the collection of translators’ autobiographical accounts, 

underscores the importance of translator subjectivity. A case in point is the dialogue 

between Ros Schwartz and Nicholas De Lange, where their concern for avoid hindering 

the “narrative flow” (2009, p. 13) exemplifies a conscious, writerly decision that affirms 

the translator's agency in shaping the new narrative. 

Building on this foundation, this thesis argues that translation is an act of narrative 

creation, the dimensions of which are shaped by the translator’s various identities. This 

chapter focuses on the subjectivity of the translator Yen, elucidating how her multiple 

identities inform the creative expressions in her translations of Carter’s short stories. 

Firstly, how Yen perceives her own identity as a translator—her seriousness and 

professional attitude toward translation work—can explain certain choices made in 

translation practice. Secondly, as a feminist, Yen’s translation techniques regarding 

certain gender relations in the stories also embodies Carter's feminism. This section 

discusses the similarities and differences between the translator's and the author's 

attitudes toward gender, thereby supporting the explanation of creative expression in 

translation in subsequent case study chapters. Additionally, Yen herself is a creative 

writer, and her writing activities have been influenced by translating Carter. This creative 

expression is also reflected to some extent in her translation work. This chapter will 

focus on the subjectivity of translator Yen, discussing the presence of her multiple 

identities to provide a research foundation for interpreting the creative expressions in 

her translations in later chapter. Before thoroughly examining Yen’s three key identities 
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as both a professional translator, a feminist supporter, and a creative writer, this chapter 

firstly introduce the two versions of Yen’s translations of Carter’s short stories for a 

background introduction. 

This chapter investigates the translator’s creative subjectivity, agency, and personal 

traits. It draws primarily on the interview I conducted with the translator,10 

supplemented by contextual materials such as her blog, podcast, and online sources 

provided by publishers and others. The chapter analyses how Yen’s multiple identities—

as a professional translator, a feminist, and a creative writer—inform her subjectivity 

and shape her creative agency. Together, these elements contribute to the 

narratological creativity evident in her Chinese translation of The Bloody Chamber. The 

chapter then explores the involvement of other agents in the translation project, 

including editors, publishers, and the implications of using different Chinese scripts 

(traditional and simplified). Since Yen’s translation was originally produced in traditional 

Chinese characters, its adaptation into simplified Chinese is also considered. The 

chapter concludes by reflecting on the translator’s personality traits as revealed through 

her multiple subjectivities, offering an overall assessment of how these traits inform the 

concept of narratological creativity in translation. 

2.1 One Translation, Two Versions 

The journey of Carter’s short stories into Chinese exemplifies a publication model driven 

not primarily by commercial calculation or institutional regulation, but by a chain of 

personal admiration and shared aesthetic passion among agents involved in the 

translation. This section will trace this publication trajectory, arguing that the initial 

 

10 The interview was approved by the Ethics Committee of the College of Arts at the University of 

Glasgow, under application number 100240027. It was conducted online with the translator, Yen Yun, on 

the fourth of May, 2025. 



59 

Chinese translation of Burning Your Boats and its subsequent republications were 

primarily triggered by the dedicated efforts of individual translators and editors who 

admired Carter’s work. This foundation of editorial freedom and personal admiration is 

crucial for understanding the specific form and eventual reach of her work in the 

Chinese literary market. 

It was the UK publishing house Chatto & Windus that first compiled Carter’s four 

short story collections into a single volume in 1995. Titled Burning Your Boats: The 

Collected Short Stories, the volume brings together Fireworks: Nine Profane Pieces 

(1974), The Bloody Chamber and Other Stories (1979), Black Venus (1985), and 

American Ghosts and Old World Wonders (1993). In addition to these, the collection 

also includes six previously uncollected stories. This posthumous compilation was 

published three years after Carter’s death in 1992. By the time this volume was 

published, Carter had already “become the contemporary writer most studied at British 

universities” (Rushdie, 1995, p. xiv) albeit at a time when very few contemporary writers 

were studied at university. Although by the 1980s, Carter's work had gained significant 

attention in academic circles, and had won literary awards such as the Somerset 

Maugham Award as early as 1969, her fiction remained postmodern and experimental, 

and thus less popular among mainstream British readers. It is therefore understandable 

that none of her works had been translated into Chinese during her lifetime. In fact, the 

eventual translation of her work into Chinese happened accidentally rather than 

inevitably. 

Yen translated all of Carter’s short stories in the complete volume Burning Your Boats 

(1995), and the Chinese name of the translation is quite literal, as 焚舟纪 [Burning Boats 

Chronicle]. To date, this book has been published four times. The first two editions, 

published in 2005 and 2011 by 行人文化实验室 [Flâneur Culture Lab], were in traditional 

Chinese characters. Later, 南京大学出版社 [Nanjing University Press] acquired the 

copyright and adapted the translation into simplified Chinese characters, publishing 

new editions in 2012 and 2019. This publication trajectory can be understood through at 
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least three lenses: the late timing of the translation, which appeared ten years after the 

posthumous publication of the original English version of Burning Your Boats; the act of 

republication; and the transformation from traditional to simplified Chinese, which is a 

notable and unique phenomenon in the Chinese publishing context. 

The initiation of any translation project requires a trigger. Some are motivated by high-

profile awards. For example, before Annie Ernaux (1940—) won the Nobel Prize in 2022, 

only two of her works had been translated into Chinese and had not sold well (Zeng, 

2022). Just two years after she won the prize, at least five of her works were published by 

上海人民出版社 [Shanghai People’s Press]. In such cases, the translation project 

reflects the literary or social trends signified by major award-winning events. 

Others, such as in the case of Carter’s Burning Your Boats, result from the personal 

interest of the translator and the publishing house. Flâneur Culture Lab was established 

in 1998 with the aim of translating classic literature (Flâneur). Around five years later, 

when one of the editors, 周易正 [Zhou Yizheng] approached Yen to ask for 

recommendations of foreign literature for translation, the publishing house was still 

“very small in scale”, with only two or three staff members (Yen, interview, 2025). The 

discussion between Yen and the editor was informal, taking place in the publisher’s 

office in a rented apartment (Ibid.). The editor, as Yen’s classmate at Tsinghua 

University, asked for her suggestions, and Yen immediately thought of Carter. Yen 

recalled that this recommendation “perfectly aligned with the publisher’s needs, that 

kind of quirky direction, so they clicked right away” (Yen, interview, 2025). In this case, 

the start of Carter’s Chinese translation was triggered by three coincidental factors: first, 

the publisher was in a phase of expansion and actively seeking suggestions from trusted 

translators; second, Yen had long admired Carter’s work and naturally offered it as her 

top recommendation; third, Carter’s unconventional literary style happened to match 

the publisher’s ethos. Therefore, the initial translation of Carter’s fiction into Chinese 

emerged, not from political or social pressures, but from a shared literary resonance and 

aesthetic appreciation between translator and editor. 
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This motivation continued to influence the reprinting of the collection 焚舟纪 [Burning 

the Boats] in 2012, as the editor noted, “從我進行人工作到現在五年，終於說服總編再

版了 [After working at Flâneur for five years, I finally persuaded the editor-in-chief to 

approve the reprint]” (Flâneur, Facebook, accessed 7 June 2025). This passion was 

shared by Yen (under the Facebook name “Jo Yen”), as she discussed the reprint with 

the editor on Facebook. Undeniably, the editor’s reply explaining the reason represents 

how the circulation and reproduction of a book can be motivated by personal passion 

rather than commercial performance: “當然是靠對卡特阿姨的愛。哪來這麼會說故事的

人啊 [Of course, it was all thanks to my love for Auntie Carter. Where else would you find 

someone who tells stories this brilliantly?]” (Ibid.). These dialogues clearly illustrate that 

the publication trajectory of Carter’s stories in the first Chinese publishing house was 

primarily driven by the personal admiration and aesthetic appreciation of the translator 

and editors as readers, rather than by commercial or institutional agendas. All these 

factors suggest why Yen’s translation was not heavily censored by the publisher. As she 

recalled, the publisher allowed her “to translate with complete freedom” (Yen, 

interview, 2025). In this case, the permissive editorial and publishing context granted the 

translator, Yen, substantial agency in determining both the content and methodology of 

the translation, arguably allowing her to operate with the creative liberty of a free writer. 

This editorial freedom was subsequently extended in the simplified Chinese editions 

published by Nanjing University Press (2012, 2019). Before tracing the translation’s 

journey across publishers and regions, it is important to evaluate the distinction 

between traditional and simplified Chinese characters. Visually, these represent two 

distinct orthographic systems. Traditional characters maintain closer ties to historical 

Chinese scripts, evolving directly from oracle bone inscriptions, while simplified 

characters feature reduced stroke counts and structural complexity. For instance, the 

translator’s name appears as 嚴韻 in traditional characters and 严韵 in simplified form. 
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Character simplification has occurred multiple times throughout Chinese history. 

One notable modern attempt was the 1935 publication of简体字表 [Simplified 

Character List] by the Republic of China’s Ministry of Education under the Nationalist 

government. However, this reform was abruptly abandoned just one year later (Weng, 

2023). After the Chinese Communist Party’s victory in civil war in the year 1949, the 

Nationalist Party retreated to Taiwan, and traditional characters remained in use there, 

including in Yen’s original translation and Flâneur Culture Lab’s publications.  

In contrast, mainland China implemented the汉字简化方案 [Chinese Character 

Simplification Scheme] in 1956 under the People’s Republic of China’s new government 

(Ministry of Education of the People’s Republic of China, 2006, accessed 10 June 2025). 

This policy successfully established simplified characters as the official script for 

education and publishing, explaining why Nanjing University Press converted Yen’s 

traditional character translation when acquiring publication rights. 

The conversion from traditional to simplified Chinese characters scarcely qualifies as 

translation because it merely involves substituting corresponding character forms 

without interpretive or rewording effort. Consequently, this process requires no 

translator, simultaneously displacing Yen from textual control of the new edition, as she 

is the original agent intimately familiar with traditional Chinese characters. In this 

context, editorial responsibility for the content shifted from Yen to Zhou Lihua (周丽华) in 

2012, the editor of the book in Nanjing University Press. 

Zhou shares notable parallels with Yen: both are literary translators, with Zhou having 

translated Yeats’ Per Amica Silentia Lunae (2024). Like Yen, Zhou expressed profound 

admiration for Carter’s work, describing that “阅读的兴奋点在于惊才绝艳的文字和奇情

耸动的故事铺展如同盛大的幻术 [the thrill of reading (Carter) lies in the dazzlingly 

brilliant prose and the unfolding of fantastical plots, like witnessing grand illusionism]” 

(Zhou, Douban, 2019). Beyond Zhou’s appreciation of Carter’s literary creation and later 

recognition of Carter’s feminist philosophy (Ibid.), her relationship with the publisher 



63 

also contributed to the publication of the book. Her “良好关系 [favourable relationship]” 

(Ibid.) with Nanjing University Press facilitated the 2019 republication of Burning Your 

Boats, a similar reason triggered the reprinting of the book by the Flâneur.  

Although the simplified Chinese version of Burning Your Boats uses a different written 

script than the one originally produced by the translator, it achieved broader public 

reception due to its greater accessibility and widespread use. The simplification of 

Chinese characters was intended to make written language more accessible to learners 

and readers, and it proved successful: following the implementation of the 

simplification scheme in 1956, it is estimated that around 100 million people became 

literate (Huang, 2008, accessed 11 June 2025). The simplified writing system 

transformed reading and writing from a privilege of the educated elite into a fundamental 

skill for the general population. Today, approximately 95.25% of Chinese language users 

primarily write in simplified characters (Su, 2013). This distinction in usage is also 

reflected in the reception of the two versions of Burning Your Boats. While both the 

traditional and simplified character editions were reprinted once, the two traditional 

editions are now out of print and are scarcely available, with few second-hand copies 

found online (Bokelai, accessed 11 June 2025). In contrast, the 2019 simplified edition 

remains in circulation and ranked fifteenth in the “foreign short story collections” 

category on the Chinese major e-book retailer 京东 [JD.com] (accessed 11 June 2025). 

On 豆瓣 [Douban], the largest Chinese platform for user-generated reviews of books, 

films, and other media, the 2012 simplified edition by Nanjing University Press has been 

marked as read by 5,998 users, the 2019 edition by 3,983 users, while the 2005 

traditional edition by Flâneur Culture Lab has only 294 readers. The simplification of 

Yen’s translation thus allowed Carter’s stories to reach a wider Chinese readership. For 

this reason, the present thesis selects the 2019 simplified Chinese character edition 

published by Nanjing University Press as the primary target text for analysis. 
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2.2 Yen Yun as a Professional Translator 

This section focuses on Yen’s subjectivity as a professional translator, focusing on how 

her positionality and translation ethics influence her creative agency. It explores her 

professional career trajectory, her attitude toward Carter, her preference for minimising 

the translator’s voice, and her approach to translation through stylistic imitation of 

Carter. Particular attention is given to how Yen conducts her translation as a goal-

constrained activity, which is the second criterion of the creative process model 

introduced in 1.3.2 “Goal-Constrained”. This section also investigates demonstrations 

of her creative personality traits, specifically, her cognitive openness to experience, 

strong motivation in translation, and intuitive tendencies during the translation process. 

As of 2025, Carter’s short story collection The Bloody Chamber and Other 

Stories  (1979) has only been translated into Chinese once, by 严韵 [Yen Yun],11 who also 

goes by the English name Jo Yen. Born in Kaohsiung City [高雄], Taiwan, Yen obtained 

her bachelor’s degree in Foreign Languages and Literatures from 清华大学 [Tsinghua 

University], one of the most prestigious universities in China. Later she completed a 

Master’s degree in Theatre Studies at Royal Holloway, University of London (Taiwan 

Literature Subject Guides, accessed 12 May 2025). Her academic training in literature 

and theatre has paved the way for her career as a professional literary translator.  

Yen began her translation career during her university study in 1995 at Tsinghua and 

concluded her work as a professional literary translator in 2007. Over the course of 

 

11 This spelling of the translator’s name is provided by the translator herself. Unless otherwise 

specified, Chinese names in this thesis follow the Chinese naming convention, with the family name 

appearing first. Accordingly, the translator’s family name is “严” in Chinese and “Yen” in English. 
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twelve years, she translated more than forty books, all from English and mostly literature 

works.12 The source text analysed in this thesis, The Bloody Chamber and Other Stories, 

was written by Carter in 1979 and later included the collection Burning Your Boats and 

Other Stories in 1996. Subsequently Yen translated and compiled all of Carter’s short 

stories into the volume 焚舟纪 [Burning Boats Chronicle] in 2005. She mentions in 

interview she asked the publisher 行人文化实验室 [Flâneur Culture Lab] for copyright 

permission for access to all of Carter’s short stories. Yen describes the resulting volume 

of short stories  as “在下翻译生涯中 ‘朝完工, 夕死可矣’13 的扛鼎代表作 [the crowning 

achievement of my translation career, a work worthy of the saying ‘if I in the morning 

finish the work, I may die in the evening without regret’] (Bokelai, accessed 11 June 

2025). Not only was the translator herself proud of completing this collection of forty-

two short stories, but the book also won the top translation award at the 开卷好书奖

[Openbook Awards] in 2005 (ISBN Agency in Taiwan, accessed 12 May 2025). The high 

value of the translation is reflected in its multiple editions: it was published twice by the 

Taiwanese 行人文化实验室 [Flâneur Culture Lab] in 2005 and 2011, and later re-edited 

into simplified Chinese characters for publication by the mainland Chinese publisher 南

京大学出版社 [Nanjing University Press] in 2012 and 2019. Her dedication to Carter led 

her to recommend Carter’s stories to the publishing house Flâneur Culture Lab to be 

translated into Chinese for the first time. 

Yen regards her identity as a professional translator with great seriousness. 

Throughout her translator career, she has remained focused on translation, publishing 

 

12 For a list of Yen's translations, see her blog: 

https://www.books.com.tw/products/0010285829?sloc=main. 
13 This expression is a humorous twist on one of Confucius’s Analects: “朝闻道，夕死可矣”, which 

may be translated as, “if a man in the morning hear the right way, he may die in the evening without regret” 

(Chinese Text Project, accessed 12 May 2025).  

https://www.books.com.tw/products/0010285829?sloc=main
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approximately three books each year (Bokelai, accessed 13 May 2025). She also 

demonstrates a clear understanding of her goals, responsibilities, and ethics as a 

translator. She is also an accomplished poet, a creative identity nurtured through her 

years of translation. After translating the collected volume Burning Your Boats, she 

composed a poem “Séance” (Yen, 2008) in memory of Carter, inspired by the author’s 

work. Nonetheless, despite these overlapping identities, Yen asserts that she prioritises 

her role as a translator above all. Discussing her effort to balance multiple identities 

while translating Burning Your Boats, Yen states in the interview that she did not 

consciously seek to diminish the presence of herself, but was very clear that her identity 

as a translator stands at the forefront (Yen, interview, 2025). Yen is conscious of her 

multiple identities as the translator of Carter’s works and takes care to ensure that her 

personal interests do not interfere with her professional role as a translator. 

This prioritising of the primacy of the source text is important because Yen strongly 

rejects translations that are overly marked by the translator’s personal style.  She refers 

to such stylistic interference pejoratively as “体味 [body odour]” (Yen, interview ,2025), 

explaining that everyone naturally has their own writing style, just as everyone has their 

own body odour, but a professional translator should strive to “reduce it to the point 

where it goes unnoticed (Yen, interview, 2025). In her view, if a reader becomes more 

aware of the translator than of the original author, the translator has failed in their task. 

Yen consciously refrains from expressing translator subjectivity. My thesis therefore 

investigates the scenario in which the translator’s creativity is unconsciously 

facilitated—not as a means of expressing their own subjectivity (as discussed in Section 

1.4.2), but as an innate aspect of the process of representing the source text. In this 

sense, any additional self-expression risks turning the translation into a site of conflict, 

where the translator’s stylistic imprint competes with, or even overrides, that of the 

original author. Such strong willingness to reduce the translator’s own style, or self-

effacement, positions translators in a paradoxical space: they must be as sufficiently 

imaginative and confident to articulate the source author’s art, yet they must 

simultaneously remain humble and restrained as transcribers, suppressing their own 
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presence. Yen’s approach suggests that creativity in translation arises not from 

deliberate intervention, but from a conscious restraint of self-expression. By actively 

suppressing her own “body odour,” she strives to come closer to the textual style of the 

original. Yet in the process of reconstructing the narrative in another language, factors 

such as linguistic gaps, the translator’s interpretive stance as a reader, and the cultural 

contexts of the target language inevitably open spaces for creative expression. Thus, 

even while preserving the stylistic integrity of the source text, the act of translation 

inherently generates innovative forms of representation. In other words, translation may 

at times become a form of creative writing produced by a translator who deliberately 

resists creativity. 

The approach Yen adopts to navigate this paradoxical task is imitation. Specifically, 

she describes this process as “cover myself in camouflage, and then do my best to 

perform, to act out what Carter wants to do, using Chinese” (Yen, interview, 2025). 

Through this act of imitation, Yen believes, the translator becomes able to catch “the 

flow of the text and sentences” (Ibid.). Yen finds this process particularly engaging, as it 

“像是一个灵媒的过程，好像上升了 [feels like a mediumistic process, as if you are 

ascending]” (Ibid.). This metaphor powerfully situates the translator within a 

mediumistic tradition, wherein her voice functions not as an instrument of self-

expression but as a channel for transmitting the voice of the other—the source text. The 

sensation of "ascending" thus signifies a dual process: it is the self-effacing act of 

merging with the original, followed by the expressive fluency and profound satisfaction 

of having fully incarnated its voice. In this light, Yen’s description resonates strikingly 

with classical conceptions of creativity, notably Aristotle’s notion of mimesis (1951), an 

artistic representation of reality. Mimesis, among the oldest terms in literary and artistic 

theory, is often translated from the Greek as “imitation”, describing art as a copy of 

reality. However, in his thorough analysis, Matthew Potolsky suggests that this imitative 

act transcends mere copying; it is a generative process that reproduces and creates new 

ideas and artworks through the very act of imitating (2006, p. 160). In this sense, Yen’s 

approach to translation is mimetic because it seeks to reflect Carter’s source texts. She 
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sharpens her senses to receive and reproduce the full range of signals embedded in 

Carter’s writing—not only structural and rhythmic patterns of the language, but also the 

sensory impressions such as scent, sound, and atmosphere evoked through the text. 

Thus, acknowledging that language is not a culturally neutral vessel, Yen's strategy is not 

to imagine an impossible equivalence, but to construct a compelling Chinese authorial 

persona for Carter. Her goal is to create a voice in Chinese that produces effects 

equivalent to Carter’s English voice in its original context. In this thesis, I argue that Yen, 

at times, inevitably performs a creative role in translation by restraining her own 

expression to fully embrace the stylistic voice of the source text; this act of self-

effacement is not passive, but a generative process that demands creative 

interpretation to reconstruct the source author’s narrative persona in a new language. 

She may resist creative impulses that originate from her own voice, but she does 

channel Carter’s linguistic and narrative presence, rewriting it creatively in Chinese.  

 

Yen’s self-identification as a professional translator is clearly reflected in her translation 

practice. From a linguistic perspective, her Chinese translation of The Bloody Chamber 

exhibits minimal deviation from Carter’s original text, as demonstrated in the case 

studies of this thesis. However, despite Yen’s deliberate efforts to suppress her own 

voice, narratological creativity still emerges at the textual level. This paradox is enabled 

by her strong ethical self-restraint, which sets clear goals for the translation project, 

fulfilling the “goal-constraint” criterion of creative processes. In addition, her initiative in 

introducing Carter’s work to the publisher reflects a personality open to new 

experiences, as well as a high degree of intrinsic motivation. Her approach of imitating 

Carter during the translation process further reveals her intuitive engagement, allowing 

her to ascend to the cognitive level of creativity. Beyond Yen’s professional attitude, her 

feminist stance also facilitates creativity in her translation, by aligning her subjectivity 

with the subversive narratives found in Carter’s stories. 
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2.3 Yen’s Feminist Stance 

This section analyses Yen’s subjectivity as shaped by her feminist stance, focusing on 

how the social context influences her restrained ideological expression and in turn 

informs her creative agency. Given that subversive feminist ideology is a central theme 

in Carter’s writing of The Bloody Chamber, this section explores how Yen positions 

herself in relation to this ideological framework. Yen’s alignment with Carter’s 

unconventional stance demonstrates her willingness to question prevailing norms, 

which is the social personality trait associated with creativity. This ideological 

identification lays the basis for interpreting the translation shifts in gender-related 

narratives discussed in the case studies. These shifts reveal how her creative decisions 

subtly navigate between fidelity to the source text and a culturally embedded feminist 

perspective. 

Yen’s profound connection with Carter’s writings originates from her own feminist 

engagement. She first encountered The Bloody Chamber and Other Stories during her 

undergraduate studies at Tsinghua University (Yen, 2021, 00:24:00). At the time, Yen and 

her friends had just begun exploring feminist theories and were actively seeking literary 

works that spoke to these ideas. One day, a friend introduced her to Carter’s collection, 

which Yen describes as “entirely logical, given that she is a writer who places strong 

emphasis on feminism” (Ibid., 00:25:00). Although Carter’s writings were not widely 

circulated among Chinese readers at the end of the twentieth century, Yen and her 

friend were uniquely open to the radical potential of the stories because they were 

involved in the 女性主义研究社 [Feminist Studies Society] at their university, a group she 

recalls as being “super obscure” (Ibid., 00:26:30). Not only was the society 

marginalised, but feminist affiliation was also stigmatised. As Yen notes, “any girl 

associated with feminist studies or feminism was seen by many as some kind of 

terrifying menace or monstrous threat” (Ibid., 00:27:00). This reveals how Yen’s 

ideological interests were rejected by the mainstream culture of her time. In this 

context, Carter’s feminist fiction affirmed and helped shape Yen’s feminist 
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development. It suggests that a suppressed environment stimulated the translator’s 

interest in translating Carter even more, also confirming how Yen’s creativity exists as a 

goal-constrained activity (as discussed in Section 1.3.2). 

Yen’s appreciation of Carter’s feminist perspective is rooted in a niche yet highly 

sensitive topic: pornography and sex work. As a feminist, Yen advocates for its 

decriminalisation and legalisation, as well as the recognition and transformation of 

female pornography. However, this position also places her within a controversial space 

in feminist discourse. Some schools of feminist thought regard pornography and sex 

work as inherently exploitative and oppressive to women (Dworkin, 1981; Jeffreys, 1997; 

Ward and Wylie, 2017). Acknowledging these internal disagreements, Yen resists being 

simplistically labelled a “feminist” since this does not automatically indicate an 

uncomplicated position. Instead, she identifies herself as a feminist who supports “挪用

色情改变色情，以及性工作除罪化合法化 [the appropriation and transformation of 

pornography, as well as the decriminalisation and legalisation of sex work]” (Yen, 2021, 

00:32:30). In this regard, Yen sees Carter as a resonating and influential spirit whose 

work embraces violent and sexual imagery as potential modes of female liberation. In 

The Sadeian Women  (Carter, 2013) Carter describes this approach as “moral 

pornography”, a concept where pornography is used “as a critique of the current 

relations between the sexes” (p. 19). In this way, pornographic plots in stories are not 

used for titillation, but can function as a tool and symbol for critiquing gender relations 

(Dimovitz, 2016, p. 17). For a translator, this necessitates a careful balance: one must 

refrain from both censoring these narratives and exaggerating them for sensational 

effect. 

Like other social theories, feminist thought arises from real-life dilemmas and aspires 

to bring about tangible change, in this case, to women’s lives. Yen acknowledges this, 

stating that “as a woman, any improvement in your situation is closely related to 

feminist thought and movements” (Yen, 2021, 00:30:22). Yen’s way of contributing to 

feminist activism is through translation. By introducing Carter’s feminist fiction to 
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Chinese readers, Yen not only represents Carter’s ideas, but through these is able to 

give voice to a feminist thinking for which she might risk retribution were it to be in her 

own name as an activist. After all, as she recalls, even participating in a feminist studies 

society during her university years was enough to render her “terrifying and monstrous” 

in the eyes of many, as described by Yen in the interview. In this context, translation 

becomes Yen’s form of social engagement and critique: it is both a literary and a 

political act.  

This subtle approach to safeguarding her radical beliefs is evident in many of Yen’s 

choices, ultimately shaping her strategy of expressing feminist identity through 

engagement with, and emphasis on, feminist-relevant narratological elements in her 

translation of The Bloody Chamber.  

As the case studies in later chapters will demonstrate, Yen’s feminist approach is 

manifested through her creative expression in depicting characters and events related to 

sexual events. This creativity constitutes an effort to engage with the receiving culture of 

Chinese-speaking areas, while simultaneously remaining the voice of Carter's concept 

of "moral pornography." In both Yen’s podcast (2021) and our interview (2025), Yen 

appears prouder of her reputation as a translator than of her feminist identity, which she 

suggests has brought her some discomfort. This attitude reflects the political climate 

surrounding feminism in Taiwan at the time, which is similar to mainland China in some 

respects. Rooted in the same Confucian tradition, both cultures have subscribed to 

patriarchal norms, such as the belief that a woman should depend on her husband, just 

as a son depends on his father.14 Modern Chinese culture has officially distanced itself 

 

14 In the Confucian text 《白虎通德论》 [Bai Hu Tong] written in the first century by 班固 [Ban Gu], the 

social position of the wife is restricted in the “三纲 [Three Fundamental Bonds]”. It requires “君为臣纲，

父为子纲，夫为妻纲 [the retainer depends on his lord to gain merit; the son depends on his father; the 

wife on her husband]”. 
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from many traditional gender roles, particularly since Chairman Mao’s influential 1958 

declaration that “妇女能顶半边天 [women hold up half the sky]”. This slogan urged 

women to participate actively in the labor force and served to elevate women’s social 

status (Redfern, 2019). However, the notion that a woman’s value lies in domestic life 

persists. In many families, the traditional division of labour, “‘男主外，女主内’的观念并

未得到彻底更新 [The concept of ‘men being responsible for external affairs while 

women domestic ones’ has not been fundamentally updated]” (People’s Daily, 2018). 

The ideal woman is still often expected to embody the role of “贤妻良母 [a virtuous wife 

and good mother]” (Guo, 2017). From this perspective, a feminist position advocating for 

the legalisation of sex work is a direct challenge to long-accepted principles. While Yen’s 

approach may be considered publicly as rebellious, she does not use her own voice to 

confront social and cultural traditions directly. The role of a literary translator is a 

profession recognised and valued by Chinese culture, even while it involves direct 

engagement with radical feminist thought. Through this socially acceptable role, she 

inhabits Carter’s voice to circulate ideas that might otherwise be too controversial or 

confrontational.  

Another way Yen protects her radical feminism is by refraining from exerting social 

influence through translation. Although she hopes to improve women’s conditions and 

recognises the significant role of feminist thought, she has never attempted to publicise 

or promote her ideas directly through her translation (Yen, interview, 2025). Her decision 

to introduce Carter’s stories to the Chinese market indicates she shares Carter’s 

feminist perspective, but at the same time has no intention of overtly reframing the 

source text for Chinese culture. This strategy of self-restraint reflects a clear objective in 

her translation practice: to faithfully re-present Carter’s texts. Under the lens of 

creativity explored in Chapter One, this objective gives purposeful direction to any 

translation shifts, thus avoiding random alterations in the target text. 

Yen’s decision to translate Carter’s short stories before any of her other works 

reflects a strategic consideration of the target audience and the value of popular 
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accessibility over philosophical complexity when introducing feminist texts. In her 

podcast, Yen states that her only firm request to the publisher was to secure the 

copyrights for all of Carter’s short stories (Yen, 2021, 00:38:00). One of the reasons the 

publisher agreed to this proposal was their assessment of the market’s receptiveness 

(Ibid., 00:38:40). As Yen observed, “among Carter’s works, her fairy tale rewritings are 

probably the easiest for target readers to grasp” (Ibid., 01:02:10). Most Chinese readers 

are arguably familiar with Grimm’s fairy tales, Andersen’s tales, Aesop’s fables, or at 

least the Disney adaptations. Many of Carter’s stories feature characters and plots that 

draw directly from these traditions so, in this context, translating Carter’s fairy tale 

rewritings not only narrows the gap between her style and the expectations of the target 

readership, but also offers an accessible channel for introducing her subversive feminist 

ideas through familiar narrative frameworks. Both Carter’s literary style and the 

underlying ideas in her stories are often unfamiliar and unconventional to readers, 

whether in English-speaking contexts or in translation. However, her adapted fairy tales 

offer familiar narrative elements that serve as an effective entry point, or “hook”, for 

introducing more subversive and unsettling themes.  

In this sense, it is understandable that Yen states she would not read other relevant 

fairy tale adaptations while translating Carter, since “她效忠的主子 [the master to whom 

she is loyal]” is solely Carter’s source texts, not the similar or familiar traditional 

narratives (Yen, interview, 2025). This reveals another form of self-restraint: a deliberate 

refusal to introduce the translator’s own wider thematic or intertextual knowledge into 

the translation. Yen’s approach exemplifies what Anthony Pym describes as the 

expectation that a translator’s “internal knowledge” is typically not to be foregrounded 

(Pym, 1993, p. 131). In other words, at the narratological level, Yen avoids introducing 

information from other related stories. Thus, any translation shifts observed in the case 

studies should be interpreted as functioning within the narrative structure of the source 

text, rather than citing or connecting with other known narratives. This ethical stance 

once again reinforces Yen’s resistance to inserting personal creativity through 

intertextual synthesis, which is one of the modes of creativity discussed in Chapter One. 
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Nevertheless, the narratological creativity evident in the case studies suggests that even 

when Yen consciously suppresses her creative impulses, the act of translation itself 

remains inherently and unavoidably creative. Hence, in this case, what makes literary 

translation unique is that all agents involved—translators, editors, readers, and even the 

source author—may expect the translation to exhibit no visible creativity from the 

translator. Yet, the very nature of literary translation, with its demands for nuance, 

sensitivity, and interpretative depth, requires the translator to be creative. Yen’s strategy 

for negotiating this contradiction is to silence her own voice and instead perform 

creativity as if she were the source author. However, it is precisely this complicated and 

paradoxical double-role that led her to step away from the profession of literary 

translation after a decade of practice. Her feminist alignment with Carter inevitably 

fostered narratological creativity in her translation, while her parallel pursuit as a poet 

further shaped her subjective engagement with the text.  

2.4 Yen as a Creative Writer 

As analysed above, Yen occupies dual roles as both a literary translator and a feminist 

activist, but she is also a creative writer herself. While she claims to refrain from 

asserting a creative voice during the translation process (Yen, interview, 2025), this 

thesis argues that creative writing and literary translation are inherently connected 

practices. This section explores how Yen’s translation work informs and inspires her 

creative writing, while the subsequent case study chapters (Chapters Three to Six) will 

demonstrate how her translations, in turn, reflect her creative sensibilities. By critiquing 

this poem, we gain access to the translator’s subjective experience: the emotional 

resonances, the creative impulse, and the thematic obsessions that the translation 

process ignited. This external creative output provides a unique window into the internal 

creative process that necessarily informed her translational decisions. Thus, 

this section serves as a contextual resource informing and supporting the translator’s 

creative strategies in translating Carter’s narratives. 
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Before The Bloody Chamber was published in Chinese, Yen wrote a poem titled 

“Séance——写给 Angela Carter [Séance—written for Angela Carter]” on 16 July 2004 

(Yen, Bokelai, 2008). This poem not only reveals the extent to which Yen was inspired by 

Carter, but also demonstrates her literary sensibility and capabilities as a creative 

writer. Produced following Yen's translation of Carter’s work, this poem constitutes a 

freer form of translational practice. It represents the final release of a creative impulse 

that had been consistently suppressed during the translation task. The short poem is 

cited below, accompanied by a literal translation in square blankets, provided by the 

author of this thesis. 

 

Séance——寫給 Angela Carter15  [Séance—written to Angela Carter]  

  

謠傳妳跟夜晚私奔   [Rumour says you eloped with the night]  

我在鏡子這端拚命呼喊  [I, from this side of the mirror, desperately shout]  

又派出心愛黑貓兼程追趕  [And send beloved black cat in nonstop pursuit]  

但風坦白以告「她   [But the wind confesses honestly: “She]  

不會回來了」於是我們  [Will not return.” So we]  

一路撿拾飄散落雪的玫瑰花瓣 [Along the road pick up scattered snow-falling rose petals]  

——血紅，珍珠白，絲綢柔滑—— [—Blood red, pearl white, silky smooth—]  

筋疲力盡回到城堡   [Exhausted returning to the castle]  

桌上留一副牌排了一半  [On the table left a deck of cards half-laid]  

王后小丑都焦急看我  [The Queen and The Fool both anxiously stare at me]  

要我學會唱歌   [Urging me to learn to sing]  

別人的深褐相片裡妳  [In someone else’s dark brown photo, you]  

瞇眼打量我    [Squint, scrutinising me]  

點起蠟燭    [Light a candle]  

 

15 Published on Yen’s personal blog page on Bokelai (Yen, “Séance”, 2008). 
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摘下辮梢鵝毛筆   [Unpin from the braid the goose-feather quill]  

蛛網灰塵厚厚日記掉出三片  [Cobwebbed dusty thick journals drop three pieces]  

薄薄透明心形陰影，在  [Thin transparent heart-shaped shadows, within]  

妳的五芒星符咒裡   [Your pentagram incantation]  

水晶吊燈輕聲搖響   [The crystal chandelier gently sways]  

玎玲，一百隻月亮飛進窗戶  [Tinkling, a hundred moons fly in through the window]  

當我在 Ouija板旁坐下  [As I, by the Ouija board, sit down]  

開始聽寫    [Begin to transcribe]  

This poem is written in the first-person perspective, as a monologue from Yen (“I” in the 

poem) to Carter (“you”). Yen portrays herself as a follower of Carter, who disappears 

into darkness. On her way to find Carter, Yen discovers traces left behind, which are 

images commonly found in Carter’s writings, such as red blood, a castle, and tarot 

cards. At the end of the poem, Yen sits down to “transcribe”, under Carter’s gaze from a 

photograph and with the aid of Carter’s spirit, through a “Ouija board”. The poem 

reflects Yen’s experience of reading and translating Carter. Here, the act of translation is 

through “transcribing”, which suggests that Yen does not see herself as the writer, or 

even as a translator, but as someone who only writes what she hears through 

mysterious guidance. Likewise, in Yen’s interview she describes the translation process 

as “channelling” Carter’s voice like a “psychic”, aiming to “speak as Carter would speak 

in Chinese” (Yen, interview, 2025). Even within her creative work, then, Yen maintains 

that she does not express her own voice in translation, claiming no credit of any creative 

authorship in the process. 

In this poem, several references evoke Carter’s stories, particularly those in The 

Bloody Chamber. The mention of the mirror in the second line of the poem recalls 

Carter’s frequent use of mirrors as extended and reflective spaces, such as in “The 

Bloody Chamber”, which will be analysed in Chapter Six. In the third line, the act of 

sending out a cat to pursue Carter echoes the story “Puss-in-Boots”, in which a cat acts 

on behalf of his master to win over a lover (discussed in Chapter Five). The description of 
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colours of “blood red, pearl white” borrows imagery from “The Snow Child”, where the 

child is described as having lips red as blood and skin white as snow (also analysed in 

Chapter Five). The castle mentioned in the eighth line is a recurring setting in Carter’s 

work, appearing in stories such as “The Bloody Chamber” and “The Lady of the House of 

Love”, both of which will be explored in Chapter Six. The reference to tarot cards in the 

following line reminds readers of the lady vampire in “The Lady of the House of Love”, 

who constantly seeks signs of love through tarot. By weaving together elements familiar 

from Carter’s stories, Yen’s poem functions as a brief, poetic preface to the book. As a 

self-expressive work, it deliberately selects imagery that evokes foreign symbolism for a 

Chinese readership. This suggests that culturally distant elements are the very source of 

Yen’s creative impulse—the same elements that are emphasised in her translations, as 

detailed in the case study chapters. By foregrounding these unfamiliar symbols, both 

Yen’s translations and her original poem create the distinct effect of a text authored not 

by someone from within Chinese culture, but by a representative and active agent of a 

foreign literary tradition. Hence this poem is a special footnote of Yen’s translation, 

explaining how she chooses to accentuate certain narrative elements. 

Besides this poem, Yen published a poetry collection in 2010 titled 日光夜景 [Daylight 

and Night Scene]. This collection compiles more than eighty poems written since 1997. 

The book was self-published by Yen and was specially produced using the moveable 

type printing technique, which is an ancient Chinese printing method, invented around 

1040 AD but declining in use during the twentieth century (Bussotti and Han, 2014). Yen 

chose this nearly lost art for printing because she believes that “活版印刷才最适合表现

诗的特性 [moveable type printing is the most suitable medium to express the nature of 

poetry]” (Yen, 2011, accessed 25 June 2025). Specifically, since the moveable type 

technique uses individual metal pieces for each character, it grants a special sense of 

physical weight to the words (Fig. 5). Accordingly, the book is designed with a focus on 

materiality as “重量[…]，视觉、触觉皆可感知的三度空间 [a three-dimensional space 

perceptible through weight, sight, and touch]” (Ibid.). This rarely seen printing method 
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demonstrates Yen’s material creativity, even in the realm of print production. Yen’s 

sensitivity to sight and space is especially reflected in the later case studies, such as the 

analysis of her Gothic space translation in Chapter Six. 

 

Fig. 5. Moveable type blocks and their corresponding printing output. Photo by 東東 [Dongdong], 

摄图网 [Shetu Web], https://699pic.com/tupian-502494718.html?sid=82555, accessed 18 

November 2025. 

This creative approach, however, is carefully constrained by Yen’s commitment to 

accuracy. Because the metal blocks used in moveable type printing are individually 

designed and thus moveable, one of her friends suggested including reversed characters 

to highlight the uniqueness of the printing technique. Another friend proposed arranging 

the words in a chaotic layout to give the book a more poetic appearance. Yen rejected 

both ideas because she could not tolerate any typographical errors in her poetry 

collection (Yen, 2011, accessed 25 June 2025). This insistence on professionalism 

reflects one of Yen’s core ethical principles in her translation practice. In the interview, 

she further elaborates on her rigor in choosing words when translating Carter’s stories. 

Specifically, Yen often challenges herself by imagining how she would respond if a 

reader questioned a specific translation choice. This disciplined approach aligns with 

the concept of “goal-constrained” activity in the requirement of creativity (discussed in 

https://699pic.com/tupian-502494718.html?sid=82555
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Chapter One), and it supports the analytical premise that the translated texts under 

study are the result of deliberate choices, reflecting the translator’s subjectivity in 

producing target texts. 

From the above discussion, it is evident that Yen approaches translation with a strong 

sense of ethical discipline, while simultaneously embodying multiple roles: a feminist, a 

creative writer, and, above all, an engaged reader. These intersecting and at times 

conflicting roles collectively contribute to her translation of The Bloody Chamber, with 

her creative agency subtly expressed through micro-level narratological elements. Yen is 

not the only agent involved in this translation project; various others also played a role in 

the book’s publication and circulation. The next section traces the trajectory of The 

Bloody Chamber in the Chinese context, demonstrating that the project was not 

constrained by the patronage ideology described in Lefevere’s theory of rewriting ([1992] 

2017). Instead, the work was shaped by a network of agents whose emotional 

investment helped safeguard the translator’s creative freedom. 

2.5 Conclusion 

This chapter has explored how Yen, as a translator, relates to the concept of creativity. 

Drawing on an interview with Yen, as well as contextual analysis of the publication 

environment of the Chinese translation of The Bloody Chamber and Other Stories, this 

chapter demonstrates that while Yen exhibits many characteristics of a creative 

individual, she consciously restrains the impulse to create freely during translation due 

to her ethical principles. Ultimately, Yen’s complex identities—as a professional 

translator, a proactive feminist, and a self-expressive poet—collectively shape a 

creative space that is both constrained and precisely targeted. 

According to the theoretical framework outlined in Chapter One (Section 1.4, 

“Creative Translator”), I argue that Yen can be considered an inherently creative figure. 
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Based on Gregory J. Feist’s (2010) classification of creative personality traits,16 Yen 

exhibits nearly all the identified traits, excluding clinical traits (i.e. psychological 

disorders), which are beyond the scope of this study. First, Yen’s openness to 

experience highlights her cognitive level of creativity. This is evident in her willingness 

when she was asked for recommendation for translation by editors, she was open to this 

opportunity and initiated her own translation project. Second, Yen demonstrates the 

social dimension of creativity by working independently and adopting unconventional 

methods, such as using the rare moveable type printing technique for her poetry 

collection, which reveals her tendency to question established norms. Third, her deep 

admiration for Carter and expressed desire to translate all of Carter’s short stories 

illustrate her strong intrinsic motivation and ambitious engagement with the translation 

process, while her career as a poet further reflects a high level of creativity and literary 

sensitivity.  

The interview, and Yen’s own podcast, also indicate that her translation process 

includes creative activity. According to the three criteria of creative process outlined in 

Section 1.3, a creative process requires three criteria: internal attention, goal-

constrained focus, and generativity. Yen’s initiative in recommending Carter’s fiction for 

translation, along with her account of minimal editorial interference, suggests that the 

process was both self-initiated and sustained by internal motivation, with little external 

constraint. The second criterion of “goal constraint” is also evident from the analysis: 

Yen expresses a strong commitment to capturing the voice in the source text by 

“imitating” Carter. Her objective is clear and focused, which is to convey the original 

essence of Carter’s writing, without inserting Yen’s own views or poetic voice. The third 

criterion of “generativity” is not reflected in Yen’s own reflections, as she suggests that 

she avoids drawing on external sources during the translation process. However, the 

 

16 See Chapter 2 for a detailed discussion of Feist’s classification of creative personality traits. 
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evidence of generativity emerges more clearly in the textual outcomes themselves, as 

will be explored in the case studies presented in Chapters Three to Six. 
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Chapter Three: Celebrating and Complicating the 
“Animalness” of Nonhuman Characters 

3.1 Introduction 

This chapter investigates two nonhuman characters in two short stories (“The Tiger’s 

Bride” and “The Courtship of Mr Lyon”) and analyses the narratological shifts in the 

translation. The two stories both have lead characters that are half-feline and half-

human, one lion-man and one tiger-man. The two characters both behave like human 

beings but are actually animals inside. Besides the similar identity of the main character, 

the two stories share a similar narrative theme and employ comparable narrative 

techniques in terms of the characterisation process. With the male characters being 

beasts (or half-beasts), the two stories show Carter’s adaptation to the classical Beauty-

and-the-Beast plot.  

The canonical fairy tale “Beauty and the Beast” is for some a “timeless tale” 

(Griswold, 2004, p. 17), with its origins tracing back to the myth of “Cupid and Psyche”, 

written around 150 A.D. The most influential version, by Madame Beaumont, was first 

published in 1756 (Ibid., p. 27). Carter’s adaptation both draws from and distinguishes 

itself from the traditional Beauty-and-the-Beast setting in various ways. In Madame 

Beaumont’s story, after Beauty’s father loses his fortune, he enters the Beast’s castle 

and cuts his roses. The Beast then demands that one of his daughters willingly 

compensate for the father’s fault. Despite her initial fear of the ugly Beast, Beauty grows 

to appreciate the Beast’s kindness. Her love ultimately transforms the monster into a 

prince which is his true identity. Where Madame Beaumont “sought to socialize their 

readers to inhibit them” (Zipes, 2006, p. 32), the lesson was primarily designed for 

female readers, teaching them that a happy life with a handsome husband results from 

their devotion in love (Banks, 2021). To this end, the Beast in Beaumont’s narration is, as 

Bartu claims, “a stereotypical fairy tale character of a kind-hearted beast” (Bartu, 2016, 
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p. 17), who is self-conscious about his ugliness. His unfortunate self-pity and gentle 

treatment of Beauty eventually win her love. Compared to the depiction of his sensible 

mind and kind soul, his scary appearance is rarely described in subsequent rewritings, 

making it “a romantic love story, not a tale of brutal conquest” (Barchilon, 1959, p. 28). 

In contrast, Carter appreciates and indeed celebrates the animal features and brutal 

nature of the beasts, describing the relationship between the hero and heroine as that 

“between predator and prey” (Gamble, 1997, p. 133). Most importantly, however, rather 

than offering a moral lesson where kindness in either gender leads to true love, Carter 

explores the possibility that “[l]ambhood and tigerishness may be found in either 

gender, and in the same individual at different times” (Atwood, [1994] 2007, pp. 121—2). 

Within this new possibility that both genders may be driven by primal or animalistic 

desire, Carter starkly presents the scary appearance and brutal mind of the Beast 

characters, narrating how love exists as a result of power negotiations between animal-

like creatures of both genders.  

In the first case story “The Courtship of Mr Lyon” (hereafter referred to as “Lyon”), Mr 

Lyon is the Beast and reveals at the beginning of the story that he is, in fact, a genuine 

lion. Just as in the classic Beauty and the Beast tale, Mr Lyon helps Beauty’s father with 

his financial difficulties and, in return, asks Beauty to live with him. The heroine, also 

called Beauty in the story, agrees to live with Mr Lyon. Unlike Madame Beaumont’s 

Beauty, who devotes herself to saving her father in contrast to her selfish sisters, 

Carter’s Beauty, as an only child, is reluctantly obligated to stay with the Beast. After her 

father is saved from his financial troubles, Beauty leaves the Beast to visit her father in 

London, among “the huddled warmth of humanity” (Carter, “Lyon,” p. 48). Yet she does 

not return to the Beast in his isolated countryside garden as promised. When she learns 

that the Beast is dying after her departure, she returns to him and kisses him, asking him 

not to die. This time, she freely chooses to stay with the Beast, not out of any sense of 

obligation. Her kisses and true love transform the lion into a gentleman, and the story 

ends, implying that they will be married.   
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The second story, “The Tiger’s Bride” (hereafter referred to as “Tiger”) deviates further 

from the traditional narrative, thereby revealing more of Carter’s intellectual 

interventions. It is narrated from the first-person perspective by the heroine, a beautiful 

lady. In this story, the mysterious hero, Milord, is referred to by his servant as The Beast. 

He is half-human and half-tiger although, unlike the ‘Lyon’ story, this unusual identity is 

not clearly revealed until the latter half of the story. Although not explicitly identified as 

an animal for most of the story, Milord behaves like one and cannot talk, which is an 

exact reversal of Mr Lyon, who is labelled as an animal but can speak like a human. The 

heroine is lost to Milord by her father in a card game. Beauty is required to expose her 

naked body, which has never been seen by other men, to Milord. When she refuses, she 

is offered an alternative: to see Milord’s naked body instead. This is when she discovers 

with her own eyes that Milord is actually a tiger rather than a man. Though Beauty 

realises that “[n]othing about him reminded me of humanity” (Carter, “Tiger,” p. 64), she 

voluntarily chooses to live with him rather than return to her father, who sold his own 

daughter. After she confesses her love for and acceptance of the Beast, the Beast 

remains a beast while Beauty, with his help, transforms into an animal as he licks off her 

human skin.  

These two retellings of the “Beauty and the Beast” fairy tale have sparked significant 

critical interest, particularly with reference to their respective implications for feminism 

and the development of fairy tale poetics. One key aspect of Carter’s feminist 

perspective is the pronounced “animalness” of the Beast characters. Animal characters 

serve as a key representation of the human-animal relationship in magical realism and 

ecocriticism (Pearson, 2020, pp. 302—03), challenging the characterisation of animals 

as “the antithesis of the spiritual” and questioning the legitimacy of anthropocentrism 

(Ibidl, p. 305). They are also analysed in unnatural narratology, which suggests that using 

nonhuman characters is a common trait in postmodernist novels such as Robert Olen 

Butler’s “Jealous Husband” (1996) and Julian Barnes’ “The Stowaway” (1989) (Alber, 

2016, p. 70).4  Jan Alber suggests that Carter’s The Bloody Chamber and Other Stories 

celebrates “animalness”, which “represents a new understanding of either gender or 
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people’s bestial sex drives” (Alber, 2016, p. 116). This is especially evident when 

juxtaposing Carter’s short stories with her study The Sadeian Woman (1979), where she 

critiques the Marquis de Sade to analyse male-female power relations. As both a 

renowned novelist and literary critic, Margaret Atwood remarks that “The Bloody 

Chamber can be understood much better as an exploration of the narrative possibilities 

of de Sade’s lamb-and-tiger dichotomy” (Atwood, [1994] 2007, p. 136). Atwood views the 

transformation of the lion into Mr Lyon as a change “by love from carnivore to herbivore” 

(Ibid., p. 124), and interprets the image of the tiger as “a prisoner” trapped by the 

“passions he thought would free him from the cage of being” (Ibid., p. 125). Additionally, 

Kimberly J. Lau analyses the narratives of the two stories and observes that “all the fairy-

tale animals in The Bloody Chamber are male. Girls and women are advantaged by virtue 

of their being human, whereas the beasts they encounter are advantaged by virtue of 

their being predators” (Lau, p. 61). The present study integrates these perspectives to 

construct how Carter portrays Beast characters as both human and animal, predator 

and prey, carnivore and herbivore, as well as how Yen translates these feminist 

representations.    

Another perspective that has been widely explored is how Carter’s rewritings engage 

with fairy tale poetics. Crunelle-Vanrigh investigates how the “Lyon” story differs from 

the classic tale at levels of “narratology, genre, gender” and “psychoanalysis” (Ibid., p. 

129). Additionally, Martine Dutheil de la Rochère compares the classic tale with Carter’s 

two rewritings, and she notes how “Lyon” follows “the familiar plot” with subtle 

changes, while “Tiger” “boldly deviates from it when the heroine rejects convention and 

humanity itself to embrace a beastlike condition” (Dutheil de la Rochère, 2013, p. 229). 

The most symbolic and creative feature of the “Tiger” story is that the metamorphosis 

does not change the beast into an educated man, but rather helps Beauty “reclaim her 

own beastliness” (Ibid., p. 255). Dutheil de la Rochère further claims that Beauty “does 

not humanize the Beast but chooses to embrace an animal state in which she discovers 

(or rather recovers) a mode of being where language and vision give away to touch and 

smell” (Ibid., p. 257). This “animal state” or “animalness” is a key concept guiding the 
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analysis, where the translator’s strategies for representing these animal features, such 

as smells and sounds, are evaluated to determine whether the translator chooses to 

humanise the Beasts or embrace their animal state.   

Studies on translations of Carter’s short stories have primarily focused on the 

reception of translations, metaphor translation, and feminist strategies. Diana Bianchi 

and Catia Nannoni (2011) applied André Lefevere’s rewriting theory to analyse the Italian 

and French translations, finding that the reception of these translations in both 

countries was strongly influenced by film adaptations. Enrico Monti (2017) also 

examined the Italian and French translations of Carter's fairy tale collection, conducting 

a more traditional and textual analysis focused on how the translation of metaphors 

constructs and recreates Carter’s marvellous world. More recently, Nagihan Ceyhan 

and Feride Sümbül (2023) conducted a feminist study of the Turkish translation of 

Carter’s short stories. By evaluating the translator’s feminist translation strategies, they 

argue that the translator adopts a more invisible approach to highlighting the feminist 

elements of the source text.    

Despite the abundant literary studies on Carter’s short stories, research on their 

translations remains insufficient. No studies on the Chinese translations have been 

found (neither on Google Scholar nor CNKI,17 accessed 9th August 2024). More 

surprisingly, even though the literary world has long recognised that translation activity 

can inspire creativity in new writing, this creative force tends to be studied only when the 

translator is already a recognised writer. Translators, therefore, are more commonly 

perceived as creative only when they are already widely acknowledged by the public. In 

this study, I argue that creativity is present in most, if not all, translations and 

 

17 CNKI (China National Knowledge Infrastructure) is China’s largest and most comprehensive 

academic database, and is an essential resource for researchers engaging with Chinese scholarly 

literature. 
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specifically in fairy tale translations (especially when the stories are rewritings 

themselves).  In such texts the translator can exercise creativity when negotiating the 

poetics of the rewriting history, the receptive poetics, and the source writer’s (in this 

case, also a rewriter’s) innovative narration and ideological voice. In Carter’s source 

texts, the animalised Beast characters serve as the key narrative element, embodying 

complex negotiations of identity and agency. This study thus focuses on Yen’s 

translation of these characters to explore how the translator contributes to creative 

narrative. By comparing Yen’s translations with Carter’s source texts, this analysis 

focuses on specific character features, such as the Beast characters’ appellations, 

claws, smells, sounds, motions, and specific linguistic shifts (as discussed in Section 

1.2.1) in translating their properties.  

3.2 “Call me Beast”  

Most of the translation shifts identified in the two stories are unnaturalisation, which 

shows that the translator embraces unnaturalness and animalness. Fairy tale, as a 

literary genre, provides a subtle “interpretation of human nature and psychology” 

(Cuddon, [1977] 2013, p. 266). The unnatural animal features in Carter’s stories are 

exactly the genre-specific and creative approach to illustrating human nature and 

animal desires. In these two stories, Carter creates two human-like felines to exhibit 

how animal “desires are veiled and confounded by myths of civilization” (Lau, 2014, p. 

13). The two cats pretend to be human, wear human clothes, possess capital assets, 

and have maybe the most subtle and profound feature that distinguishes humans from 

animals—self-awareness. They both refer to themselves as “Beast”, proud of their true 

identity and at the same time ashamed of it, so they cover it with the capitalised initial 

proper name, which is a symbol of the appellation in society. Naming themselves (or 

named by the servant) ‘the Beast’ instead of ‘a beast’ is an approach to situate 

themselves within human society. The capitalised names emphasise their individuality, 

indicating a desire to be recognised by humanity, but they keep their true essence of 

being animals. They blatantly, almost rudely, admits to their cruel and tough image. The 



88 

lion in the story “Lyon” talks like a person, but he refuses to be recognised as a purely 

human being; he tells the heroine’s father that “I am no good fellow! I am the Beast, and 

you must call me Beast” (Carter, “Lyon”, p. 44). And the tiger in the story “Tiger” is 

referred to by his loyal valet as “The Beast” though can be called “Milord”. There appear 

fifty-five proper names “Beast” and one “beast” in these two stories that specifically 

refer to the lead characters; all fifty-six “Beasts” and “beast” are translated into “野兽 

[beast]”, which is the literal translation of the word “beast”. Although the meaning 

remains consistent with the source text, this Chinese translation does not convey the 

term as a proper name, unlike the capitalised "Beast" in the original. Other appearances 

of the word “beast” not referring to the two characters are translated the same way as 

their names: “Beast”. For example, the sentence that describes the lion as 

“resemblance to the handsomest of all the beasts” (Carter, “Lyon”, p. 51) is translated 

as “神似那最为威武的野兽 [spiritually alike that most mighty beasts]” (Yen, 2019, p. 

186). If all instances of the name “Beast” in the source texts were replaced by the word 

“beast”, it would likely alter the meaning and connotations associated with the 

characters. This makes the image of the socialised character more ambiguous and more 

animal-like.  

This shift seems to be a deliberate choice rather than an accident neglect. In the story 

“Lyon”, the main character is at first referred to as the “lion” which is translated as “狮子 

[lion]”. Then when the half-man lion metamorphoses into a human being, he possesses 

a human name “Mr Lyon”, which is translated as “师先生 [Mr Shi/teacher]”. Unlike the 

example of translations of “beast/Beast”, here the translator humanises the name of the 

transformed lion. The new name in Chinese, just like the English one, has the same 

pronunciation as the Chinese translation of the animal “lion” and is reduced the animal 

feature by taking out the radical 犭.1 The new name 师 means “teacher” in Chinese, 

giving the name and the metamorphosis deeper implications of the higher social 

statues. The name “Beast” can be rendered in the same way but was not. For example, 

the Chinese translation “野兽” can be replaced by “嘢兽 [Yě Shòu]”, “叶兽 [Yè Shòu]”, or 
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“野寿 [Yě Shòu]”. The literal translation of the word beast, “野兽” spells as [yě shòu] in 

Chinese Pinyin,18  “嘢兽 [Yě Shòu]” and “野寿 [Yě Shòu]” apply homophones of “野兽”, 

and “叶兽 [Yè Shòu]” sounds like “野兽” except it has a different pitch of tone.19 The 

character “叶” in the last instance is a common family name in Chinese. The three 

alternatives (there can be more) share a similar pronunciation to “野兽” and can remind 

readers of this word, and at the same time, they read more like proper names by 

destroying the fixed combination of the characters “野 [wild]” and “兽 [animals]”. One 

reason for translating the “Beast” into “野兽 [beast]” might be the translator’s creative 

effort to deliberately erase the socialising symbol of the unnatural character and make 

his identity more ambiguous as caught between animal and human. The other reason 

might be that the translator borrows the intertextual translation of the “Beast” in 

classical “Beauty and the Beast” stories, where the name “Beast” has long been 

translated as “野兽”. In either case, this translation of the name “Beast” animalises and 

unnaturalises the character in effect. To readers, this character is arguably more 

definitely an animal from the beginning of its debut. This translation strategy shows how 

the translator can animalise the half-human-half-animal character through the choice of 

translating character names.  

3.3 Sharpen the Claws  

The emphasis and elaboration of the “beastliness” and “animalness” of the animal 

characters also occur in the translations of brutal character properties such as sharp 

claws. These properties are the symbol of an abstract male-female relationship. The 

 

18 Pinyin is a Chinese spelling system that marks the sounds of Chinese characters with Latin 

alphabets. 
19 Mandarin Chinese “is a typical tone language in that the pitch contour over a syllable can distinguish 

word meanings” (San, 2007, p. 225). There are four major tones in Mandarin Chinese.   
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relationship between the beasts and heroines in the two stories exemplifies the 

predator-prey relationship, following Marquis de Sade’s metaphor of man and woman. 

Brutal animal behaviours in these stories, according to Lorna Sage, represent the 

“personified” human “dreads and desires” (1998, p. 57). In commenting on Carter’s 

stories, Jan Alber also suggests that “the animal features of these figures represent the 

bestial aspects of human sexuality, which are celebrated” (2016, p. 243). The 

characters’ animal brutality is especially evident upon their property of possessing 

claws, which implies their killing instinct. Among all the eight “claws” or “clawed” that 

appear in both stories, four of them are translated as “利爪 [sharp claws]”, three are 

translated literally as “爪子 [claws]”, and one is translated as “爪形 [claws shape]”. The 

analysis shows that in the translation, the properties of claw are animalised when the 

character’s brutal feature is emphasised in the narration; in other cases, the properties 

are represented more literally.   

When the lion in the “Lyon” meets with Beauty’s father, he grasps the father’s 

shoulders and his “claws pierced the sheepskin as he shook him” (Carter, “Lyon”, p. 

44). This is the first appearance of the lion and introduces an angry animal image. The 

translation reads “利爪刺穿羊皮外套 [sharp claws pierced through the sheepskin coat] 

(Yen, p. 178). The word “claws” here is translated as “sharp claws”, which strategy 

makes the image of the animal more brutal. But when the lion sees Beauty’s picture and 

shows his care trying “not to scratch the surface with his claws” (Carter, p. 44), this 

property of “claws” is translated literally in the target text as “不让爪子刮伤照片表面 

[not let claws scratch the photo surface]” (Yen, p. 179). After the lion is accepted and 

kissed by Beauty, the description of the lion’s claws shows his raw desire for Beauty and 

his power to possess and even hurt the girl, but the Beast constrains himself and hides 

his sharp weapon and desires when “her lips touched the meat-hook claws” (Carter, p. 

51). The modifier “meat-hook” emphasises his predator nature. In this situation, the 

translation is “她的嘴唇触碰到那些肉钩般的利爪 [her lips touched those meat-hook 

like sharp claws]” (Yen, p. 186). In comparison, Carter also mentions that a dog, not the 
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lion, makes “a sudden urgent, scrabbling sound, as of claws” (Carter, p. 49). This time, 

Yen renders it as “一阵急促猛抓，好像是爪子发出的声音 [a hurried scrabbling, as of 

claws’ sound]” (Yen, p. 184). Although the source text uses the same word “claws,” the 

translation does not undergo any shift when the context does not emphasise the lion’s 

brutal nature.  

In the story “Tiger”, when the word “clawed” is used to describe a chair whose feet 

are “handsomely clawed” (Carter, p. 58), it is translated as “漂亮的爪形 [beautiful claws 

shape]” (Yen, p. 195). In this instance, the concept of “shape” is added to the translation 

to clarify that the function of the word “claws” is to describe the outline or form of the 

furniture. The second “claws” that appears in this story is used to modify the tiger’s 

“furred pads, his excoriating claws” (Carter, p. 61). This description is translated as “长

着毛的肉掌，尖利的爪子 [furred pads, excoriating/sharp claws]” (Yen, p. 200), which is 

rendered rather literally. The other two “clawed” are both used to show the Beast’s 

animal features, and they are both translated with additional “sharp” in the target text. 

When the narrator of the story “Tiger”, Beauty herself, feels that the Beast is not a real 

human and is possessed with a “profound sense of strangeness”, she thinks that the 

protagonist is “not, in anyway, as other men” as “the one with clawed forepaw” (Carter, 

p. 63). Here, the latter description is translated as “那个前脚长着利爪的人 [the man with 

sharp-clawed forefeet]” (Yen, p. 202). This text shows that the protagonist’s character is 

mysterious and strange, and the translator intensifies this “sense of strangeness” by 

translating the “clawed” into “sharp-clawed”. The last instance of “clawed” in the 

source text is when the heroine compares the Beast to “Kublai Khan’s leopards went out 

hunting” (Carter, p. 63). Here she describes this odd man as “clawed magus” (Carter, p. 

63), which is rendered in the translation as “长着利爪的魔法 [sharp-clawed magician]” 

(Yen, p. 202). The powerful and worshipped warrior image is constructed in Beauty’s 

mind and the property of “clawed” links to the power of this mighty hunting predator. In 

these two stories, the word “claw” (including “claws” and “clawed”) is translated with 

two strategies. The examples where the word “claw” is translated into “sharp claw” all 
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appear in the situation where the characters’ animal features are emphasised in the 

original stories. In other cases when the words “claw” are translated literally appear to 

describe other objects (such as a chair or a dog) or to highlight the gentleness and care 

of the beast.  

The translation obviously employs the modifier “sharp” to enhance the cruelty and 

dangerousness of the two half-man beasts. And this animalising strategy does not 

appear when the character property “claw” is used on other subjects or for other 

purposes. This suggests that the translator deliberately (or unconsciously) accentuates 

the cruel element to reinforce the beasts’ predatory capabilities. It especially 

showcases the translator’s autonomous choice when the context suggests the lion be 

careful not to scratch, the “claws” are just the “claws”, while when the lion presents his 

power towards the father and the tiger is mysterious and terrifying in the heroine’s eyes, 

the “claws” are sharpened. The character property of claws is not a pure feature 

description, but rather a symbol of predatory power. By sharpening the predator claws, 

and at the same time calling the Beast “beast”, the translations exhibit an unnatural 

world even more whimsical and mysterious than the original stories.  

 

3.4 Confusing the Smell 

The two stories are both based on and adapted from the “Beauty and the Beast” tale, 

and the stories showcase Carter’s creativity through re-writing a classical character, the 

Beast. Anny Crunelle-Vanrigh, in criticising the story “Lyon” in 1998, comments that this 

story, as an “adaptation, imitation, re-writing”, is “an interplay of repetition, imitation 

and difference” (Crunelle-vanrigh, 1998, p. 117). The “Lyon” story repeats and imitates 

more of the original Beauty and the Beast story than the “Tiger” story, which is preceded 

by the “Lyon” as its “dark twin-piece” (Ibid., p. 116). The difference between the two 

stories arguably lies in how they characterise the two beast roles.  
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When the lion is characterised in Carter’s story, the main difference from the original 

Beast story is the method how the character metamorphosises from a beast to a man. 

The “Lyon” story does not involve any magic in introducing the reason of the Beast’s 

existence as a beast, or in his metamorphosis . Hence, unlike the original fairy tale, the 

“Lyon” story dose not remind readers of a magical beast fable by genre. In the story 

“Tiger”, the characterisation is even more drastically different from the classical setting, 

and this difference shows Carter’s innovative design in adapting classical fairy tales. 

Both the Beast characters in the classical fairy tale version and in Carter’s “Lyon” are 

introduced as animals rather than humans from the early stage of their appearance. 

When the father of Beauty in “Lyon” sees the protagonist for the first time, the hero 

grasped the father with haired “paws”. This inhuman character property, as a textual 

cue, suggests that the character should be read and categorised as an animal-type 

character. However, in the “Tiger” story, the hero’s identity stays mysterious and blurred 

between a man and a nonhuman, and the character can only be certainly categorised 

until the very middle of the story, where the heroine (may be as well as the readers) have 

been wondering about his identity for long. At the beginning of the story “Tiger” when the 

heroine sees the hero the first time, she knows the hero’s name from the landlady, and 

she remarks that “I could not ask her why they called the master of the place,—La 

Bestia” (Carter, “Tiger”, p. 52). She does not know why the hero is called “The Beast”. 

After the Beast is announced as not a human by the valet when he confirms that 

“[n]othing human lives here” (Carter, “Tiger”, p. 59), the character is categorised as a 

non-human. But at the final stage when Beauty feels and shows her love to the Beast, 

the tiger character does not turn into a man as the lion or the original Beast does. As 

Margaret Atwood says, “[e]quality in ‘The Tiger’s Bride’ is not achieved by the conversion 

of the tiger to Mr Tyger” (Atwood, [1994] 2007, p. 142). The beast changing into a man in 

“Lyon” praises the power of love by invoking the humanity inside a heart, while the beast 

not changing into a man in “Tiger” embraces the animal instinct and desire inside a 

human body. The latter theme highlights Carter’s creativity in adapting the fairy tale, 

which is even more intensified by the translator Yen.  
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One way the translator shows her creativity in characterisation is to intensify the 

source text’s innovative narrative technique Carter uses in characterising the tiger. The 

animal identity of the tiger is obscured in the first half (phase one) of the “Tiger” story in 

the source text, and the identity as a beast is clear and certain in the latter part (phase 

two). In the target text, the similar character properties of smell appear in both two 

phases but is translated differently. The different translation strategies make the 

property more obscured in the confusing phase one and clearer in the certain phase 

two. In the obscured phase one, when the narrator (the heroine) smells the hero but 

does not yet know he is a tiger, she describes his smell as “fuddling perfume” and is “far 

too potent a reek of purplish civet”, and she assumes that he bathes “in scent” (Carter, 

“Tiger”, p. 53). Later when she knows his tiger identity in phase two, the narrator notices 

the tiger exudes “a reek of fur and piss” (Carter, “Tiger”, p. 66). In the translation, the first 

three olfactory descriptors in phase one—“fuddling perfume,” “reek,” and “scent”—are 

rendered in a way that suggests a human, rather than an animal, origin.   

ST (source text): My senses were increasingly troubled by the fuddling perfume of 

Milord, far too potent a reek of purplish civet at such close quarters in so small a room. 

(Carter, p. 53)  

TT (target text): 大人的香水味愈来愈使我头晕眼花，那是泛紫的浓重麝香猫，在这么

小的房间，这么近的距离闻来实在太过强烈。(Yen, p. 189)  

BT (back translation): Milord’s perfume smell increasingly made me dizzy, that is 

purplish potent civet cat, in this small room, this close distance smells far too strong.  

In this sentence, the modifier “fuddling” that implies the hero’s perfume not being a 

real perfume is diminished in the translation and it is translated as “香水味 [perfume 

smell]”. The word “reek” is translated without indicating that the smell is bad. This 

translation just shows that the smell is strong, but it does not imply that it is stink and 

reminiscent of an animal’s odour. In the first phase of the story, the word “scent” 
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appears twice, and in both instances, the translation diminishes its animalistic 

connotations.  

ST: He must bathe himself in scent (Carter, p. 53)  

TT: 他一定都用香水洗澡 (Yen, p. 189)  

BT: He must use perfume to bathe  

In this instance, “scent” is translated into “perfume” which implies that a human is 

using the perfume.  

ST: The thick, rich, wild scent with which Milord had soaked himself the previous 

evening hangs all about us (Carter, p. 58)  

TT: 前一天晚上浸透大人全身的那股浓重丰厚野性气味缭绕四周 (Yen, p. 196)  

BT: That thick, rich, wild odour that Milord had soaked him the previous evening hangs 

around us  

In the second example, “scent” is translated into neutralised word “odour” with no 

implication of the characteristic smell of a wild animal which is one of scent’s meanings. 

While in the phase two, when the character is clearly labelled as nonhuman, the 

translator renders the repetitive feature of “reek” in a way that announces the 

animalness of the character. In the following example, different from the previous 

translation, the phrase “reek” is rendered as “臭味 [stinky smell]”.  

ST: There was a reek of fur and piss (Carter, p. 66)  

TT: 屋里有毛皮和尿液的臭味 (Yen, p. 206)  
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BT: In room there was fur and the stinky smell of piss  

The four translation examples of smell property suggests that the translator grasps 

the change of the characterisation of the tiger character, and translation strategies 

reinforce this revelation of the character’s identity. In the obscured phase one of 

characterisation, the translation does not “spoil” the plot and even implies that the 

character can be a human who uses perfume. While in the certain phase two, the 

translation animalise the character by adding the modifier “stinky”. This expression calls 

out the animal feature of the character. To translate the same source text phrase 

differently, the translator creatively conveys her own understanding of the 

characterisation of a changing character.  

3.5 The Barking Man 

The other way the translator intensifies the source author’s creative narrative technique 

is when Yen accentuates the difference between the characterisation processes of the 

two stories. In the story “Lyon”, the animalness of the hero is explicitly announced early 

while in the story “Tiger”, the characterisation of the hero experiences two phases: the 

phase of obscurity and the phase of explicit nonhumanness. As both adapted from the 

classical Beauty and the Beast story, Carter’s “Tiger” story shows more creativity in 

terms of this change in characterisation. In Yen’s translation, the same character 

property of sound is rendered differently in two stories.   

There are in total four sound properties in Carter’s two stories: “roar”, “bay”, “growl”, 

and “purr”. The sound property “roar” appears four times in “Lyon” and once in “Tiger”, 

and they are rendered the same to “咆哮 [roar]”, which is a literal translation.   

The sound property “bay” appears once in each story and is translated respectively as 

“吠吼 [bay-growl]” and “吠叫 [bay-shout]”; the first Chinese characters in the two 

translated phrases are the same as “吠”, which means to bark and implies the animal 
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feature of the sound; the second Chinese characters are different. The “吼 [growl]” in the 

“Lyon” story, compared with the “叫 [shout]” in the “Tiger” story, is more common in 

Chinese to describe a lion’s sound. The word “叫 [shout]” is commonly used on human 

or to describe human sound that does not imply emotions. This difference in translation 

may be the result of varied contextual information. The “bay” sound in the “Lyon” story 

is followed by the phrase “as if a pride of lions” (Carter, “Lyon”, p. 44), while the “bay” 

sound in the “Tiger” story appears in the phrase “The Beast bayed” (Carter, “Tiger”, p. 

54). This suggests that the translator's choices are guided by the overarching narrative 

context of the stories  

The sound property “growl” appears five times in two stories. The two “growl” 

properties in the “Lyon” story are respectively translated as “吼道 [growl-said]” and “低

吼 [low-growl]”, which do not emphasise the animalness of the sound in translation. The 

three “growl” properties in the “Tiger” story are translated as “咆吼 [roar-growl]”, “吠吼 

[bay-growl]”, and “狺吼 [bark-growl]”. The first two “growls” appear in the 

characterisation phrase one where the tiger character’s identity is still ambiguous. The 

first translation “咆吼 [roar-growl]” dose not specifically imply animal features, the 

second translation “吠吼 [bay-growl]” strongly implies that the sound of an animal by 

the Chinese character “吠 [bay]”, with the right section of the character (the semantic 

radical “犬”) meaning dog, and the third translation “狺吼 [bark-growl]” also emphasises 

the animal feature of the subject, since the character “狺 [bark]” is an ancient Chinese 

word meaning dog-bark. The English word “growl” does not necessarily stress the 

animal feature of the sound maker, while in the “Tiger” story, the translator adds the 

animal feature into the translation, especially in the latter part of the story. This shift 

pattern suggests that the translator noticed Carter’s creativity in characterising the tiger 

character, and she emphasised the character’s metamorphosis from an ambiguous 

human-animal figure to a definite tiger image.  
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The sound property “purr” appears five times in two stories. In the “Lyon” story, it 

appears twice and are both translated as “呼噜声 [purr/snore-sound]”. In the “Tiger” 

story, it appears three times and are all translated differently from the other story as “低

沉呼噜 [deep-purr/snore]”. The Chinese equivalent expression of “purr” is “呼噜”, while 

this Chinese word can be used to describe both the cat purring sound and the human 

snoring sound in sleep. In the “Tiger” story, the translator emphasises more the animal 

sound of the tiger character by adding the modifier “低沉 [deep]”.  

In total of four sound properties, “roar” is translated the same in the two stories, 

“bay” is translated differently because of the contextual implication, while “growl” and 

“purr” are translated differently in the two stories since the translator emphasises 

Carter’s creative techniques in adapting the fairy tale. In the “Lyon” story, which is more 

closely adapted from the original Beauty and the Beast story, the lion character is 

characterised in a straightforward way. In the "Tiger" story, the tiger is characterised 

more creatively through a wider variety of narratological shifts, which are strategically 

tailored to distinct contexts: in the first half of the story, the main character’s identity is 

unclear and ambiguous, and in the latter half of the story, it becomes clear that the main 

character is an animal instead of a human being. The uncovering of the main character’s 

true identity in the “Tiger” story as a beast is an important and creative narrative 

technique in the source text, and the translator tends to celebrate the animalness of the 

tiger (when he is exposed as a beast) more than that of the lion, suggesting that she 

recognises Carter’s creative technique and intensifies this tendency.  

 

3.6 Expression of Theoretical Creativity  

The “Tiger” story not only shows narrative creativity as adapted from a fairy tale, but it 

also demonstrates Carter’s theoretical idea in her The Sadeian Woman, which is 

introduced in the introductory chapter. This is a book about the Marquis de Sade, who 
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regards the relationship between male and female as that between predator and prey, 

and “women can escape sacrificial lambhood […] only by adopting tigerhood” (Atwood, 

[1994] 2007, p. 119). Margaret Atwood analyses the story collection The Bloody 

Chamber and suggests that Carter borrows de Sade’s metaphor but writes against it by 

“looking for ways in which the tiger and the lamb, or the tiger and lamb parts of the 

psyche, can reach some sort of accommodation” (Ibid., p. 120). Carter evolves from the 

dichotomic perspective and implies in her stories that “[l]ambhood and tigerishness 

may be found in either gender, and in the same individual at different times” (Ibid., p. 

121). This creative narration in shaping the character is demonstrated even more by the 

translator. The tiger character is supposed to be a cruel and carnivory predator, but he 

shows a weak and soft personality like an herbivore, who is more reserved and passive in 

the gender dynamics. In the translation, Yen grasps the herbivorous personality and 

reinforces this feature. Yen’s creativity is demonstrated in translating the tiger’s action 

properties. Through these narratological shifts, the translator creates a tiger image that 

is more cowardly and timid than the original character. This creative translation 

enhances the narrator/heroine’s perspective of the tiger as “far more frightened of me 

than I was of him”. The following three examples all appear in the latter part of the story 

where the tiger is identified as non-human.  

ST: he sat in his huge chair, with his hands in his sleeves (Carter, p. 61)  

TT: 坐在那把巨大椅子上，双手藏在袖里 (Yen, p. 199)  

BT: sat in that huge chair, hands hidden in sleeves  

The underlined word is the character feature added by the translator, and it expresses 

the animal’s soft and timid characteristics. The added word “hidden” in the first example 

implies that the tiger is ashamed of his furry animal paws.  

ST: He was pacing backwards and forwards, backwards and forwards (Carter, p. 66)  
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TT: 他来来回回，来来回回不停踱步 (Yen, p. 206)  

BT: He comes and goes back, comes and goes back, non-stop pacing  

In this instance, the added modifier “non-stop” enhances the uneasiness of the hero.  

ST: until I felt the harsh velvet of his head against my hand (Carter, p. 67)  

TT: 最后我感觉到那粗粝天鹅绒般的头蹭抵着我的手 (Yen, p. 207)  

BT: finally I felt the harsh velvet-like head rubbing against my hand  

Here, the added word “rubbing” creates the image of a docile cat being petted, which 

softens the toughness constructed by the character description of the “harsh velvet” 

quality. All the shifts that appear when describing the Beast’s animalistic act suggest the 

translator’s deliberate efforts to create a beast with a soft and timid heart. He worries, 

he is careful, and he is reliant like an herbivorous lamb or if we can say, like a traditional 

female. A beast with a human and even a female quality is a creative inclusion of 

tigerhood and lambhood, which is what Carter emphasises in her rewriting of the 

Sadeien character. The translator grasps this essence and enhances it with her own 

voice.  

 

3.7 Linguistic Shifts on Idioms  

In addition to considering the poetics of fairy tale translation in Chinese, Yen also plays 

with Chinese idioms to convey her interpretation of Carter’s linguistic style. Chinese 

idioms, or 成语 [chengyu], are one of the formulaic expressions in the Chinese language 

and are typically made of four Chinese characters (Jiao, 2016, p. 64). Chinese idioms 

typically mean more than simply the sum of the characters (Ibid. p. 64), for example, 
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they can be condensations of historical events or fictional stories or can be culturally 

loaded, or convey emotional and expressional implications (Wu, 1995, p. 68). These 

four-character expressions are concise in form and can make the text “more vivid, 

conveying a sharper impression to readers” (Jiao, 2016, p. 64). Due to the complex 

implications of these concise forms, the application of four-character idioms generally 

suggests a more sophisticated literature for learned readers.   

In the translation, Yen frequently employs these four-character idioms, which reflects 

her understanding of Carter’s dense linguistic style and her attempt to provide a cultural 

equivalent in Chinese. However, many of these idioms are used in Yen’s translations 

primarily for their superficial meanings or are somewhat misapplied. This phenomenon 

can be categorised under the linguistic shifts discussed in Section 1.2.1. In specific 

cases of employing Chinese idioms, the translation typically introduces additional 

meaning that extends beyond the source text. This phenomenon is also common in 

modern daily usage of sophisticated Chinese four-character idioms. The following 

examples demonstrate how Chinese idioms are used to convey the character traits of 

the tiger and the lion.  

The description of the lion character’s sound as “a mighty, furious roaring” (“Lyon”, p. 

44) is translated as “一声惊天动地的愤怒咆哮 [a sky-shaking and earth-shattering roar 

of fury]” (Yen, p. 178). The source text “mighty” is over-translated with more information 

by Yen in the idiom 惊天动地, which can be literally translated as “sky-shaking and 

earth-shattering”, adding more intensity than the original. This idiom is often used to 

describe an event that is very significant and influential. It first appeared in 799 in Bai 

Juyi’s poem 李白墓 [Libai Tomb] (Bai, 2008, p. 1099), created to describe Libai’s seminal 

contribution in poetry writing. This translation depicts the lion’s powerful roar as world-

shaking, creating an effect of unbelievably exaggerated grandeur.  

The lion’s hair is described as “great, mazy head of hair” (“Lyon”, p. 44), which is 

translated as “一大头错综复杂的发 [a mass of tangled and complicated hair]” (Yen, p. 
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178). The source text “mazy” is translated into the idiom 错综复杂, which is often used 

to describe a complicated situation. This idiom originated from Confucius’s 系辞 [Xici], 

written during the fifth century BC, and it is a philosophical commentary on Chinese 

classical philosophy text 易经 [I Ching]. The original phrase is 错综其数, which implies 

the mathematical action of integrating and comparing numbers to analyse complex 

situations. As this idiom is originally used in philosophical contexts, its contemporary 

implications also suggest the abstract difficulties that require considerable calculation 

and wisdom. In this translation, the graphic and concrete description is rendered 

abstract, lacking a vivid depiction, while simultaneously implying the intricate character 

conundrum.   

When describing the lion sitting at a table “impassive as a figurehead” (“Lyon”, p. 45), 

Yen translates “impassive” as “不动声色” (Yen, p. 179). The literal translation of the 

idiom is “exposing no sound nor expression”, but it is often used to describe a person 

who is calm and unexposed in urgent situations and usually implies that the person is 

prepared with strategies under stress. The idiom 不动声色 was created by litterateur 

OuYang Xiu in his prose “相州昼锦堂记 [The Peony Pavilion of Xiangzhou]” written in 

1065 (OuYang, [1695] 2012, p. 659), where he praises a prime minister as 不动声色 

[calm and unexposed] in making decisions on national affairs. This implication of the 

subject faced with stressful situation is not applicable in the “Lyon” story, where the lion 

is “impassive” because he is a mysterious master.  

Another expression in “Lyon” is more accurately translated by a Chinese idiom when 

describing the lion leaving a room “without another word” (“Lyon”, p. 47). This phrase is 

translated into “一言不发 [not saying one word]” (Yen, p. 182), which is equivalent to the 

source text in surface meaning. This idiom was created by writer Feng Menglong in his 

novel 喻世明言 [Stories Old and New] published around 1621 (Feng, [1621] 1993, p. 19).   
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There is only one sample in the story “Tiger” that is translated with Chinese idioms. 

When describing the tiger pretending to be a person, the source text suggests that he is 

“cloaked and masked and once more, to all appearances, a man” (“Tiger”, p. 65). Here, 

“a man” is translated as “人模人样” (Yen, p. 204). The literal meaning of the idiom is 

“human appearance”, though it is often used ironically to imply that the subject looks 

decent in appearance, but surprisingly contrary to their look, they do shameful things. It 

can also be used on non-human subject, but often with a hint of mockery and 

condescension. This idiom was created by playwright Shi Junbao in his Zaju (or poetic 

drama) “秋胡戏妻 [Qiuhu Dallied with His Wife]” written around the thirteenth century 

(Shi, 1936, p. 20).  

In fact, the translation technique of introducing idioms in the target text departs from 

the convention of the Chinese fairy tale poetics. In the translator’s preface to Burning 

Your Boats, Yen acknowledges the genre of the source text by suggesting that “《染血之

室》整本处理的正是人人耳熟能详的童话 [what the whole book of The Bloody Chamber 

deals with are exactly well-known fairy tales]” (Yen, 2019, p. 584). As discussed by a 

Chinese scholar, Shu Chang, translators are suggested to “use four-character chengyu 

with caution” in dealing with fairy tales (Shu, 2014, p. 146). Since fairy tales are typically 

aimed at younger audiences, the use of sophisticated idioms complicates the reading 

experience. Yen’s introduction of idioms to render non-idiomatic source texts, therefore, 

might seem redundant. However, this strategy can be understood in the context of both 

the characteristics of the Chinese language and Carter’s unique language style. Li, for 

example, points out “that Chinese people tend to use more idioms than Westerners in 

daily communication” (Li, 2014, p. 17). Furthermore, Chinese idioms represent “a mark 

of erudition in verbal communication” (Tsou, 2012, p. 39) and reflect the writer’s 

“education level” (Li, 2014, p. 17). Commenting on Carter’s writing style, Salman 

Rushdie remarks that “she can dazzle and swoop, and quit while she’s ahead” in her 

short stories. If the description “dazzle and swoop” is understood as Carter’s unfamiliar 

and sophisticated prose style, then the four-character idioms becomes a justifiable 
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choice. These emotion-laden and culturally rich idioms make the text denser and more 

sophisticated in signification. Moreover, when the implicit meaning of an idiom does not 

perfectly fit in the context, the surprising effect intrigue further. Rushdie labels Carter’s 

style as “exotic” and “exquisite” in the preface to Burning Your Boat (which includes the 

short stories from The Bloody Chamber and Other Stories). The slightly off-context usage 

of idioms may misrepresent the source text's meaning, but it creatively enhances 

Carter’s exotic and exquisite style.  

3.8 Conclusion 

This chapter analysed Yen’s Chinese translation of Carter’s two short stories, which are 

rewritings of “Beauty and the Beast”. The analysis of the translation is conducted after a 

thorough exploration of Carter’s creativity in rewriting the classic “Beauty and the Beast” 

fairy tale. The nuanced textual analysis investigates three key issues:  feminist rewriting 

demonstrated through animalised description; differing characterisations in the two 

stories that exhibit a progression from imitation to creativity; the negotiation between 

poetics and writing styles. Under the first issue of feminism, literary critics have 

highlighted Carter’s interest in endowing her Beast characters with more animalistic 

features than those found in previous rewritings of the same fairy tale. These animal 

features serve to represent the male-female relation as predator-prey dynamics and 

suggesting that either gender can embody a similar mixture of both “tigerishness” and 

“lambhood”. In the translation, Yen emphasises both features: the translations of 

“claw” tend to become “sharp claw”, while the translations of the Beast’s weakness and 

dependence reinforce a tender “lambhood”. Yen’s translation thus accentuates the 

animal features of the characters, intensifying and extending Carter’s feminist re-

framing of gender relations. This finding reveals that the translator’s originality (as 

discussed in Section 1.2.1) is expressed through shifts that specify the animal 

characters’ animality and humanness. These narratological shifts are effective (as 

discussed in Section 1.2.2) because they fulfil the narratological function of these 

characteristics to show the duality of the animal characters. 
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Under the second issue of different narrative structures in the two stories, literary 

critics have noted that Carter differentiates them by employing distinct narrative 

methods in the context of characterisation. The character of the lion is similar to the 

classic Beast, and his sounds and smell are translated with minimal alterations. By 

contrast, the character of the tiger is portrayed with more creativity, wherein the first half 

of the story presents the tiger as a mysterious man, and the second half reveals his 

Beast identity. In the translation, the same olfactory descriptions of the tiger are 

rendered differently in the two halves of the story. The first half downplays the animal 

implication of the strong smell, while the second half reveals it. Similarly, the 

translations of the sound description “growl” differ as well. In the second half of the 

“Tiger” story, the translations add words to indicate the hero’s animal identity, a strategy 

that does not appear in the first half of the “tiger” story nor in the “Lyon” story. The word 

“growl” appears five times in Carter’s source texts, and each instance could have been 

translated in the same terms. However, by providing various translations for the same 

word, Yen suggests an interactive engagement with the narrative. Ultimately, these 

translation shifts represent a dynamic interplay of characterisation and plotting rather 

than mere mistranslations. In this case, the source writer’s creative narrative structure 

and techniques inspire the translator’s own creativity. In other words, the further the 

source text diverges from the traditional narrative, the more space the translator finds to 

assert her agency. Hence, these narratological shifts are effective (as discussed in 

Section 1.2.2) in that they extend the source text’s innovative narrative expressions. In 

doing so, the translator carves out a space of agency (as discussed in Section 1.4.1) 

where freedom is claimed through a process of repeating and innovating further the 

source text’s creativity. 

Under the third issue of poetics and stylistics, literary critics have long appreciated 

Carter’s unique writing style, which is rich, dense, exotic, and full of surprises. The 

translation attempts to retain these effects by incorporating many Chinese four-

character idioms, which carry corresponding historical and cultural connotations. The 

abundant use of idioms indicates a sophisticated language style, although occasional 
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misuses render the translation inaccurate. This suggests that in negotiating between 

receptive poetics and Carter’s distinctive writing style, the translator chooses to lean 

more towards the source text. However, in translating character names, the translator 

strikes a balance between adhering to established poetics and finding space to reinforce 

Carter’s innovations. These findings highlight the challenges of negotiating between the 

source text and receptive poetics. A translator's creativity, therefore, relies on a deep 

understanding of both the source text and the receiving culture and poetics. This 

method suggests that the translator employs a key processive feature of creativity: 

generativity (as discussed in Section 1.3.3). Specifically, the translator generates new 

narratological imagery by integrating established translation conventions with distinct 

Chinese cultural elements. 

Through the analysis of the translations of the two Beast characters in Carter’s short 

stories, it is evident that even translations that seem “faithful” are often the product of a 

translator’s creative engagement. The translation is not merely a reproduction of the 

source text in another language, but also a rewriting that extends and intensifies the 

concepts narrative techniques, creativity, and writing style of the source text writer.  
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Chapter Four: Reimagining Power and Gender in 
“Little Red Riding Hood” 

4.1 Introduction 

This chapter analyses Yen’s translations of Carter’s three stories, which are themselves 

reinterpretations of the classic fairy tale ‘Little Red Riding Hood’. The fairy tale has its 

origins in orally transmitted folklore and has been subsequently rewritten in various 

versions, notably in Charles Perrault’s French version and the Brothers Grimm’s German 

version. The chapter begins with an exploration of Carter’s three rewritings, juxtaposing 

them with earlier versions of the same tales to highlight Carter’s innovative narrative 

approach. Subsequently, Yen’s translations are assessed in terms of how effectively she 

captures Carter’s inventive narrative techniques while also acknowledging the 

conventions of the classic fairy tale.  

Carter reimagines the classic tale of “Little Red Riding Hood” in three versions, 

offering diverse perspectives on this fairy tale. The first version, “The Werewolf,” is quite 

short and closely resembles earlier renditions. Here, Little Red Riding Hood is portrayed 

as a clever and courageous girl, who “knew the forest too well to feat it but she must 

always be on her guard” (Carter, 1996, p. 251). When she encounters a wolf, she is agile 

and brave enough to sever its paw. Upon reaching her grandmother’s house, she 

discovers that the severed paw has transformed into her grandmother’s hand, with a 

wart on the hand, reminiscent of a witch’s nipple. The resilient little girl holds down the 

old lady and cries out for help. After the grandmother is beaten to death by neighbours, 

thinking she is a witch, the girl inherits her house and “she prospered” (Ibid., p. 252). 

Compared to the traditional “Little Red Riding Hood” illustrating innocent and powerless 

little girl, this narrative emphasises the protagonist’s intelligence and bravery. Carter’s 

storytelling evokes memory of historical witch hunts, suggesting a critique of society’s 

treatment of vulnerable individuals (Arnds, 2017, p. 181). The narrative perspective 
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focusing on the little girl prompts readers to question the reliability of the characters’ 

accounts, pondering whether the wolf and the witch are fabrications created by the 

protagonist to secure her own gain. Furthermore, it underscores the duality of the forest, 

not only as an enclosed habitat for predators, but more broadly as a dark space which 

sets a sinister narrative tone.  

In Carter’s second rewriting, "The Company of Wolves," she presents two distinct 

werewolf tales. In the first, a newly married husband abandons his home, only to return 

years later to discover his wife remarried with children. Driven by anger and jealousy, he 

transforms into a wolf and attacks the eldest son, though is ultimately beaten to death. 

As he lies bleeding, he reverts to human form, leading the narrative voice to posit that 

the werewolf must “strip stark naked” before transformation (Ibid., p. 256). The second 

story brings the Little Red Riding Hood on stage, portraying a virgin girl who “stands and 

moves within the invisible pentacle of her own virginity” and “has just started her 

woman's bleeding” (Ibid., p. 257). This girl is as brave as the girl in the story “The 

Werewolf,” and she is also armed with a knife when walking across the forest. When she 

encounters a man in the forest, she assumes that he is not a werewolf since he is fully 

clothed. However, the man manipulates her into handing over her knife and tricks her to 

expose her destination, her grandmother’s house. The girl is enticed by his charm, 

wishing to meet him again and kiss him. Upon reaching the grandmother’s house, the 

man reveals his true form as a wolf and devours the old lady. When the girl arrives later, 

she diligently notices the differences in the house and “she knew she was in danger of 

death” (Ibid., p. 260). The girl discerns the identity of the creature on her grandmother’s 

bed and cleverly complies with his demands, ultimately surviving and even gaining a 

sweet love, sleeping in her late-grandmother’s bed, “between the paws of the tender 

wolf” (Ibid., p. 262). These narratives explore themes of love and marriage between 

humans and werewolves, portraying the beasts as both brutal and yearning for care and 

loyalty. Despite being perceived as prey, the girls demonstrate agency and the power to 

control the beasts, whether through understanding or betrayal.  
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In Carter’s third rewriting, “Wolf-Alice,” she pushes the boundaries between human 

and animal (wolf) even further. The Little Red Riding Hood in this rendition is a girl (Alice) 

raised by wolves and she identifies herself more as a wolf than a human. Her 

unconventional behaviour and identity are rejected by society, leading to attempts at 

domestication by nuns. When these efforts fail, the nuns abandon Alice to a strange 

man, the Duke, who is implied to be a werewolf. The Duke does not pay much attention 

to the girl in daily life and he struggles to survive by consuming corpses at night. He is not 

accepted by wolves since he cannot hunt like a real predator, but at the same time he is 

shunned by humans since he weirdly wanders in the graveyard. Similarly, Alice is neither 

fully accepted by wolves, due to her lack of animal traits, nor embraced by humans 

because of her uncivilised nature. They are both identified as outsiders. Despite their 

societal rejection, these two creatures find solace and care in each other’s company. As 

Alice matures and gains understanding of time and nature through punctuated periods, 

she becomes aware of her existence within the world. She remembers the tenderness of 

the wolf mother and ultimately develops empathy. This leads her to feel pity for the Duke 

when he is fatally shot by a church congregation. This story transcends the traditional 

dynamic of a deceptive man and an innocent girl in the Little Red Riding Hood narrative. 

Instead, it focuses on the challenges of survival as beings caught between animal and 

human worlds, who are violators of societal norms and religious beliefs. By 

characterising these two wolf-humans, Carter provides a solution to their dilemma: 

sympathy and love serve as healing forces for their wounds, while embracing their true 

identities offers the key to their existence.  

My analysis works to identify the ways in which Yen’s translations contribute 

additional creative imagery to the depiction of three narratological areas: the eyes, hair, 

and transformative processes of the characters. The analysis is grounded in the 

conventions of the “Little Red Riding Hood” fairy tale, particularly drawing from earlier 

versions by Charles Perrault and the Brothers Grimm. By conducting thorough 

comparisons and exploring detailed textual and contextual materials, this chapter offers 

insights into how the translator crafts a distinct reinterpretation of unnatural characters, 
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thereby extending the creative re-fascination of the fairy tale rewriters. In the next 

section, the earlier versions of the fairy tale and the traditional themes of the stories are 

investigated and articulated, providing a basis for the analysis of Carter’s tales and Yen’s 

rendering of them. 

4.2 Traditional Narrative of “Little Red Riding Hood”  

As one of the most famous fairy tales, “Little Red Riding Hood” was classified by 

folklorists Antti Aarne and Stith Thompson (1961) as tale type 333, The Glutton (Red 

Riding Hood).20 This type of fairy tale possesses two features:  

I. Wolf’s Feast, (a) By masking as mother or grandmother the wolf deceives and 

devours (b) a little girl (Red Riding Hood) whom he meets on his way to her 

grandmother’s.  

II. Rescue, (a) The wolf is cut open and his victims rescued alive; (b) his belly is sewed 

full of stones and he drowns; (c) he jumps to his death. (Aarne and Thompson, 1961, p. 

125)  

This generalisation can be clearly recognized from the well-known rewritten version of 

the story by the Brothers Grimm (in German in 1812).21 While this is not the original 

version of the tale, like most fairy tales, “Little Red Riding Hood” was originally invented 

in oral tradition and later adapted into written versions. Before the Brothers Grimm, 

French tale writer Charles Perrault adapted the oral variants into a written version in 

 

20 The folklorist Antti Aarne originally composed the folktale index to classify tales in 1910. This index 

was introduced and expanded into English by Stith Thompson in both 1928 and 1961. Later, the system 

underwent further revision by Hans-Jörg Uther in 2004, resulting in the ATU index.  
21 The stories by the Brothers Grimm and Charles Perrault are referenced in 

Alan Dundes's compilation Little Red Riding Hood: A Casebook in 1989. 
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1697. Folklorist Paul Delarue (1951) examined thirty-five oral versions of the tale in a 

French essay and noticed that Perrault’s version added a novel feature to the 

protagonist: the red hood (Dundes, 1989, p. 13). This image became a notable symbol 

for “Little Red Riding Hood” rewritings, and sometimes a representation of all fairy tales. 

The red hood represents the blood and the temptation of a little girl, “symbolizing her sin 

and foreshadowing her fate” (Orenstein, 2002, p. 36). Although Carter never explicitly 

repeats the image of the red dress, she includes it indirectly by depicting the girl's blood 

during her first menstruation. For instance, in "Wolf-Alice," the description of Alice’s 

“first blood bewildered her” (Carter, p. 267) suggests an unwelcome and confusing 

experience, symbolically linking the redness of blood to the earlier image of the dress. 

Delarue also suggests that Perrault’s version eliminates the image of the wolf’s hairy 

parts due to their “puerility,” “cruelness,” and “impropriety” (Vaz da Silva, 2016, p. 170). 

Carter notably reclaims these barbarous and beastly features in her rewritings. As 

Francisco Vaz da Silva indicates, however, although Perrault overlooks the suggestive 

depiction of the wolf’s hairy body, the rewriter implicitly illustrates that the girl “meets 

the wolf’s male nakedness” (2016, p. 176), which is also clearly elucidated in Carter’s 

texts, where the wolf “strips off” his clothes, and the girl throws all her clothes onto the 

fire (in Carter’s story “The Company of Wolves”).  

Since the earliest writings of the fairy tale by Perrault and the Brothers Grimm, “Little 

Red Riding Hood” has been rewritten for audiences of various ages and across 

languages and cultures, which have been anthologised by Sandra L. Beckett (2002, 

2008, 2014). As the red-hooded girl and the evil wolf characters are continuously 

reimagined and redesigned, the narrative and the theme of the tale change over time. 

More recent critical studies such as those by Jack Zipes (1993), Marina Warner (1995), 

Cristina Bacchilega (1997) and Catherine Orenstein (2002) have examined the tales from 

postmodernist and feminist perspectives. Zipes (1993) compiled approximately forty 

rewritten versions of the “Little Red Riding Hood” tale, noting that Carter’s “The 

Company of Wolves” stands out as one of the “most experimental versions from a 

socio-aesthetic point of view” because it “reflects the changing attitudes toward women 
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and sexuality in Western society in a more positive way” (p. 64). Warner (1995) builds 

upon this analysis, examining in detail how Carter’s rebellious narratives subvert 

traditional roles by inverting villains and victims in classic fairy tales. The earlier 

narratives depict innocent and unruly little girls and dangerous wolves as a “warning 

tale, or Warnmärchen, in the folkloric tradition” (Bacchilega, 1997, p. 55). However, in 

postmodernist rewritings such as Carter’s, both characters are complicated: the little 

girl is no longer simply an easy victim, and the dangerous wolf is not just a cannibalistic 

animal motivated solely by hunger. Orenstein observes that since the 1950s, the 

proliferation of rewritings of “Little Red Riding Hood” started to focus on a new theme, 

motivated by the “the second wave of feminism—or the Women's Liberation Movement” 

in the 1960s (2002, p. 140). The new focus “reclaimed the heroine and her grandmother 

from the male-dominated literary tradition, recasting the women as brave and 

resourceful, turning Red Riding Hood into the physical or sexual aggressor, and 

questioning the machismo of the wolf” (Orenstein, 2002, p. 161). Carter’s three versions 

are among the most radical rewritings that celebrate this new feminist perspective. 

Bacchilega claims that “Carter tells tales that reactivate lost traditions, trace violently 

contradictory genealogies, and flesh out the complex and vital workings of desire and 

narrative” (1997, p. 59). Orenstein focuses more on Carter’s mapping of desire and 

suggests that “Carter explores female lust—healthy, but also challenging and 

sometimes disturbing, unbridled and feral lust that delivers up contradictions” (2002, p. 

167). In Carter’s stories, the wolf/werewolf’s transformation is driven by hunger or anger, 

and the girl’s self-salvation is armed by knife or love. Specifically, Orenstein notes that in 

Carter’s stories, animal fur is deeply related to female power (Ibid., p. 165), which will be 

analysed later in Yen’s translations. Orenstein also notices the importance of 

protagonists’ transformations in Carter’s story: each metamorphosis “is by turns tender 

and aggressive,” and these “parallel transformations suggest their interrelated identities 

that encompass darkness and brightness, innocence and evil at once” (Ibid., p. 168). 

These moments of transformation will be analysed in the translations to ask how the 
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translator interprets these symbols of identity exchanges and what, if anything, they add 

to the gender and power dynamics of the source text by Carter.  

 

4.3 Red Eyes of Desire  

In the three stories, the eyes of wolves symbolise their true identity, which remains 

unchanged despite any attempts at disguise. As Carter remarks in “The Company of 

Wolves,” “by the eyes, those phosphorescent eyes, you know him in all his shapes; the 

eyes alone unchanged by metamorphosis” (Carter, p. 256). One can discern the wolves 

“by their eyes, eyes of a beast of prey,” which signify their unyielding desire. The red 

gleam in their eyes signifies the desire to hunt, to consume, and to dominate. However, 

the descriptions of the wolf’s eyes differ between Carter’s rendition and the versions by 

Charles Perrault and the Brothers Grimm. Perrault’s tale lacks detailed depictions of the 

wolf’s eyes, except when Little Red Riding Hood discovers him in the grandmother’s 

house and remarks, “Grandmother dear, what big eyes you have!” (Perrault, [1962] 

1989, p. 6). The wolf responds that his eyes are large “the better to see with,” offering 

little further insight. The eyes are mentioned more emphatically in the Brother Grimm’s 

narrative, where they incorporate a moral lesson about a discerning little girl who 

recognises the wolf’s “mean look in his eyes that ‘he would have eaten me up if we 

hadn’t been on the open road.’” (Grimm, [1987] 1989, p. 11). Carter captures this 

menacing aspect in the wolves’ gaze, symbolising their cannibalistic nature. This is 

exemplified in her description of the werewolf Duke’s eyes, where she portrays them as 

seeing “only appetite” (Carter, p. 265).  

There are 19 sentences in Carter’s three stories that describe the eyes of wolves or 

werewolves, among which 6 samples are translated with a direct manner. These directly 

translated samples range from the wolves’ “poor eyesight” (Carter, p. 263) to their tear-

filled eyes (Ibid., p. 269), utilising simple modifiers such as “big eyes,” (Ibid., p. 260) “the 
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man with red eyes,” (Ibid., p. 261) smart eyes (Ibid., p. 263), and eyes that are wide open 

(Ibid., p. 265). The remaining source texts undergo translation shifts. Among these 

translations, the first type of shifts reinforces the existence or subjectivity of the wolves’ 

eyes, thereby emphasising their devouring desire. The second kind adds additional 

layers of desire by introducing new features to the original story. The third type of shifts 

reduces the active verbs that were used in the source texts to describe the eyes. This 

approach is in line with Chinese syntax, but it may potentially reduce the perception of 

the wolves initiating their desire.  

As the first type of shifts, for instance, the wolves’ “red eyes” (Ibid., p. 251) are 

translated as “一双红眼 [a pair of red eyes]” (Yen, p. 260). Compared with the more 

literal translation “红眼 [red eyes]”, the added measure word emphasises the existence 

of the eyes. Similarly, when Carter describes how “those eyes are all you will be able to 

glimpse of the forest assassins as they cluster invisibly round your smell of meat as you 

go through the wood unwisely late” (Carter, p. 253), the translation intensifies the sole 

presence of the eyes by comparing them with other parts of the wolves’ bodies. Carter’s 

phrase “those eyes are all you will be able to glimpse” is translated as “除了眼睛之外你

也看不见他们其他部位 [except for eyes, you cannot see their other parts]” (Yen, p. 262). 

Additionally, expressions emphasising the eyes’ function in identifying the wolves are 

also stressed in the translation. For instance, the first part of Carter’s phrase “by the 

eyes, those phosphorescent eyes, you know him in all his shapes” (Carter, p. 256) is 

translated as “只要看到那双闪着磷光的眼睛 [as long as seeing that pair of 

phosphorescent eyes]” (Yen, p. 265). From these three changes in the translation, the 

objective existence of the eyes is strengthened. In a similar vein, the subjectivity of the 

eyes is reinforced through syntactic shifts. For instance, when a werewolf sets his gaze 

upon his wife’s children with another man, the action is initiated by the werewolf in 

Carter’s text, where he “clapped his red eyes on” the children (Carter, p. 256). However, 

in the translation, the action is attributed to the eyes, with the translation being “那双红

眼还瞥见 [that pair of red eyes even glimpse on (the children)]” (Yen, p. 265). Similarly, 
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when Carter depicts a werewolf’s eyes “being fixed” upon the Little Red Riding Hood 

(Carter, p. 260), this passive action is transformed into a more active one in the 

translation as “他眼睛直盯着她 [his eyes were staring at her]” (Yen, p. 269) instead of a 

more literary translation “他目光落在她身上 [his eyes are fixed on her]”. This translation 

shift, possibly influenced by Chinese syntax conventions, empower the eyes with 

agency, suggesting they are subjective agents capable of initiating actions on other 

objects. By accentuating both the objective existence and the subjective agency of the 

eyes, the translation underscores the presence and potency of the wolf’s desire. The 

translation shifts create the effect of distinguishing the eyes from other body parts and 

conveying emotions of envy or greed through the act of observation. Moreover, the 

translation creatively enhances the autonomy of the wolf’s desire. It portrays the desire 

not merely as a characteristic of the wolf but as something that originates from the eyes 

and fixates on its target. This portrayal renders the desire more direct, conspicuous, and 

assertive, enriching it with a sense of boldness which is not present in the original text.  

The second kind of translation shifts tends to add novel features to the original 

portrayal of the wolves’ eyes. One sample assigns the attribute of heartlessness to the 

wolf, while two shifts incorporate the additional symbol of fire to heighten the intensity 

of desire. The last one creates a dramatic effect. For instance, the phrase describing the 

wolf’s eyes as “nocturnal, devastating eyes as red as a wound” (Carter, p. 259) is 

translated as “杀戮无情的夜行眼晴，红得像伤口 [slaughtering ruthless nocturnal eyes, 

red as a wound]” (Yen, p. 268). Here, the feature of “devastating” is heightened to be 

killing and slaughtering, while the added descriptor “ruthless” further accentuates the 

wolf’s desire to kill. This translation creatively echoes the subsequent image of the eyes 

being “red as a wound.” Additionally, when the wolf’s eyes are described to be “like 

cinders” (Carter, p. 260), the translation employs a creative expression, “目光炯炯 

[one’s eyes bright and shining like fire]” (Yen, p. 269), which is a traditional Chinese 
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chengyu (four-character idiom).22 This shift suggests an additional presence of fire in the 

eyes, a motif also reflected in another translation where the wolves’ “eyes reflected the 

light from the kitchen” (Carter, p. 261) is rendered as “眼晴映着厨房火光 [eyes reflecting 

the kitchen’s firelight]” (Yen, p. 270). Introducing the element of “火 [fire]” in both 

instances intensifies the imagery of desire, portraying it as hot and dazzling. 

Furthermore, in describing how the werewolf Duke sleeps and wakes up at night, the 

phrase “then his eyes start open” (Carter, p. 265) is translated as “然后他眼睛便突然睁

开 [then his eyes suddenly open]” (Yen, p. 275). This dramatic imagery of eyes abruptly 

opening suggests a strong desire that rouses the sleeping werewolf, compelling him to 

seek food (human flesh). These four translation samples creatively reshape the image of 

the wolf to be less human and more beastly and dangerous.   

Most of the translation shifts strengthen the animalistic desire of the 

wolves/werewolves, but some changes weaken the power conveyed by their eyes. For 

instance, Carter uses the phrase “catch the light from your lantern to flash it back to 

you” (Carter, p. 253) to describe the wolves’ eyes in darkness, where the active verb 

“catch” implies their power to hunt prey, yet the translation “反射你手上提灯的光线 

[reflect your lanterns’ light in your hand]” (Yen, p. 262) lacks this implication, overlooking 

the intense desire to pursue victims. Similarly, when Carter describes how the wolf-like 

girl Alice grew up and understood more of the werewolf’s cannibal rituals as her “new, 

keen eyes spy” the Duke’s actions (Carter, p. 270), the translation “新近变得敏锐的眼睛

看到 [the recently more keen eyes see]” (Yen, p. 281) changes “spy” to “see.” This shift 

of the verb reduces the implication of the girl’s intense observation with painful emotion, 

thus portraying the wolf-girl with less intelligence gained after her menstruation and less 

empathy towards the werewolf. This reduction in showing the wolf-girl’s growth and self-

development is also evident in the translation of the phrase describing how her eyes 

 

22  Please see the previous chapter for a detailed explanation of Chinese “chengyu.” 
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“took on a veiled, introspective look” after menstruation (Carter, p. 269), rendered as her 

eyes “多了一种蒙胧、内省的眼神 [with an added veiled, introspective look]” (Yen, p. 

279). Translating the dynamic verb phrase “took on” into the static adverb “with,” it 

diminishes the implication of the process of self-growth through self-reflection. The 

action in the source text suggests that the girl’s growth is completed all through herself. 

While the translation reduces this connotation of identity realisation. Furthermore, 

another depiction of the werewolf’s eyes in the night, when his “huge, inconsolable, 

rapacious eyes of his are eaten up by swollen, gleaming pupil” (Carter, p. 265), is 

translated as “那双其大无比、充满哀愁，贪婪肉食的眼睛被又大又亮的瞳孔占满 

[those extremely large, full of sorrow, greedy and rapacious eyes are full of the big and 

gleaming pupil]” (Yen, p. 275). By altering “inconsolable” to “full of sorrow” and 

changing the dynamic verb phrase “eaten up” to the static description “full of,” the 

translation diminishes the sense of the eyes being powerlessly consumed by desire. In 

the source text, Carter explains that the result of being “eaten up” is that “[h]is eyes see 

only appetite” (Carter, p. 265), implying that the werewolf’s desire to consume human 

flesh has overwhelmed his senses. This dynamic verb phrase could have been 

translated as “吞噬 [devoured]” in Chinese to better convey the notion of the body being 

occupied by irresistible desire.  

In Carter's rewritings, the eyes of wolves/werewolves are emphasised to symbolise 

the true identity and primal desires of these half-human-half-animal creatures. The 

translation, however, underscores both the objective existence and the subjective 

agency of these eyes. Additionally, the translator extends the symbolising function of the 

eyes by introducing new features such as "fire" and sudden actions, thereby intensifying 

the eyes suggestive of danger and desire. While most of these alterations serve to 

accentuate the presence and potency of the eyes, some shifts may be influenced by 

Chinese syntax, inadvertently diminishing the impact of the active and intensified 

imagery.  
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4.4 Animal Fur and Soft Hairs 

In Carter’s stories, While the eyes of wolves/werewolves remain unchanged regardless 

of their status or disguise, their hair disappears when they transform into human form. 

The hair emerges when werewolves are in their wolf state for killing, just like the claws 

and teeth that help them to hunt. The existence of the hair symbolises their predatory 

nature and hunting ability. In “The Company of Wolves,” a newly married man who had 

previously abandoned his wife returns years later to find her remarried. Upon 

transforming into a wolf, he is subsequently beaten to death, and he “lay bleeding and 

gasping its last, the pelt peeled off again” (Carter, p. 256). In his weakest state, he 

reverts to human form, with no power, teeth, claws, nor fur, revealing his true identity as 

a powerless human rather than a savage predator. The objective existence of the hair 

signifies the animal state of the character, while the hair can also exist subjectively. The 

wolf-girl Alice is neither a real wolf nor a werewolf but simply a child adopted by wolves. 

Carter comments that “Nothing about her is human except that she is not a wolf; it is as 

if the fur she thought she wore had melted into her skin and become part of it, although it 

does not exist” (Ibid., p. 264). Alice, lacking fur, does not identify as human and believes 

she wears fur, suggesting she lacks the true power to kill as a wolf but perceives herself 

as a beast. If the hair in Carter’s story symbolises animality, then the act of combing the 

hair represents the taming the beast. When the wolf-girl grows up and becomes aware of 

the periods which aches, she recalls the pain of “the first time the nuns combed her 

hair” (Ibid., p. 268), symbolising her domestication and transition from chaos to 

discipline. The brutal strength, however, does not only appear in condition of the hair, as 

Carter suggests that “the worst wolves are hairy on the inside” (Ibid., p. 261), indicating 

that brutality is not solely related to external appearance. This depiction of the wolf’s 

hairy nature is also evident in Paul Delarue’s collection of early oral traditions of “Little 

Red Riding Hood”, where the grandmother (disguised by the wolf) possesses a hairy 

body (Dundes, 1989, p. 16). However, this narrative of body hair is absent in the 

adaptations by Charles Perrault and the Brothers Grimm. This omission suggests an 

attempt to sanitise and civilize the tale for children by eliminating sexually suggestive 
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descriptions. According to Jack Zipes, such revisions were “specifically cultivated to 

socialize children everywhere” (2021, p. 85).  

All instances of the word “pelt(s)” are translated consistently as “毛皮 [fur and skin]”. 

The word “pelt” is mostly used to describe “the skin and fur of a dead animal” 

(Cambridge Dictionary), suggesting the peeled off fur from body. In Carter’s stories, 

these occurrences of “pelt(s)” appear when she depicts the wolves as “lean” (Carter, p. 

253) or thin (Ibid., p. 264), dying (Ibid., p. 256), wounded (Ibid., p. 271) or their lice being 

picked by others (Ibid., p. 262; p. 266), portraying them in a weakened or vulnerable 

state. Interestingly, one instance of the word “fur” is also translated as “毛皮 [fur and 

skin]” (the same translation as that of “pelt”) by the translator. This shift appears when 

remarking that the wolf-girl Alice is not a wolf nor a human and “it is as if the fur she 

thought she wore had melted into her skin and become part of it, although it does not 

exist” (Ibid., p. 264). This translation appears to reinforce the notion of human weakness 

being equated with that of a dying wolf, thus emphasising the absence of Alice’s 

strength to hunt and kill.  

Among the total of fourteen occurrences of the word “hair(s),” most instances of 

“hair” are translated as “头发 [head hair]”, while some are translated as simply “发 

[hair]”, without specifying that it is head hair. These instances occur in specific contexts, 

either with colour words (“white hair” (Ibid., p. 260) and “brown hair” (Ibid., p. 264)) or 

when “头发 [head hair]” has already been used in the same sentence (Ibid., p. 259). 

There are also two occurrences of “hairs”23 in the source text that are translated as “毛发 

[furry hair]”, referring to hair on any part of the body. One of the instances occurs when 

the wolf-girl sweeps messy hairs from the floor, which could be of any type of hairs (Ibid., 

p. 265). The other instance is when the wolf-girl Alice discovers that hairs are growing 

 

23 The plural form “hairs” are applied in the source text by Carter.  
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between her thighs (Ibid., p. 269). Additionally, one instance of “hair” in the source text 

is also translated as “furry hair,” which is used to describe a werewolf in wolf form with a 

“stripe of hair running down his belly” (Ibid., p. 259). The translations using “毛发 [furry 

hair]” instead of “头发 [head hair]” aim to specify the property and location of the hairs, 

enhancing the vividness of the target text. Besides these close translations, the 

remaining two instances of “hair” demonstrate the translator’s creativity in attributing 

characteristics to the characters based on their dispositions. For example, when the 

werewolf, once a husband, returns to his wife after years, “he was in rags and his hair 

hung down his back and never saw a comb, alive with lice” (Ibid., p. 255). Here, “hair” is 

translated as “乱发 [messy hair]” (Yen, p. 264), emphasising his chaotic state. In the 

other case, when describing the little girl in the same story, where “her hair is like lint” 

(Carter, p. 257), the phrase is translated as “浅金头发细柔如棉屑 [light golden head hair 

soft like lint]” (Yen, p. 266). By adding several adjectives, this translation underscores 

the softness of the girl’s hair. These two creative translations serve to accentuate the 

messy appearance of the werewolf and the innocence of the little girl, thereby increasing 

the contrast between the brutal predator and the innocent prey.  

Compared to the mostly consistent translations of “hair(s),” the four occurrences of 

“hairy” are rendered with a remarkably different method. In one instance, when Carter 

describes the wolf “rapped upon the panels with his hairy knuckles” (Carter, p. 259), 

“hairy” is translated as “多毛的 [with many hairs]” (Yen, p. 268), providing a literal 

rendering. Conversely, when the grandmother notices “how hairy his legs are” (Carter, p. 

259), the translation reads “浓密多毛 [with many dense hairs]” (Yen, p. 269), 

emphasising the density of the hairs and accentuating the wolf’s masculinity, which 

aligns with the subsequent description of the wolf’s “huge” genitals, implying both its 

power to kill and its capacity for fertility and sexual potency. In another instance from 

the same story, when the little girl hears wolves hawking, she is afraid not of the wolves 

but of the werewolf who can assume human form, acknowledging that “the worst wolves 

are hairy on the inside” (Carter, p. 261). The phrase “hairy on the inside” is translated 
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with an interesting shift as “外表看不出毛的 [the hair couldn’t been seen on the outside 

appearance]” (Yen, p. 270), which changes the perspective from the internal hairiness to 

the lack of visible hair on the outside, presenting a more speculative image of the wolf. 

Contrastingly, when “hairy” is used to describe the wolf-girl Alice’s sensitive nostrils 

(Carter, p. 263), conveying her vulnerable perception of the world, it is translated as “细

小茸毛 [with thin and little fluff hair]” (Yen, p. 273). Each word in this translation is 

chosen to evoke the features of delicacy and softness, with “茸毛 [fluff hair]” commonly 

used to describe baby animals. This shift portrays the hairy creature not as a powerful or 

sexually potent character, but as a cute fur-ball utilising its hairy property for protection.  

The translation of hair colour also demonstrates a notable shift. The word “grizzled” is 

used twice in the source text to describe the wolves’ “chops” (Carter, p. 251; p. 253). In 

both instances, it is translated explicitly as “灰毛 [grey hair]” (Yen, p. 270; p. 262), 

thereby adding the word “hair [毛]”. However, when describing the wolf’s “lean, grey, 

famished snout” (Carter, p. 254), the word “毛 [hair]” is omitted in the translation, “又瘦

又饥的灰色口鼻 [thin and hungry grey mouth-nose]” (Yen, p. 263). This distinction is 

logical: while “grizzled” inherently refers to hair, the adjective “grey” does not 

necessarily denote a hairy feature and could describe the skin or overall colour of the 

nose. One of the remaining occurrences of the word “grey” is also translated as “grey 

hair”, while the other instances are rendered more literally. This specific shift occurs 

when the wolf-girl Alice, having become “pitiful as her gaunt, grey mother” (Carter, p. 

271), comforts the wounded werewolf Duke by licking his blood. By adding the feature of 

“hair” in the translation, “灰毛母亲 [grey-haired mother]” (Yen, p. 281), the text suggests 

that hair is perceived as a symbol of softness and comfort. This aligns with its earlier use 

in describing Alice’s sensitive nostrils, reinforcing a thematic connection between hair 

and nurturing tenderness.  

In conclusion, the translation strengthens and emphasises descriptions of "hair" in 

male characters, particularly when the wolf or werewolf exhibits physical or sexual 
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power. Conversely, when describing Little Red Riding Hood or the wolf-girl, the “hairy” 

feature is highlighted only to portray the character as more docile and comforting. 

Consequently, the male wolf characters are depicted as more powerful and violent, 

while the fur and hair of female characters are presented either as a source of shelter or 

a point of vulnerability. In this way, the conventional dynamic of the powerful man and 

the comforting woman is reinforced. The translation, as a result, reads as less 

subversive and more aligned with the norms of classical fairy tale narratives.  

 

4.5 Metamorphosis between Human and Wolf 

At some points in Carter’s three stories, the boundary between wolf tales and werewolf 

tales becomes blurred because the wolf characters also possess the ability to transform 

between human and wolf forms. This narrative departure differs from the original 

convention of Little Red Riding Hood but aligns with certain other fairy tales. Initially, in 

traditional storytelling, wolves do not undergo transformations but merely disguise 

themselves as grandmothers. In Perrault’s version, for example, the girl encounters “old 

Father Wolf” and chats with him, unaware of the danger in doing so since “not knowing 

that it was dangerous to stop and listen to a wolf” (Perrault, [1962] 1989, p. 4).  Similarly, 

in the Brothers Grimm’s story, the girl encounters the wolf in the forest, oblivious to his 

malicious nature and is not afraid of him as she “did not know what a wicked sort of an 

animal he was and was not afraid of him” (Grimm, [1987] 1989, p. 9). Upon their initial 

encounters with the wolves, these two little girls recognise them as animals but remain 

unaware of their power and danger. However, in some of Carter’s stories, the girls 

encounter normal, even handsome, men who appear human in the forest, but these 

seemingly harmless men only transform into wolves later on.  

In many fairy tales, metamorphosis plays a central role. Metamorphosis in fairy tales 

refers to the transformation of characters between different forms, often induced by 
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magic or curses. Typically, heroes may be turned into animal forms by evil magic and 

restored to human forms upon being accepted by true love, such as in the fairytale The 

Frog Prince. Heroines, on the other hand, may be cursed to sleep or fake death, 

maintaining their beauty, until awakened by a kiss from a hero, such as in the stories 

‘Snow White’ and ‘Sleeping Beauty’. Carter’s three wolf stories revolve around 

metamorphosis, but unlike traditional fairy tales, these transformations are not the 

result of magic; rather, the wolves are depicted as having control over their own 

changes. As the translator comments in the translator’s preface, in Carter’s “在这样连

熟悉都变得莫名陌生甚至骇人的 […] uncanny 时空，潜在的欲望现行了，形变

（metamorphosis）也于焉层出不穷24 [uncanny space where even the familiar becomes 

inexplicably strange and unsettling, latent desires emerge, and metamorphosis occurs 

incessantly]” (Yen, p. 584).  Additionally, characters in their beastly forms are portrayed 

as powerful, rather than being depicted as pitiful monsters or powerless creatures like 

the Frog Prince. Carter’s incorporation of changing werewolves into the Little Red Riding 

Hood story is a creative departure from tradition. In comparing with traditional werewolf 

tales, Carter’s wolves possess more autonomy. Unlike in other werewolf stories where 

transformation from human to wolf requires the presence of a full moon, the wolves in 

Carter’s werewolf stories seem to have the ability to change at their own will. For 

instance, in “The Werewolf,” a girl encounters a wolf in the forest and cuts off its paw. 

Upon reaching her grandmother’s house, the paw transforms into “a hand toughened 

with work and freckled with age” as the wolf metamorphoses into the old lady (Carter, p. 

251). Similarly, in “The Company of Wolves,” a husband returns to find his wife 

remarried and instantly transforms into a wolf out of anger. Later, a girl encounters a 

“fully clothed” and “very handsome young” man in the forest who, upon reaching the 

grandmother’s house, dresses on his disguise and transforms into a wolf to devour the 

old lady. In “Wolf-Alice,” the innocent wolf-girl, raised by wolves, is unable to transform 

 

24 Punctuations and the English words are used by the translator in the original translated text. 
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into a wolf herself, but the Duke (who is a later guardian of the wolf-girl) is a werewolf 

who changes into a wolf to feast on dead bodies at night. His transformation is not 

dependent on the moon or witches’ magic. However, his metamorphosis can be 

disrupted when he is injured, leaving him “locked half and half between such strange 

states, an aborted transformation” (Ibid., p. 271).  

Realising how Carter has crafted a unique breed of wolves distinct from both the Little 

Red Riding Hood convention and the werewolf tradition, these novel characters are 

more intelligent and cunning. They possess the ability to disguise themselves with 

human outlooks, demonstrating their autonomy and subjectivity as they transform 

whenever necessary. Besides, they are free from the constraints of exterior magic or 

natural laws. In Yen’s translation, the power of these wolves and werewolves is 

accentuated by emphasising or adding features to the action of transformation.  

In the target texts, there are twenty instances that include the word “变 [change]” or 

“恢复 [restore]”. These translations stem from six types of source texts, including forms 

of “be-verb” (including “become”), “grow,” “turn,” “metamorphosis,” “transformation,” 

and “new.” The translations of the words based on “transformation” are the most literal. 

All instances of “transformation” appear in the story “Wolf-Alice.” Most of occurrences 

of the word “transformation(s)” are all used to describe the werewolf, the Duke, and are 

translated into “变形 [trans/change form]” or “变形过程 [trans/change form process]”. 

One instance of “transformed” is employed to illustrate how the wolf-girl Alice’s “vague 

grip on time” changed due to the punctuality of her period (Ibid., p. 268). Here, the word 

“transformed” is translated with a shift as “改变了 [changed]” (Yen, p. 278), with less 

emphasis on the development of the girl’s status and form.  

The term “metamorphosis” is translated with different methods. “Metamorphosis” 

can be translated literally as “蜕变 [exuviate-change]”, which implies a change into 

another phase of development, such as a caterpillar metamorphosing into a butterfly. 

The word can also be rendered as “转变 [turn-change]” to emphasise a shift in the 
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subject’s state. Compared to these, the translation “变形 [trans/change form]” aligns 

more closely with the word “transform”, as it specifies that the change pertains primarily 

to external form. When emphasising the uniqueness of the wolves’ eyes, which are 

“unchanged by metamorphosis” (Carter, p. 256), the phrase “unchanged by” in the 

source text is rendered as “不受影响的 [not influenced by]” (Yen, p. 265), while 

“metamorphosis” is translated as “变形 [transformation]”. This translation weakens the 

extent of the change, reducing it to merely the wolf’s outward appearance. However, 

when describing the weather of a night as “moony, metamorphic” (Carter, p. 265), it is 

exaggerated as “万物变异 [ten thousand of things variate and mutate]” (Yen, p. 275). 

This suggests that when using similar words to describe wolves and the weather, the 

translator chooses to strengthen the intensity of the change when depicting the bigger 

picture.  

In the source text, there are two instances of “turn ... into.” The first occurs when 

narrating how a witch turned the guests of a wedding into wolves (Carter, p. 254). Here 

the source text is translated as “变成 [change into]” (Yen, p. 264). The second instance is 

in an anecdote that “there’s an ointment the Devil gives you that turns you into a wolf the 

minute you rub it on” (Carter, p. 256). Here the latter half of the sentence “that turns you 

into a wolf the minute you rub it on” is translated as “一抹上身就会变成狼 [once [you] 

put on the body then [you] change into a wolf]” (Yen, p. 265). Indeed, the absence of the 

subject in the translated text implies that the change occurs automatically once the 

subject applies the ointment, suggesting a more authoritative process rather than one 

governed by external magic. This shift in translation diminishes the perceived power of 

the magic while emphasising the individual’s agency in initiating the transformation.  

The instances of “grow/grew” in the source texts suggest the development and growth 

of the characters. They are all translated with the word “变 [change]”, which indicates a 

pattern of translation shift since the translations focus more on the change and less on 

the development. For example, when the source text says the wolves on the slopes 
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“grow lean and famished” (Carter, p. 253), it suggests that the harsh environment 

shapes the lean wolves which results in their hunger. However, when translated into 

wolves “狼变得又瘦又饥 [changed into lean and famished]” (Yen, p. 262), it seems as if 

the wolves suddenly switch to a new state. This shift weakens the effect from the source 

text, which implies that the wolves have suffered hunger for a long time and have 

naturally become more willing to eat anything. In another example, which describes how 

village children have to “work hard and grow wise” (Carter, p. 257), the phrase to 

describe that children “grow wise” is translated into “变得明智 [changed into wise]” 

(Yen, p. 266). This shift creates a similar effect that emphasises the difference and 

overlooks the growth of the subject. In the third instance, the wolf-girl Alice was looking 

at the mirror and found that the “new friend” (her reflection in the mirror) “grew less in 

size” when she walked away (Carter, p. 268). This phrase is translated into suggesting 

that the reflection “突然变小了 [suddenly changed small]” (Yen, p. 278). This translation 

not only uses the word “change” to emphasise the difference but also exaggerates this 

change by adding the adverb “suddenly.” The translator’s strategy of addition indicates 

that she does not use the word “change” randomly, but prefers to highlight the abrupt 

action of changing.   

A more apparent pattern emerges when the translator renders eight be-verbs as 

“change.” Firstly, when describing how “footsteps, tracks, or spoor that might have been 

upon” the snow “were obscured” (Carter, p. 251), the state of footsteps, tracks, or spoor 

being obscured is translated into “变得模糊不清 [changed to obscured and unclear]” 

(Yen, p. 260). This transition from a state to an action makes the picture more vivid. In 

other instances, when the werewolf who had run away from his new bride comes back to 

see that the wife was re-married, he says, “I wish I were a wolf again, to teach this whore 

a lesson!” Then he “instantly became” a wolf. After being killed by hunters, the wolf lay 

bleeding and dying, and “he was just as he had been, years ago, when he ran away from 

his marriage bed” (Carter, p. 256). These three scenes are all translated with the word 

“变 [change]”. “I wish I were a wolf again” is translated into “真希望我变回狼 [really 
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hope I changed back to wolf]”; then “a wolf he instantly became” is translated into “他当

场变成狼 [he changed to wolf on the spot]”; and “he was just as he had been, years ago” 

into “他恢复成多年前的模样 [he recovered/changed to the look many years ago]” (Yen, 

p. 265). The added feature of “change” suggests that the werewolf can transform into 

different modes within his own control. Especially when the werewolf states his wish to 

change and then immediately realises this metamorphosis, it suggests the work of a 

magic spell. In the same story, Carter illustrates that before a man “can become a wolf, 

the lycanthrope strips stark naked” (Carter, p. 256). The wording of “can become” 

suggests that the werewolf cannot transform into a wolf if he does not take off all his 

clothes. However, when translated into “变狼之前，狼人会剥去全身衣物 [before 

changing into a wolf, the werewolf will strip off all the clothes]” (Yen, p. 265), the 

transformation of the werewolf seems much more under his own control. The same 

implication appears later in the same story after the wolf ate the grandmother and 

“quickly dressed himself again, until he was just as he had been when he came through 

her door” (Carter, p. 260), which is translated into “迅速穿好衣服，最后恢复成刚进门的

模样 [quickly dressed up the clothes, finally changed/recovered to the look when he 

came through the door]” (Yen, p. 269). The shifts from “until” to “finally” and from “was 

just as he had been” to “changed/recovered to” show that the werewolf does not need 

to wait to return to his previous state, but he can transform himself and choose his 

appearance through his own autonomous action.  

While the addition of the act of “change” implies the decision of the werewolf to 

transform, hence their power to choose their own identity, the similar translation shifts 

in the story “Wolf-Alice” do not suggest the same implication. Carter illustrates that 

people kept the wolf-girl from the human world because they feared that the 

imperfection of the wolf-girl “showed us what we might have been” (Carter, p. 266). 

Instead of translating literally, the translator chooses to write “让我们看见自己可能变成

什么样子 [made us see what creature we might change to]” (Yen, p. 277). Through the 

translation, it seems that we can change from a “perfect” human figure into an 
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“imperfect” animal state. Instead of suggesting that we were once all ignorant and 

clumsy like the wolf-girl, the half-animal creature, the translation implies that we can 

change into a wild animal status anytime. There are also two translation shifts in the 

same story that accentuate the growth of the wolf-girl. When she realises that the 

shadow in the mirror is herself, she sheds tears and “her relation with the mirror was 

now far more intimate” (Carter, p. 269), which is translated as “她跟镜子的关系变得更

加亲密 [her relation with the mirror changed to be more intimate]” (Yen, p. 280). After 

this self-consciousness, the wolf-girl saw the lord she lived with through her “new, keen 

eyes” (Carter, p. 270), which is translated into “新近变得敏锐的眼睛 [the eyes that 

newly changed to be more keen]” (Yen, p. 281). These translation shifts highlight the 

difference of the wolf-girl after self-consciousness and growth.  

The translation shows different patterns among these three stories. In the first story 

“The Werewolf,” the only translation shift concerning change is in describing the natural 

scene. However, in the second story “The Company of Wolves,” there is much more 

evidence of creativity in the translation. Almost all the source texts involving the 

transformation of the wolf are translated with the word “变 [change]”, whether the 

source texts were “turn into,” “were,” or “become.” This shift pattern is creative as it 

elucidates the intention of the original texts, which are often obscured and only vaguely 

imply the different states of the werewolf. The translation articulates this transformation 

process and accentuates the werewolf’s control over the process of change. With the 

strengthened subjectivity, the wolf/werewolf characters appear more powerful in the 

translated texts. They can transform depending on the situation: whenever they need to 

disguise and deceive, they change into the form of a man; whenever they need to hunt 

for hunger or express their anger, they change into the form of a wolf. This creative 

translation shift in characterising the werewolf provides the reader with a more potent 

and dominant image. The werewolves are fully aware of both their intelligent and 

physical power, and moreover, they can handle their magical abilities. This image 

diverges from the original Little Red Riding Hood fairy tale where the wolf is unable to 
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camouflage himself. It also enhances the image of the wolf/werewolf in Carter’s text, 

where the transformation ability of the werewolf is obscured by the application of 

multiple verbs. In the third story “Wolf-Alice,” the translation shifts mostly revolve 

around the growth of Alice from the wolf-girl to a self-conscious, sympathetic woman. 

These shifts emphasise her change and accentuate her sudden difference. However, the 

source text focuses more on the gradual growth of the girl. These are two very different 

ways of characterising a maturing girl. The shifted image in the translated text implies 

the translator’s style to highlight the abrupt development of the characters.  

4.6 Conclusion 

In this chapter, I analysed three types of character properties (the eye, the hair, and the 

change of the characters) in Carter’s three adapted Little Red Riding Hood stories. 

Comparing the translated texts with the original texts by Carter, in line with earlier fairy 

tale writings (collected oral traditions, rewritings by Charles Perrault and by Brother 

Grimm), I found that the texts are translated with shifts which exhibit the translator’s 

creative rendering. The translation shifts appear in certain patterns, and these patterns 

demonstrate the translator’s consistency in interpreting the characters.   

Carter’s reimagining of the girls (the Little Red Riding Hood) constructs the image of a 

wise and intelligent child who is not as innocent as earlier characters who falls into 

danger because they depart from the main road and interact with strangers. Carter’s 

girls are mentally aware of the danger and are physically prepared to confront predators. 

However, Yen’s translation reverts to the traditional image, portraying the girls as softer 

and more docile. This contrast is most evident in the translation shifts observed in 

rendering the girls’ hair, and it is also apparent when comparing different translation 

strategies concerning the girls and the wolves/werewolves. Another notable feature of 

Carter’s girls is that they experience menstruation and gradually grow wiser and more 

self-aware. However, in Yen’s translation, the girls’ growth appears more abrupt. This 

approach creates a dramatic effect by emphasising the contrast between their different 
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states without developing or explaining the transition. Consequently, the translation 

prioritises dramatic contrast over narrative subtlety, unlike Carter’s characterisation, 

which evolves through tonal nuance rather than drastic juxtaposition. This suggests that 

the translator tends to adhere to more traditional conventions which precede the 

feminism and psychoanalysis that informs Carter’s work. When dealing with Carter’s 

nuanced descriptions of the characters, the translator emphasises the results of 

characters’ transformations, thereby creating a more dramatic and vivid image. These 

narratological shifts in the portrayal of the female characters demonstrate the 

translator’s use of generativity—a key feature of creativity (as discussed in Section 

1.3.3). Specifically, the translator depicts the Little Red Riding Hood character as more 

aligned with traditional imagery and conventional narrative techniques than Carter’s 

source text. This suggests that in translating these fairy-tale rewritings, the translator is 

not only interpreting the source text but also engaging with the entire tradition of fairy-

tale conventions. 

Carter’s reinterpretation of the wolves/werewolves is particularly intriguing. 

Compared to earlier portrayals in Little Red Riding Hood tales, Carter’s 

wolves/werewolves are depicted as not only more intelligent but also more dangerous, 

possessing cunning and intense desires. This intelligent portrayal of the 

wolves/werewolves is accentuated in the translation, where their transformation 

between human and animal forms is articulated and presented as more controlled. 

Carter has crafted characters capable of disguising themselves to deceive innocent 

girls, and the translator enhances this craft by suggesting that the wolves/werewolves 

deceive intentionally and under their own control. The danger posed by the 

wolves/werewolves is further highlighted by the translator, who endows them with a 

sense of intelligent self-awareness. Carter describes the wolves’ fur with strong 

indications of an awareness of sexual desire and hunting ability, which is heightened in 

the translation by emphasising the density of their fur. Additionally, Carter’s description 

of the werewolves’ eyes implies their unchangeable inner desires and emotions. The 

translation of the eyes exhibits notable shifts that tend to portray the eyes as the subject 
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and initiator of desire. This translational pattern highlights Carter’s characterisation, 

which grants autonomy and agency to the characters’ desires. It suggests that their 

desires—rather than rational thought—propel them to kill, eat, hate, and love. Both the 

werewolves’ intelligent ability to deceive like humans and their emotional inclination to 

hunt like animals are emphasised in the translation. Through these translation shifts, 

Yen creates a more masculine character and an even more dramatic story. The 

translator’s gendered comparisons indicate that the translation is a goal-constrained 

activity (as discussed in Section 1.3.2). Specifically, the consistent pattern of these 

shifts in the portrayal of both gendered characters suggests a deliberate strategy to 

heighten the contrast between male and female figures. This can be interpreted as an 

expression of the translator’s feminist perspective, one which—slightly different from 

Carter’s—emphasizes masculine strength and feminine vulnerability to create a distinct 

narrative effect.  
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Chapter Five: Subversive Events of Possession, 
Sexuality, and Death 

5.1 Introduction 

This chapter compares three short stories by Carter and their Chinese translations by 

Yen. By exploring disturbing events—such as the “possession” of female characters by 

male characters, as well as events involving sex and death—this chapter investigates 

how the translator adapts these subversive narrative elements for Chinese readers. In 

this case study, “possession” refers to a strong desire to own another person—

specifically, the women in these stories. This constricting action is both the reason for, 

and result of, objectifying them. The first story is “The Snow Child” (1979) rewritten from 

classical fairy tale “Snow White”; the second story, “The Erl-King” (1979), is adapted 

from the German fairy tale “Erl-King”; and the third story is “Puss-in-Boots” (1979) 

following the tradition of the European fairy tale “Puss in Boots”. Though adapted from 

different resources, these three short stories by Carter revolve around the issues of a 

male character’s desire and action of possession, as well as the sexual activities and 

death caused by the possession. The plots of the three stories are introduced in this 

section, followed by a summary of the common representations of the stories, as well as 

an introduction of the chapter structure.  

In “The Snow Child”, the Count and his wife go riding in snow. The Count wishes he 

“had a girl” that is “as white as snow”, “as red as blood”, and “as black as [a raven’s] 

feathers” (Carter, p. 230). Later a girl he desires appears and stands beside the road, 

which makes the Countess jealous. However, whenever the Countess attempts to leave 

the girl in the cold snow, her clothes magically fly to the innocent girl to keep her warm. 

Finally, the Countess is as “bare as a bone” (Carter, p. 230) and asks the girl to pick a 

rose for her. So “the girl picks a rose; pricks her finger on the thorn; bleeds; screams; 

falls” and dies (Ibid.). The sad Count “thrust his virile member into the dead girl” and 
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when the Countess picks up the rose, she is “bitten” by the flower (Ibid., p. 231). In this 

story, the Count, as an adult man, wants to possess a perfect girl. His wish for a young 

girl excites his wife’s jealousy; the Count’s twisted desire and the Countess’s jealousy 

cause the innocent girl to die. Finally, the man accomplishes his possession by his 

necrophiliac act towards the girl.  

In “The Erl-King", the male character is a king of the forest. He lives in the wood and is 

familiar with all the creatures in it. His rustic home is full of trapped birds. He whistles to 

“call the birds out of the air” and keep the sweetest singers in cages (Ibid., p. 225). He 

welcomes the heroine into his home and they enjoy the sweet intimacy of sex. The 

heroine gradually feels the danger of the Erl-King's lure. She realises that she will be 

transformed into a small bird and kept in his cage. Finally, she takes his hair to make 

ropes and strangles the Erl-King with them. In this story, the Erl-King, like the Count in 

“The Snow Child”, loves young girls. The possession of the girls is directed to specific 

features: the Count obsesses over the beauty of the Snow Child’s colours and the Erl-

King over the sweetness of the girls’ singing. Unlike “The Snow Child” story, where the 

Count’s possession induces the possessed girl’s death, the Erl-King's possession 

causes his own death, because of the heroine’s wisdom and courage to resist.  

The story “Puss-in-Boots” is narrated by a cat whose master is a young man, who is 

“poor” but “handsome enough” (Ibid., p. 203). He falls in love with a lady, who is married 

to and locked up by her husband in his castle, much like the classic fairy tale where the 

princess is imprisoned by an evil dragon waiting for a brave hero. The cat manages to 

send the lady a love letter via the young man, and the lady, tired of her old, impotent 

husband, replies asking the young man to meet her. The cat plans to catch rats in the 

lady’s house, and when the lady and the young man meet, they immediately fall into a 

love dance, “the saraband of Eros”, in bed (Ibid., p. 213). After this secret meeting, the 

young man wants to live with the lady forever, so the cat arranges another encounter, 

this time killing the lady’s old husband. The young man pretends to be a doctor and 

announces the death of the husband. Then they carry the body to the bed and when the 
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servant invites the undertaker to deal with the body, they find the lady and the young 

man having sex on the carpet since the bed is occupied by the dead body. In this story, 

the heroine is possessed by an old and impotent miser. She couldn’t experience any 

sense of autonomy or fulfilment in her marriage. She attempts to seek personal 

satisfaction by betraying the husband, ultimately gaining liberation after his death. The 

lady’s resistance to the male character in this story exists at three levels. Firstly, she 

accepts the cheating invitation to acquire happiness which is forbidden by her husband. 

Secondly, she controls the key to the miser’s assets. Since the husband used to treat 

her as a possessed prize, this act is an act of resistance against being regarded as a 

possession and announces her freedom as a sovereign person. Thirdly, the final sex 

scene beside the dead body of the husband is an ultimate revenge, while it also 

embraces raw animal instinct by violently defying social norms.  

The three stories pivot around three key narrative elements: sexual activity, over-

controlling possession, and ultimate death. The relationship between sexuality and 

possession is widely discussed in the context of Carter’s engagement with the genre of 

pornography. Scholars in the 1980s interpret these narratives about female characters’ 

sexual encounters and desires as mirroring male sexuality, which “has too long, too 

tenaciously been linked with power and possession, the capture, breaking and 

ownership of women” (1984, p. 7). Duncker sees the overtly sexual material in Carter’s 

fairy tale rewritings as pornography that conforms to “recognisably male fantasies of 

domination, submission and possession” (Ibid.). This is a contentious claim, but 

Duncker is correct in pointing out that sexuality in these stories is reflected and realised 

through acts of possession. In fairy tales, men’s desires to possess are mirrored by 

women’s fates to be possessed. As Andrea Dworkin suggests, fairy tales presents two 

kinds of woman: “There is the good woman. She is a victim. There is the bad woman. She 

must be destroyed. The good woman must be possessed. The bad woman must be 

killed, or punished. Both must be nullified” (1974, p. 48). In Carter’s stories, the fate of 

being possessed is sometimes brutally exposed (in “The Snow Child”), while in other 

cases (“The Erl-King" and “Puss-in-Boots”), female characters fight to escape 
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possession. Robin Ann Sheets regards Carter’s portrayal of pornography as an anti-

pornography act, urging “women to challenge assumptions about female masochism 

and to define a sexuality outside of dominant-submissive power relations” (1991, p. 

655). Similarly, Merja Makinen regards the Carter’s narrative of violence and sexuality as 

one of her key strategies to deconstruct cultural gender stereotypes.  

For Carter's work has consistently dealt with representations of the physical 

abuse of women in phallocentric cultures, of women alienated from themselves 

within the male gaze, and conversely of women who grab their sexuality and fight 

back, of women troubled by and even powered by their own violence. (Makinen, 

1992, p. 3)   

When considering the three case stories discussed in this chapter, it is clear that Carter 

does not merely show how men can possess women through sexual activity, but also 

how men can lose control and even face death. This critical narrative subverts the 

traditional representation of power relations in fairy tales, which typically feature 

relatively stable patriarchal and good-versus-evil structures. In Carter’s narratives, 

however, the patriarchal structure is subverted by portraying how powerful men lose 

control over those they seek to possess. This very subversion makes it challenging for 

the translator to render these violent or dramatic events for a new culture.  

While Carter certainly engages with a narrative tradition of male pornography, through 

the reactions of her female characters, she deconstructs the power dynamics by 

enabling them to overcome possession, initiate sexuality, and even commit murder. The 

power dynamics between genders is represented in these three stories through the 

varying fates of the characters. In “The Snow Child”, the Count’s immoral possession of 

an idealised girl gives the girl life, and at the same time kills her. His possession cannot 

last, and can only be satisfied as a sexual act over a corpse. In “The Erl-King", the king of 

the wood realises his possession to beautiful creatures through act of sexual enjoyment 

and prisoning in cages. While his possession is broken by being killed by the almost 
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caged girl. In “Puss-in-Boots", the old castle owner possesses his wife as a treasure, by 

neglecting and oppressing the nature of the wife. She finally satisfies her human desire 

and breaks the prisoning by killing her possessor. In male-dominant narratives, ultimate 

possession is often achieved through the death of female characters. As Dworkin notes, 

“[t]he power of sex, in male terms, is also funereal. Death permeates it” (1991, p. 30). 

This representation is exemplified in the story “Snow Child”, whereas in the other two 

stories Carter attempts to reverse this power dynamic by assigning death as the fate of 

the male characters who seek to possess the female characters. This reversal is evident 

“The Erl-King", where the heroine murders the Erl-King with her bare hands. In “Puss-in-

Boots", although Carter mimics a more traditional plot where the hero saves the heroine 

from a high tower by defeating the evil dragon (the old husband and his servant), she still 

celebrates the heroine's empowerment as she takes the initiative in her sexuality, as a 

symbol of a betrayal and resistance to possession.  

These narrative representations—possession, sexuality, and death—are the most 

unconventional and controversial elements of Carter’s fairy tale rewritings. Readers are 

arguably attracted to and intimidated by them. As a reader, the translator is also 

inevitably influenced by these innovative plots and characterisation techniques—an 

influence that will be thoroughly investigated in this case study. Consequently, the 

translation may exhibit creative shifts that either dramatize or mitigate these unusual 

scenes. Both strategies will reveal the translator’s active engagement in reinterpreting 

the stories for Chinese readers.  

The following sections analyses these three stories respectively. The literary critiques 

of each story are first investigated to reveal how Carter’s source texts involve the 

representations and elements mentioned above. Then the Chinese translations of the 

texts are compared to see if there are creative translation shifts that reveal the 

translator’s attitude and creativity in dealing with these overtly feminist stakes and 

potentially culturally controversial or taboo representations. 
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5.2 The Objectified Snow Child 

Carter’s “The Snow Child” rewrites the classic fairy tale “Snow White” in a simplified but 

also disturbing way. In the Grimms’ Snow White, the princess is born from the wish of a 

queen (unlike Carter's story, where the Count creates her). The queen dies shortly after 

giving birth, and the king remarries a beautiful but wicked woman. Consumed by 

jealousy over Snow White's beauty, the new queen makes several attempts to kill her, 

ultimately succeeding with a poisoned apple that puts Snow White into a death-like 

sleep. Believing she is dead, Snow White’s friends, the dwarves, place her in a glass 

coffin. A passing prince sees the beautiful girl, becomes enchanted, and awakens her 

with a kiss. The classic story emphasises the relationship between the princess and her 

step-mother, hence celebrating the kindness of the girl in contrast with the step-

mother's jealousy and viciousness. Carter’s version, while keeping the image of the 

jealous mother, focuses on the father character and “centers on the father’s wish for a 

daughter, thus emphasizing the way literary paternity obscures the daughter’s 

vulnerability and subjugation to the father’s deepest desires” (Lau, p. 94). In the classic 

story, Snow White is pitiful but at the same time lucky because she is accepted by seven 

dwarves and a prince. But in Carter’s story, the girl is nothing but pitiful, because she 

suffers from both the father’s immoral desire and the mother’s malicious hatred.  

In Carter’s source text, the Count makes three wishes for a girl, which are realized by 

magic power. When he and his wife ride, the descriptive terms of the landscape 

determine the formation of the Count’s wishes: “Fresh snow fell on snow already fallen; 

when it ceased, the whole world was white”, seeing this natural sceneary, the Count 

makes his first wish: “I wish I had a girl as white as snow” (Carter, p. 230). In the source 

text, this natural description is written from an objective perspective, and Yen’s 

translation maintains this objectivity. However, when translating the latter two natural 

scenes that prompt the Count’s other two wishes, the target text shifts to emphasise the 

Count’s subjective perception. The following two sentences, which describe how the 

Count and Countess continue to ride and see other landscapes, demonstrate this shift: 
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ST: They come to a hole in the snow; this hole is filled with blood. [...] So they ride on 

again; here is a raven, perched on a bare bough. (Carter, p. 230)  

TT: 两人继续前行，看见雪地里一个洞，洞里满是血。[...]接着两人继续前行，看见

一只渡鸦栖息在光秃树枝。 (Yen, p. 239) 

BT: Two people continue forward journey, see a hole in the snow ground, hole inside 

full is blood. [...] Then two people continue forward journey, see one raven perch at bare 

tree branch.  

The phrase “come to a hole in the snow” is translated into “看见雪地里一个洞 [see a 

hole in the snow]”, and the phrase “here is a raven” is translated into “看见一只渡鸦 

[see a raven]” (Yen, p. 239). These two examples demonstrate how the translation 

accentuates the Count’s subjective perception, thereby transferring the agency and 

power of nature to him. As soon as the Count articulates his description of the ideal girl, 

the exact girl appears, and “she was the child of his desire” (Carter, p. 230). The 

translation shifts add the perspective of the Count and manifest the act of watching 

more emphatically.  

A similar translation shift appears when his wife demands that the girl pick up a glove 

and wants to leave her in the snow. After the Count rejects the demand:  

ST: At that, the furs sprang off the Countess's shoulders and twined round the naked 

girl (Carter, p. 230) 

TT: 话一出口，伯爵夫人肩上的狐皮应声飞起，包住女孩赤裸的身体 (Yen, p. 239) 

BT:  The moment the words were uttered, the fox fur on the Countess’s shoulders flew 

up responding the speech and wrapped around the girl’s naked body. 
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In the translation, “At that” is rendered as “话一出口 [the moment the words were 

uttered]”, a choice that effectively highlights the power’s immediate response to the 

Count’s command. Yen also adds a similar expression to “sprang off”, which is “应声飞

起 [sprang off responding the speech]” (Ibid.). These translations suggest that the 

Count's power to possess is strengthened. The reason for the magic is clearly 

announced in the translation as being the result of the Count’s words. By amplifying the 

Count’s agency, this translational shift reinforces Carter’s textual critique of male power 

over women. As analysed by Kimberly J. Lau, “Carter seems to suggest in this story that 

women are entirely subject to male articulation in ways that undermine any potential for 

subjectivity and mutual identification” (2014, p. 96). In these samples, the translations 

emphasise the power that the Count can enact in his world. The Count realises his 

desire as soon as he sees and speaks, hence “male articulation” is doubly confirmed 

through his influence over the natural world. By stressing the Count’s subjective 

perception, the translation depicts a world where he is the powerful owner—a world that 

seems to agree to his every desire. While this approach appears to strengthen the male 

character’s power, it simultaneously shapes him into an authoritarian figure. His 

command over the vulnerable girl and his powerless wife ultimately serves to evoke the 

reader’s sympathy for the female characters. 

If the Count’s possession resembles the power to realise one’s desire, the Countess 

represents resistance to the desire. The Snow Child girl in this story has no autonomy, 

suggesting that she is the desire itself. In the translation, this sexual desire is 

emphasised by the translator in two aspects: the father-daughter Oedipal complex and 

the obsession with the concrete physical body. It is easy to imagine that the girl in 

Carter’s story is supposed to be the Count’s daughter, or imagined daughter. As a 

rewriting of the classic fairy tale “Snow White”, Carter’s story not only represents the 

step-mother's jealousy of the princess, it also complicates the relationship between the 

King and the princess. Yet Carter’s text keeps this implication hidden because she never 

uses the word “daughter”. The Count’s desire states as “I wish I had a girl” instead of “I 
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wish I had a daughter” (Carter, p. 230). This implicit expression, however, is explicitly 

announced in the translation as “我真希望有个女儿 [I really wish to have a daughter]” 

(Yen, p. 239). The manifested father-daughter relationship makes the later scene of rape 

more disturbing. It appears to be a deliberate strategy to highlight Carter’s writing as a 

rewriting, aligning with the King-Princess character relationship in the classic “Snow 

White.” Given that Carter’s story is more simplified, structured, and unsettling, this 

translation approach preserves traces of the story’s origins. Another bold attempt in 

translating is when dealing with the Count’s desire over the girl, by directing the desire to 

the girl’s body. When the girl appears, the Count sees her “white skin, red mouth, black 

hair and stark naked” (Carter, p. 230). And “stark naked” is translated as “赤身裸体” 

(Yen, p. 239). As a four-character idiom, 赤身裸体 means stark naked, but it strongly 

suggests that the “body” is naked, since 身 and 体 both refers to human body. Later 

when the Countess’s furs spring off to cover “the naked girl” (Carter, p. 230), the 

translation writes “女孩赤裸的身体 [the girl’s naked body]” (Yen, p. 239). Finally, when 

the girl dies after hurt by the rose, the Count “thrust his virile member into the dead girl” 

(Carter, p. 231), here “the dead girl” is translated into “死去女孩的身体 [the dead girl’s 

body]” (Yen, p. 240). By adding “body” to the description of the girl, the translation 

appears to shift the Count’s desire toward a purely physical fixation, rather than 

acknowledging her as a complete person with individuality and an identity. As Lau 

argues, “Carter makes explicit the unspoken desire— the father’s desire for the 

daughter” by the scene of the rape (2014, p. 98). The translation even makes this desire 

more straightforward by pointing out the father’s desire is for the little girl’s naked body.  

In Carter’s story, the Countess is as pathetic as the Snow Child, since they are both 

submissive to the Count and their fates depend on his decision. As Cristina Bacchilega 

remarks, the relationship of the Countess and the girl “depend entirely on the Count's 

words” (1997, p. 37). When the Count rejects the Countess’s willingness to hurt the girl, 

the Countess loses her clothes; yet when the Count feels sorry for the Countess, the girl 

dies. Similarly, Lau notices that “Carter ensures that neither the Countess nor the Snow 
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Child is the agent in this scene”, “and their lack of subjectivity evacuates the force of the 

jealousy assumed to structure their relationship. Instead, the Count’s power to dictate 

its terms renders it simply pathetic” (2014, p. 97). While in Yen’s Chinese translation the 

Countess’s subjectivity seems to be empowered, in the source text, the Countess 

experiences several stages in interacting with the Snow Child: when she first sees the 

girl appears, she “hated her”, and her first idea over the girl is “how shall I be rid of her” 

(Carter, p. 230). Here, the phrase “be rid of her” suggests that the Countess wants to be 

freed from the burden or trouble posed by the girl. This desire is portrayed as humble 

and passive because it does not indicate an active plan to eliminate her rival. While the 

Chinese translation uses “我该怎么摆脱她 [how shall I get rid/dispose of her]” (Yen, p. 

239), which in effect characterises the Countess as an agency with more power to make 

changes, who is in control of her own situation. Later the Countess’s wishes become 

more and more realistic and specific. She asks the girl to pick up her gloves and wants to 

“leave her there”; she asks the girl to pick up a brooch because the Countess “thought 

the girl would drown” (Carter, p. 230). The latter phrase is translated into “想藉此让女孩

溺毙 [intended to drown the girl through this]” (Yen, p. 239). This translation changes the 

action “think” to “intend to/want to”, which accentuates the Countess’s subjective will. 

At the same time, in the source text, the Countess’s thought that “the girl would drown” 

leaves the explanation for the girl’s death in the cold water open to the idea that it might 

just be that she can’t swim. While in the Chinese translation, the Countess’s desire to 

kill the girl is not in doubt. Finally when the Snow Child dies and the Count gives the 

Countess the rose, “when she touched it, she dropped it” and she said, “It bites!” 

(Carter, p. 231). The Countess’s actions and speech are notably altered in the 

translation. The action is translated as “她手一碰到花就猛然缩回，任它落地 [as soon 

as her hand touched the flower, she quickly drew back, letting it fall to the ground]” (Yen, 

p. 240). Here, the straightforward actions of “touched” and “dropped” are made more 

elaborate in the translation, heightening the drama of the Countess’s pain and surprise. 

Specifically, the phrase “she dropped it” in the source text conveys an almost 

mechanical reaction to pain, devoid of emotion or agency. However, the translation’s 
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usage of “任它 [letting it]” suggests a deliberate decision on the Countess’s part not to 

keep the rose. Similarly, the exclamation “[i]t bites” is rendered into “它咬我 [it bites 

me]” (Yen, p. 240). The source text focuses on the rose’s nature, symbolising the 

Count’s desire and its vengeful response to being rejected. By adding the pronoun “我 

[me]”, the translation shifts the focus to the Countess, placing her at the centre of the 

narrative and foregrounding her experience. The object of the revenge is not 

ambiguously left blank but clearly directed to the Countess. Through these translational 

shifts that accentuate the Countess’s subjective perspective, her attitude toward the girl 

becomes more personal and explicit. The characters are more emotional, their actions 

more justified, and they are possessed with a power to influence their world. While this 

may lead to a more typical fairy tale step-mother image, instead of a powerless woman 

under influence of both unresolved envy and non-resistant patriarchal control.  

5.3 The Weakened Erl-King 

The story “The Erl-King” is nearly ten times longer than “The Snow Child”. It offers a more 

detailed description of the environment where the Erl-King lives, as well as the heroine’s 

thoughts and emotions. In terms of narrative perspectives, while “The Snow Child” 

employs a traditional, restrained third-person limited narration, “The Erl-King” features a 

complex mix of first-person, second-person, and third-person narration. These shifting 

perspectives help to characterise the heroine who as sensitive, demanding, and 

observant. Although the Erl-King is portrayed as a dominant figure attempting to possess 

the heroine, she ultimately kills him. The contrasting fates of the characters in the two 

stories are conveyed through different translation strategies, informing the influence of 

narratives on the translator. 

The Erl-King's power to possess is represented by his ubiquitous presence in the 

woods and his ownness of everything in the woods, including the cages that keep the 

birds transformed from girls. When describing the Erl-King's activities during the day, 

Carter uses abundant pronouns to emphasise his presence. While in the translation, the 
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pronouns referring to the Erl-King are significantly reduced. This tendency appears since 

the protagonist meets the Erl-King. When the Erl-King sees her for the first time:  

ST: He smiles. He lays down his pipe, his elder bird-call. He lays upon [her] his 

irrevocable hand. (Carter, 223)  

TT: 他微笑，放下烟斗和接骨木做的唤鸟笛，伸出一只无可挽回的手放在我肩上。 

(Yen, p. 232)  

BT: He smiles, puts down the pipe and the bird-calling whistle made of elderwood, 

extends an irretrievable hand to place on [her] shoulder  

In Yen’s translation, the three sentences are compressed into one, and six pronouns are 

reduced into two. From the stylistic perspective, the poetic and montage images are 

transformed into prosaic continuous motions. The translator’s choice is not a last resort 

from the linguistic perspective, since it is possible to literally translate the three 

sentences without sacrificing the artistic effect. However, similar strategies are applied 

several times. In the following example, six “he” or “his” are used, while the amount of 

the pronouns is reduced to two in the translation: 

ST: He goes out in the morning to gather his unnatural treasures, he handles them as 

delicately as he does pigeon's eggs, he lays them in one of the baskets he weaves from 

osiers (Carter, p. 223) 

TT: 他一早出门采集那些大自然的宝藏，轻手轻脚采摘有如拿取鸽蛋，放进他用杞柳

编成的篮子 (Yen, p. 232) 

BT: he goes out early in the morning to gather the treasures of nature, picking as 

gently as handling pigeon eggs, placing into a basket he weaves from willow twigs  
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These repetitive and unremitting presentations of “he” in the source text make the 

existence of the Erl-King in the woods ubiquitous. In the translation, the repetitive use of 

pronouns is reduced, resulting in a smoother Chinese text. Beyond achieving a concise 

and fluid style, this strategy also diminishes the pervasive presence of the “king” who 

owns the place. Given that nearly all other sentences with multiple pronouns are 

translated using this same technique, it appears to be Yen’s deliberate choice to alter 

style and sentence structure in conformity with her poetic aesthetics. 

Another effect is that by reducing the pronoun “his”, the implication of the Erl-King's 

control over creatures is mitigated. In describing the Erl-King's daily activities to make 

fire and fetch water, Carter writes “[h]e chops fallen branches for his fire and draws his 

water from the stream in a tin pail” (Carter, p. 223). Here, Carter employs a redundant 

“his” to refer to fire and water, while in the process emphasising that these resources 

belonging to the Erl-King. Yen simply translates it as “他将掉落的树枝砍作柴火，用锡桶

从小溪中汲水使用 [he chops fallen branches into firewood and uses a tin bucket to 

fetch water from the stream]” (Yen, p. 232). By reducing the emphasis on his the 

ownership of these nature resources, the Chinese translation objectifies the role of the 

Erl-King in the woods, as if he is simply a visitor rather than an owner. Similar effects 

happen when translating “his unnatural treasures” (Carter, p. 223) into “那些大自然的宝

藏 [the treasures of nature]” (Yen, p. 232), where the “unnatural” possession of the 

nature is “naturalised” in the translation, and the power of the Erl-King over the world is 

weakened. Additionally, “[h]is nanny goat, the colour of whey, gives him her abundant 

milk” (Carter, p. 223) is translated into “那头乳浆色的母山羊提供他丰沛奶水 [that 

milky-white goat provides him with abundant milk]” (Yen, p. 234). The goat’s role to serve 

as the Erl-King's nanny is reduced when “[h]is rustic home” (Carter, p. 224) is translated 

as “简朴的屋里 [in the rustic home]” (Yen, p. 234), without emphasising that the house 

belongs to the Erl-King. The way he controls the birds and “keeps his feathered things in 

little cages” (Carter, p. 226) is translated as “将那些长着羽毛的小东西关进[...]笼 [keeps 

those feathered little things in cages]” (Yen, p. 235). Here, the pronoun “his” in the 
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source text demonstrates that the Erl-King owns the birds, while the translation 

eliminates this. Another translation shift in this phrase to translate “things” as “little 

things” and “little cages” into “cages” seems to be an insignificant mistranslation, while 

the effect is very significant. To keep creatures in “little cages” as the source text 

suggests that the prisoners are controlled tightly, while to keep “little things” in cages 

seems more harmless, even when it undermines the identity of the caged birds, which 

are in fact human girls.  

In contrast to the reduced sense of possession of the Erl-King in the translation, the 

heroine’s sensitive anticipation of the danger is reinforced. Before meeting with the Erl-

King, the heroine walks into the woods. She sees plants and animals in the woods, as no 

one warns of her about the danger, she thinks “that nobody was in the wood” (Carter, p. 

222). Yet she still realises that “Erl-King will do you grievous harm” (Ibid.). This instinct is 

produced when she feels that “there is a haunting sense of the imminent cessation of 

being” (Carter, p. 221). She feels that the approaching winter “grips hold of your belly 

and squeezed it tight” (Ibid.). As a story adopting distinctive perspectives, the occasional 

second-person pronoun “operates in an intimate, almost incantatory manner” 

(Fludernik, 1998, p. 223). Here the translation is “攀抓住你的肚腹，让你的胃为之紧缩 

[climbs and grasps your abdomen, making your stomach tighten because of it]” (Yen, p. 

230). The source text “squeezed it tight” could have been translated more literally as “让

它为之紧缩 making it tighten because of it]” instead of Yen’s translation “让你的胃为之

紧缩 [making your stomach tighten because of it]. By adding the second-person pronoun 

“your” and accentuating the squeezed stomach, the translation reinforces the anxious 

sense of being controlled. A similar effect is achieved by translating “[t]he woods 

enclose” (Carter, p. 221) into “树林圈绕包围住你 [the woods circle and besiege you]” 

(Yen, p. 230). The translation expands the image of “enclose” into “circle and besiege”, 

emphasising the effect of the action. This way, the translation creates a sense of being 

closely overseen and having no way to escape. Additionally, the translation here also 

adds a pronoun “you” to underscore that the enclosed is not any other creature in the 
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woods, but the protagonist herself. The following sentence “[y]ou step between the fir 

trees and then you are no longer in the open air; the wood swallows you up” (Carter, p. 

221) is translated as “一踏进枞树林间，你便离开了空旷，被树林吞没 [as soon as you 

step into the fir forest, you leave the open space and are engulfed by the trees]” (Yen, p. 

230). Here, although the translator reduces the usage of the pronoun “you”, by changing 

the active sentence to the passive sentence, the subject is shifted from “the wood” to 

the protagonist. Furthermore, the action of the wood “swallows” suggests its predator 

power is transformed into the picture of the heroine being swallowed and engulfed as a 

helpless prey. The translation intensifies the heroine’s feel of powerless by adding “as 

soon as”, suggesting that she had no chance to escape the fate of being hunted.  

When the story moves to the scenes where the heroine sees the Erl-King's cages, the 

translation of the sense of Erl-King’s possession experiences a shift from weakening to 

strengthening. The first time the Erl-King shows his “little cages in which he keeps his 

singing birds” (Carter, p. 224), the translation is “饲养鸣禽的鸟笼 [birdcages for raising 

songbirds]” (Yen, p. 233). From the translation, it seems that the Erl-King is gently and 

kindly feeding these birds instead of keeping them locked. And the following sentence 

describing the giant amount of the birds and cages is translated with translation shift 

too:  

ST: His kitchen shakes and shivers with birdsong from cage upon cage of singing 

birds, larks and linnets, which he piles up one on another against the wall, a wall of 

trapped birds (Carter, p. 224)  

TT: 他厨房里满是鸣禽，云雀、红雀，鸟叫声震天价响，笼子堆满一面墙，一整墙受

困的鸟 (Yen, p. 233) 

BT: his kitchen is full of songbirds, larks and linnets, birds cries are deafening, and 

cages are piled up against one wall, a whole wall of trapped birds 
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 The translator omits the picturesque and cumulative imagery of “cage upon 

cage” and “one on another”, thereby rendering the scene visually vaguer. This dilution 

lessens the emphasis on the Erl-King's hoarding habit, consequently weakening the 

portrayal of the hero’s obsessive possessiveness. Furthermore, in later instances, the 

phrase “keep in cages” is consistently translated as “关在笼里 [lock in cages]” or “关进

笼里 [lock into cages]”. This lexical shift is significant: while the source text’s “keep” is 

neutral, leaving open whether the birds are raised or confined, the target text’s use 

of “lock” specifies and emphasises the Erl-King’s intention to possess and imprison, 

thereby sharpening the critique of his predatory nature. Later, when the heroine is more 

aware of the “sharp teeth in the subaqueous depths of [his] kisses”, the translation 

tends to sharpen the predator claws of the Erl-King. The description of the Erl-King as he 

“drew me towards him on his magic lasso of inhuman music” (Carter, p. 226) is 

translated into “他那非人的音乐就像套索将我拘去 [his inhuman music ensnares me 

like a lasso]” (Yen, p. 235). By translating “draw towards” into “ensnare”, the translation 

establishes a darker intention regarding the heroine. The following sentence describing 

“the shrill prothalamions of the larks stacked in their pretty cages” (Carter, p. 226) is 

translated into “关在成堆漂亮鸟笼里的云雀的嘈杂尖鸣 [the noisy, shrill cries of larks 

trapped in piles of pretty birdcages]” (Yen, p. 235). Here the image of the birds being 

trapped and imprisoned is added, and the image of “stacked” birds is shifted to “piled” 

cages, creating a prison environment with no escape. Furthermore, the 

word “prothalamions” is overlooked and replaced with a description of “noisy” sound. 

This substitution represents a significant semantic loss. In the source 

text, “prothalamions” signifies that the birds are producing meaningful song—

specifically, epithalamiums traditionally written for weddings and other significant 

social ceremonies. The translation, however, reduces this culturally rich, purposeful 

music to mere meaningless noise. This choice not only negates the birds' artistic agency 

and their connection to human ritual but also serves to accentuate the perceived 

weakness and futility of their existence within the locked cages. 
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The relationship between possession and sex is similar in the story “The Snow Child”, 

where the hero’s wish to possess the female character leads to the act of sex. The 

difference is that the Snow Child undergoes the sexual encounter in a condition where 

she could not react and has no acknowledgement. While in “The Erl-King", the female 

character is seduced rather than forced, and she enjoys the intimacy with the Erl-King. 

She willingly devotes herself to the love of the Erl-King as she “go[es] back and back to 

him to have his fingers strip the tattered skin away and clothe [her] in his dress of water”. 

She even longs to be consumed by him, confessing that “[she] could lodge inside [his] 

body and [he] could bear [her]”. These sentiments underscore her autonomy as a 

character who actively shapes her own destiny and seeks personal fulfilment. In the 

translation, the character enacts with even more vigour and initiative. In the first picture 

to imply the sex scene between the Erl-King and the heroine, Carter writes “I always go 

to the Erl-King and he lays me down on his bed of rustling straw where I lie at the mercy 

of his huge hands” (Carter, p. 224). Although she goes to the Erl-King willingly, it seems 

that she obeys his orders. While in the translation, Yen writes “总是去找精灵王，让他将

我放倒在那张沙沙作响的稻草床上，任他那双大手摆布 [I always go to find the Erl-King, 

letting him lay me down on that rustling straw bed, at the mercy of his huge hands]” 

(Yen, p. 234). Several strategies here characterise the heroine as a more demanding one 

than in the source text. The translation suggests that she goes to “find” the Erl-King, 

compared to simply going “to” the Erl-King, which implies that the heroine is conducting 

an action with clear destination. Then, rather than depicting how “the Erl-King lays her 

down” or “she is laid down by him”, the translation adds another verb “let” to show the 

power of control of the heroine over the following event. Besides, by reducing the 

pronoun “his” in describing the bed, the translator also weakens the sense of the Erl-

King's ownership of the place. Additionally, the translation overlooks the picture of the 

heroine lying on the bed which weakens her submissive image. Similarly, when the 

heroine shows her love to the Erl-King and wish that she “should like to grow enormously 

small, so that you could swallow me” (Carter, p. 226), it suggests that the character 

wants to eliminate her own existence and depend on the Erl-King for survival. This 
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submissive character is infused with more autonomy in the translation as well, as Yen 

writes “我想变得好小好小，让你咽下 [I want to become so very small, letting you 

swallow]” (Yen, p. 236). Here, as a similar effect, the Erl-King's power to manipulate the 

heroine is transferred to her so that she demands that the Erl-King act. 

The death of the Erl-King occurs when the heroine senses the danger of being 

transformed into a bird and encaged by him. Before she kills the Erl-King, they share an 

intimate relationship when the Erl-King lies on her knee, “half dreaming, half waking” 

(Carter, p. 228). This suggests that he trusts the heroine, has no intention of deliberately 

hurting her, and is unaware of her murderous intentions. In this light, the Erl-King 

appears to be an innocent and harmless victim. This dynamic reflects a feminist 

narrative in which the male is vulnerable and subject to the power of the female. This 

power that Carter grants to the heroine is reinforced in the Chinese translation, which 

will be revealed by the following analyasis. 

There are only two scenes describing the Erl-King’s death near the end of the story. 

The first occurs when the heroine decides to “strangle him” with ropes made from the 

Erl-King’s hair (Carter, p. 228), implying that she borrows his power to end his life. The 

word “strangle” could have been translated as 勒 or 勒住, which are more literal 

choices. However, translating it as “勒死 [strangle to death]” (Yen, p. 238) emphasises 

the fatal power of the girl. Similarly, at the end of the story, the dead Erl-King cries, 

“Mother, mother, you have murdered me!” (Carter, p. 228). The word “murder” appears 

several times in the story “Puss-in-Boots”, where it is translated as 杀 [kill] or 谋杀 

[murder]. Here, it is translated as “杀死 [kill to death]” (Yen, p. 238), further accentuating 

the fatal outcome of the strangling.  

In this story, other instances of the target text using the word “死 [death]” occur only 

when the source texts include the word “death”, “dead”, or “dying”. For example, 

“death bracken” (Carter, p. 221) is translated as “枯死藤菜 [withered and dead vine 

vegetable]” (Yen, p. 230), and the fungi that “thrive on dead things” (Carter, p. 223) is 
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rendered as “靠死物成长茁壮 [relying on dead things to grow and become strong]” (Yen, 

p. 232). The phrase “dying leaves and grasses” (Carter, p. 225) is translated as “濒死草

叶 [dying grass leaves]” (Yen, p. 234), and the Erl-King’s eyes, described as “[g]reen as 

dead sea fruit” (Carter, p. 227), are translated to “绿如死掉的海洋果实 [green like dead 

ocean fruit]” (Yen, p. 236). Additionally, the line suggesting the Erl-King “never knew he 

might be the death of me” (Carter, p. 228) is translated as “完全不知自己可能害死我 

[completely unaware that he might cause my death]” (Yen, p. 237). Aside from these 

examples, there are no further instances of the word “death” in the translation. Overall, 

the portrayal of the Erl-King’s death is accentuated in the translation, which, in turn, 

reinforces the heroine’s power to cause his demise. 

The death in “The Erl-King” differs from that in “The Snow Child” in several ways. 

Firstly, regarding the gender of the deceased: while both male characters exert control in 

their respective relationships, the character facing death is male in “The Erl-King” but 

female in “Snow White”. Secondly, the order of events varies: the death in “The Erl-King” 

occurs after the sexual encounter, whereas in “The Snow Child”, the female character 

dies before sexual penetration. Thirdly, the causes of the deaths differ: the Erl-King is 

killed by the heroine in an act of self-defence, while the Snow Child’s death is directly 

caused by a rose thorn, serving as a metaphor for the Countess’s jealousy. One 

similarity, however, is that the power to cause death is reinforced in both translations. 

This observation provides insight into the translation strategies employed concerning 

the three themes in stories: the characters facing final death are depicted as weakened 

in prior narratives, while other characters, especially those who intend to kill, appear 

strengthened or empowered. This explains why the dominant Count in “The Snow Child” 

seems more capable of control, while the similar dominant character, the Erl-King, has 

his existence and ownership diminished in the translations. This suggests a tendency for 

the narrative’s ending in the source story to influence the translator’s earlier 

characterisation of the characters.  
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5.4 Serious Sexuality in “Puss-in-Boots” 

The short story “Puss-in-Boots" is longer than the previous two stories. It features both 

more characters and more complex relationships. The representations of possession 

and sex are demonstrated on multiple levels. The miserly husband’s desire to possess 

the heroine ultimately leads to his death, whereas the young man’s similar desire wins 

him fulfilling sex and a happy life. Beyond human relationships, the love and sex 

between two pet cats serve as the prelude for the young man’s courtship. Since the two 

male characters pursuing the same woman experience opposite fates, the analysis of 

translations will focus on how the translator deals with these two characters differently. 

In terms of possession, this story takes a different approach compared to the 

previous two. The Count’s and the Erl-King's possession of their ideal girls is reflected in 

their ability to control, change, and own their environment, often with the use of magic. 

In contrast, the two male characters’ possession of the heroine in this story is directly 

tied to how they manage their belongs and treasures. As a result, this story is more 

grounded in realistic and commercial concerns rather than magical realism (if we 

overlook the surreal talking cat here). For instance, when the young man falls in love with 

the heroine, he becomes consumed by his passion, losing his appetite and sleep. His 

sole desire to “have her forever” (Carter, p. 215) makes this already impoverished man 

even more indifferent to material wealth and his own health. Conversely, the old 

husband is rigidly attached to his wealth, obsessing over avoiding waste of food, money, 

or energy. When it comes to his wife, viewed as his “prize possession”, his attitude 

remains the same, hence he refuses to involve any sexual activities in order to conserve 

his “natural essence” (Ibid., p. 216). In the translation, the young man’s attitude toward 

possession is portrayed as nobler and less pitiful, while the old husband’s character 

appears more petty and absurd. 

The young man’s generosity is revealed through the perspective of the narrator, Puss 

the cat. When he first meets the young man, they live in poverty. While the cat 
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appreciates the man for being neat and smart, he also mentions “excellent beef 

sandwiches” (Carter, p. 203). The translation is “他请我吃的牛肉三明治美味极了 [the 

beef sandwiches he treated me to was extremely delicious]” (Yen, p. 210). In the source 

text, Carter does not explicitly state that the sandwiches are gifts for the cat, but the 

translator adds the act of treating and inviting the cat, thus portraying the poor man as 

generous. The cat then explains how he helps the young man and brings him “to the best 

of fortunes for us all” (Carter, p. 204), which is translated as “我们大家都非常受用的绝

佳好运与财富 [the excellent luck and wealth that we all greatly benefit from]” (Yen, p. 

210). In this translation, “fortunes” is expanded to include both “luck and wealth”. This 

addition serves two functions: firstly, it enhances the image of the young man, 

suggesting he deserves not only fortune as good fate but also, specifically, wealth; 

secondly, it resonates with the ending of the story, showing the translator’s engagement 

with the narrative. This becomes clear at the very end of the source story, when the 

young man “comes into a great fortune”, confirming that “fortune” refers specifically to 

money. The translation, therefore, functions to contextualise the pun for the Chinese 

readership. While most descriptions of the young man’s lack of material wealth are 

translated literally, the descriptions of the old husband’s obsessive possession are not. 

However, the translations of the depictions of the antagonist, the old man, tend to 

emphasise his negative traits. When the miser old man’s “daily motions” are described, 

the translation introduces several shifts. His breakfast of “yesterday’s crusts” (Carter, p. 

216) is rendered as “昨天吃剩的干面包皮 [the dry bread crusts left over from yesterday]” 

(Yen, p. 225), adding a sense of poor quality to the crusts. Similarly, his “luxurious” 

(Carter, p. 216) dinner is translated as “可豪华了 [extremely luxurious]” (Yen, p. 225) 

emphasising the irony, while the dinner food of “a tough bird” (Carter, p. 216) becomes 

“又老又硬的禽肉 [the old and tough poultry meat]” (Yen, p. 225), which further implies 

its bad taste. Beyond his attitude towards food, his obsession with money and treasure 

is also highlighted in the translation. His action of “bankrupting, here, a small 

tradesman, there, a weeping widow” (Carter, p. 216) is translated as “这里害一个商人破
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产，那里害一个哭泣的寡妇没钱 [here, sabotages a merchant to go bankrupt; there, 

causes a crying widow to be without money]” (Yen, p. 225). By replacing “small 

tradesman” with “merchant” and specifying that he forces the merchant into 

bankruptcy and leaves the widow destitute, the translation accentuates the old man’s 

cruelty. When describing his possessions, the “chest of gems” (Carter, p. 216) becomes 

“一整箱的宝石 [a whole chest of gems]” (Yen, p. 225), stressing the quantity of the 

treasure. Additionally, the old man refers to his wife, the heroine, as “his prize 

possession” (Carter, p. 216), which is translated as “他最珍贵的财物 [his most precious 

possession]” (Yen, p. 226), and his view of possessing her as “what a good bargain” 

(Carter, p. 216) is translated as “真是太物超所值了 [the goods are really worth more 

than the price]” (Yen, p. 226).  As the source text highlights how the old man objectifies 

his wife, the target text further emphasises the high price of this objectified possession. 

In this way, the translation depicts the old man as valuing only the external, commercial 

price of people, rather than their inner emotional worth. Just as he now neglects himself 

when it comes to food, he also refrains from expending any effort on his wife. By 

exaggerating the value of his possession (including the wife) and portraying his miserly 

attitude towards them, the translation presents the old man as even more pathetic than 

in the source text. This further justifies the wife’s dissatisfaction and his eventual death. 

The sex scenes between the heroine and the young man are narrated with two distinct 

voices. As a comedy told by a “wily” cat (Carter, p. 220), the story conveys the cat’s 

playful and facetious tone, reducing the master’s love to mere sexual fulfilment by 

suggesting that “love is desire sustained by unfulfilment” (Carter, p. 207). At the same 

time, as a love story, it reflects the master’s deep seriousness about the relationship, 

which is described as “sacrosanct from humour”, with the insistence that “no element 

of the farcical must mar” their first date (Ibid.). In the translation, the cat’s playful tone is 

downplayed, while the master’s serious voice is accentuated. In this way, the translation 

depicts the young man’s love as more earnest rather than mischievous. 
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The cat’s playful tone is explicit in describing the sexual scenes. One technique 

Carter adopts to achieve a comedic effect is the use of the pronoun “it” to refer to sexual 

activity. This creates innuendo rather than directness. Furthermore, having a little cat 

referring to sex as “it” creates a deliberately clichéd tone and generates a humorous 

image. Additionally, implicit messages are conveyed through euphemism by comparing 

sex to other activities. For example, when the cat sees the couple’s first date, he 

comments: 

ST: I never saw two fall to it with such appetite (Carter, pp. 213—14) 

TT: 我从没见过办起事如此天雷地火的一对 (Yen, p. 222) 

BT: I have never seen a pair engage in business in such thunderous and fiery way 

The source text phrase “fall to it” could have been translated more literally as “陷入其中 

[fall into it]” or with a lighter, euphemistic tone as “干起活来 [get down to work]”. 

However, the chosen translation, “办起事来 [engage in business/attend to the matter]”, 

adopts a more serious and formal register. This choice diminishes the light-hearted and 

down-to-earth sense of the original. Besides, the source text describes the couple’s 

attraction with each other as “appetite”, in which way the intense desire between the 

two is compared to the desire to food. However, the translation depicts this sexual 

attraction more directly and it exaggerates the intensity of their sexual activity instead of 

using a more metaphorical approach, the translation emphasises the couple’s strong 

feelings, while simultaneously reducing the humorous and scornful attitude of the cat. A 

similar effect occurs when translating their second date: 

ST: they’re at it, hammer and tongs, down on the carpet (Carter, p. 218) 

TT: 他们立刻办起事来，在地毯上翻云覆雨 (Yen, p. 228) 
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BT: they immediately got down to business, turning the clouds and overturning the 

rain on the carpet 

 Here, “it” is again translated as “business”, which diminishes the light-hearted effect of 

the innuendo. Additionally, the playful expression “hammer and tongs” in the source 

text is informal and colloquial, offering a light-hearted and humorous tone. While the 

translation “翻云覆雨”, though metaphorical, is a common expression of sexual activity 

in Chinese. Similarly, the earlier translation “天雷地火” is also used exclusively to 

describe intense sex. Both translations adopt idioms specifically used in the context of 

sexual activity, making the expression more intense and targeted, rather than 

metaphorically comparing sex to other mundane daily activities. A similar effect is 

achieved when the cat describes the heroine as “the naughty one” (Carter, p. 213) when 

she takes the initiative on the first date. The translation concretises the pronoun “one” in 

“真是个淘气的小姐 [what a naughty young lady]” (Yen, p. 221). Carter’s phrasing 

suggests a mocking tone from the cat, by reducing the individual to a vague pronoun. In 

contrast, the translation specifies the identity of the person, adopting a more 

affectionate tone. The source text’s mocking tone portrays the cat as less respectful 

toward women. The translation, however, explicitly identifies “the naughty one” as a girl 

and, more significantly, elevates her status to that of a “young lady.” Consequently, the 

cat’s attitude seems more akin to adoration than dismissal. 

The sexual activities in this story, unlike the previous two, are driven by mutual love. 

As the sex scenes are translated with less comedic effect, the sentimental love between 

the young couple is rendered with deeper emotion and greater seriousness. After the 

young man sees the heroine, he becomes “half sick and will go to the tables no more for 

lack of heart and never even pats the bustling rump of the chambermaid in his new-

found maudlin celibacy” (Carter, p. 206). In the translation, the translator chooses three 

Chinese idioms to intensify the depth of longing. The expression “half sick” is translated 

as “病相思” (Yen, p. 213), which slightly modifies the usual Chinese idiom for 
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“lovesickness”, 相思病. The altered idiom carries a hint of ancient Chinese phrasing, 

adding a poetic aesthetics. Additionally, “maudlin” is rendered into the traditional 

Chinese idiom “伤春悲秋 [sorrowful in spring and melancholy in autumn]” (Yen, p. 213). 

This expression originally describes the sentimental style of the poet 李商隐 [Li 

Shangyin] (813—858). In Chinese poetics, seasons and natural scenes are often used as 

metaphors for human emotions, with many poets referring to these nonhuman elements 

to express losses in career or love. This idiom is thus frequently used to describe poets 

and poetic emotions. When used here in the translation, the young man is characterised 

with serious melancholy and deep sadness. Finally, in this sentence, “celibacy” is 

translated as “守身如玉 [keeping one's body pure like unblemished jade]” (Yen, p. 213). 

This is an old expression traditionally used to describe how women remain chaste, and 

the Chinese character 玉 [jade] is often associated with femininity. Although this idiom 

reflects a pre-feminist social norm that required women to adopt a cautious and 

restrained attitude toward sex, it also conveys the subject’s extreme loyalty to their 

dream lover when they choose to refrain from sexual relations with others.  

Through the analysis of the translation of the sex-related descriptions, it becomes 

clear that the translator weakens the comedic and mocking tone while reinforcing the 

intensity of the young couple’s love, simultaneously assigning the young man with a 

poetic quality. Alongside the analysis of the attitudes toward possession exhibited by 

both the old husband and the young man, the translation creates a more favourable 

image of the young man. This shift may result from the influence of the narrative’s 

conclusion, where the young man replaces the old husband, and the translation justifies 

this outcome. Additionally, it can be seen as a sympathetic acknowledgement of the 

young man’s true love for the heroine, making the playful comedy read more like a 

sentimental love story.  

Compared to the translations of the representations of possession and sex, the 

translation of the old husband’s death is quite literal, with few modifications. One 
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interesting twist occurs when the young man pretends to be a doctor and examines the 

old husband’s body as he “twitches an eyelid, taps a kneecap, feels a pulse” (Carter, p. 

218), which is translated as “扭扭他眼皮，敲敲膝盖，探探脉搏 [twist twist his eyelids, 

tap tap knees, check check pulse]” (Yen, p. 228). The source text already suggests a hint 

of casualness, while the translation makes the actions even more playful, by repeating 

the verbs. This usage in Chinese often conveys a sense of colloquial, casual activity, 

making the actions more vivid and interesting, and is commonly seen in children’s 

literature (Han, 2019). By further diminishing the seriousness of death, the translation 

exhibits less sympathy towards the deceased old husband compared to the loving young 

man. 

5.5 Conclusion 

One of Carter's narrative techniques for demonstrating male characters’ possession 

over female characters is by illustrating how they control non-human entities, such as 

the natural environment or material possessions. Although Yen renders the three 

possessive characters in three translated stories differently, a consistent pattern 

emerges: the male characters’ capacity for possession is closely tied to their ultimate 

fate—life or death. When the characters are destined to face death by the end, their 

power to possess or resist possession diminishes over the course of the story in the 

translation. My analysis suggests that the translator actively engages with the narrative 

and that the translation is shaped by story endings. This results in the characterisation in 

the translation aligning more closely with the characters’ ultimate fates. When a 

character dies, he or she is, in a sense, sentenced by the author through the narrative. 

This act suggests the author’s moral stance and, at times, pedagogical intention. In 

these three stories, the characters’ deaths are closely linked to gender relations; their 

fates, therefore, convey the author’s philosophical perspective on gendered power 

dynamics. By mirroring the foreshadowing established in earlier characterisation, the 

translator demonstrates a deep understanding of the source author’s design and uses 

narrative techniques to amplify its impact. This finding suggests that these translation 



158 

shifts are effective (as discussed in Section 1.2.2) in complementing and aligning with 

the narrative arc of the source text. Furthermore, while an individual character may be 

rendered through different kinds of shifts—some enhancing their power and others their 

vulnerability—all changes are directed by the overarching goal of fulfilling the story's 

final resolution. This demonstrates how the translator operates under a constraining 

goal (as discussed in Section 1.3.2) at the narratological level. 

The depiction of sexuality and the sexual dynamics between characters in these 

stories reveals underlying gender power structures, and Yen’s translation introduces 

subtle shifts that reflect a nuanced feminist approach. When female characters serve as 

victims highlighting patriarchal oppression, the translation further objectifies them, 

starkly exposing their tragedy and amplifying the critique. Conversely, when female 

characters are able to assert their subjectivity even under intense oppression, the 

translation portrays them as more active and autonomous in their sexual expression, 

granting them greater agency. This translation strategy underscores a feminist 

perspective, framing female sexuality as an act of self-expression rather than a reversal 

of male-centric pornography that accentuates roles of domination and submission. It is 

therefore evident that the translator is undertaking a creative activity informed by their 

own distinct subjectivity (as discussed in Section 1.4.2). Yen’s translation employs a 

feminist lens that portrays female characters as more proactive in their encounters with 

sexual activities. This translation approach offers a clear textual representation of the 

personal position on feminist issues that Yen has articulated (as discussed in Chapter 

Two, Section 2.3), as it champions a more courageous portrayal of women’s sexual 

desires and behaviours. This phenomenon serves as a clear illustration of how the 

translator’s subjectivity is inevitably manifested within the translation, a presence which 

sometimes not only aligns with but also actively intensifies the argument of the source 

text.  

The narrative of death, serving both as the story’s conclusion and as a terminal point 

for the character, reveals the author’s moral stance. In reading stories involving death, 
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we may ponder what behaviours and emotions lead to the murderer’s actions and the 

victim’s fatal fate. The translations of these three stories emphasise the roles and 

motives of the murderers. Those characters condemned to death are rendered with less 

agency and power in Yen’s translation, suggesting that the translator engages with the 

entire narrative structure, adjusting characterisations and plot elements to endow 

further justification to the endings. These characters are rendered more objectified, 

powerless, or ridiculous.  This strategy showcases effective narratological shifts (as 

discussed in Section 1.2.2) in Yen’s translation that reflect her identity as the story's 

narrator, by completing and rationalising the narrative resolution. Yen’s translation, 

hence, demonstrates how she engages with the text by amplifying the source author’s 

voice, narrative structure, and ideological perspectives, reflecting her sensitivity to 

Carter’s narrative strategies.  
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Chapter Six: Spatial Transformations in the Bloody 
Chamber and the Vampire’s House 

6.1 Introduction 

This chapter investigates the final two stories in Carter’s The Bloody Chamber and Other 

Stories: “The Bloody Chamber” and “The Lady of the House of Love” ([1979] 1995). The 

former story is a rewriting of the classic tale “Bluebeard” that Carter created after 

translating Charles Perrault’s 1697 story “La Barbe Bleue” in 1977. The change in title 

from the vicious character “Bluebeard” to the unsettling scene “The Bloody Chamber” 

highlights Carter’s focus on spatial narrative, as the plot revolves around the intimate 

space of the chamber. Similarly, the title of the second story also suggests that the 

narrative revolves around the lady’s house. Therefore, this chapter explores the key 

representations of spatial narratives, exploring how these elements function within the 

narrative and how the translator, Yen, reinterprets them in the Chinese translations “染

血之室” and “爱之宅的女主人” (2019). Specifically, this chapter addresses the research 

question: What specific strategies does Yen employ to translate narratological elements 

of space in Carter’s “The Bloody Chamber” and “The Lady of the House of “Love”? To 

explore the question, the analysis section investigates the translator’s creative and 

cultural interventions at narratological level in translating the enclosing Gothic mansion, 

domestic spaces, as well as two-dimensional frames. Before analysing the translations, 

this chapter briefly introduces the two stories and contextualises how they involve the 

poetics of Gothic and vampire stories, focusing on the significance of spatial narratives 

within the story. The chapter then reviews how narratologists interpret the function of 

spatial narratives in general (Fludernik, 2009; Bal, [1985] 2017; Jong, 2014), as well as 

how literary critics analyse the spatial narratives in Carter’s story (Armitt, 1997; Wisker, 

1997; Manley, 2001; Gamble, 2006; Dutheil de la Rochère, 2013; Filimon, 2014; Mulvey-

Roberts, 2019). The literature review suggests that spatial narratives in two stories are 

crucial features that represent Carter’s feminist rewriting of the classic Bluebeard and 
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other narratives. The analysis of the Chinese translator’s narratological creativity in 

translating these symbolic features shows that Yen rewrites the story to amplify the 

source text’s narrative emphasis, incorporate cultural symbolism from the target 

culture, and express the translator’s style of feminist writing. 

6.2 Rewriting Gothic and Vampire stories 

The story “The Bloody Chamber” is narrated in the first-person by the heroine, the fourth 

wife of a wealthy Marquis. After the marriage, she lives with the Marquis in his isolated 

castle. When the Marquis decides to go abroad for business, he leaves the new bride 

with a set of keys for every lock in the house but warns her to stay away from one private 

chamber. The heroine is bored and decides to defy his instructions and unlocks the 

forbidden chamber. There she uncovers horrifying instruments of mutilation and dead 

bodies of the Marquis’s previous wives. Her activities are discovered and the husband 

sentences her to execution by decapitation. Just as she desperately prepares to meet 

her fatal destiny, her fearless mother arrives on horseback and shoots the Marquis, 

saving her daughter. At the end of the story, she builds a family with her mother and a 

friend in the Marquis’s castle, a blind piano-tuner.  

Carter’s “The Bloody Chamber” resembles the main narrative of Perrault’s “La Barbe 

Bleue [Bluebeard]” ([1697] 2010). Unlike Carter’s tale, Perrault’s is written in the third 

person, which is the standard mode of fairy tale narration. Additionally, in Perrault’s 

version, the heroine is saved by her brothers rather than her mother, as in Carter’s text. 

Perrault’s plot suggests a more traditional representation of male protectors, in contrast 

with Carter’s more modern, feminist approach, where the mother plays a vital, active 

role in saving her daughter and thereby also in the making of the heroine. Carter’s 

rewriting, in this sense, embraces women’s agency and power to protect others against 

violence. Another important difference is Carter’s reference to the “little room” and the 

“bloody chamber” to describe the place where the murdered wives are kept, in contrast 

to Perrault’s term, “petit cabinet” ([1697] 2010, p. 13). As Martine Hennard Dutheil de la 



162 

Rochère argues, “[i]n Perrault’s time the cabinet was indeed a secluded room where the 

most valuable paintings were kept, and this is where Bluebeard hides the bodies of his 

murdered wives” (2013, p. 112). Here, the term “cabinet” is more public compared to 

Carter’s usage of “chamber”. For instance, in the 1920 horror film The Cabinet of Dr 

Caligari, the cabinet refers to a spectacle space at the town fair. In contrast, the term 

“little room” suggests the nature of smallness of the space and hints at feminine 

expression. Meanwhile, the term “chamber” refers to a private bedroom, implying the 

intimacy of the space, while the modifier “bloody” intensifies the horrific nature of the 

intimate room. In this sense, Carter’s text downplays the connection between bodies 

and art, instead emphasising the horrifying and violent nature of the husband’s actions.   

Developed from Perrault’s murderous folktale, Carter’s version shifts toward a 

different literary genre: Gothic fiction. The term “Gothic” is intrinsically both a rebellion 

against Enlightenment ideals and classical rules, and a nostalgia for a past marked by 

“barbarous customs and practices, of superstition, ignorance, extravagant fancies and 

natural wildness” (Botting, 2014, p. 21). Gothic stories are heavily influenced by Edgar 

Allan Poe’s Gothic storytelling, which attributes horror as a defining feature of the genre 

(Bloom, 2020, p. 5). One crucial narrative element in achieving this Gothic horror is 

spatial narrative, as a Gothic story “is often set in claustrophobic spaces, either real or 

imaginary” (Ibid., p. 8). In Carter’s story, the heroine lives in the domestic spaces where 

she is threatened by her husband and experience claustrophobic repression and fears.  

The story “The Lady of the House of Love” is narrated in the third-person. The heroine 

is a “beautiful queen of the vampires”, living in a ghostly castle in an abandoned village 

(Carter, “Lady”, p. 232). The castle is shrouded in darkness by heavy velvet curtains and 

is overtaken by “[d]epredations of rot and fungus” (Ibid., p. 233). The heroine, also 

known as the Countess, spends her time playing Tarot cards and sleeps in a coffin. She 

wishes for a change in her fate and to become human, but she is bound to her vampiric 

nature, relying on men’s blood for food. When lost travellers enter her castle, they will be 

seduced into entering her bedroom, where their fate is suggested by the Tarot card of 
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“Grim Reaper” (Ibid., p. 236). One day, “a young officer in the British army” visits the 

Countess’s castle (Ibid.). To her surprise, the Tarot card turns up to be “Les Amoureux” 

(The Lovers), implying that love will shape her new destiny (Ibid., p. 237). She is eager to 

embrace this new fate and invites the young man for coffee. The young man is struck by 

the castle’s ruinous state, the Countess’s frail appearance, and the unsettling family 

portraits, yet he remains unafraid “since he himself is immune to shadow, due to his 

virginity—he does not yet know what there is to be afraid of—and due to his heroism, 

which makes him like the sun” (Ibid., p. 244). The Countess leads the young man to her 

bedroom with the intention of killing him, while he is concerned only for her health and 

sanity. In her “macabre bedroom”, he feels an instinctive desire to “take her in his arms 

and protect her from the ancestors who leer down from the walls” (Ibid., p. 246). The 

nervous Countess “fumble[s] the ritual”, breaking her dark glasses and cutting her finger 

to bleed (Ibid.). The young man, out of care, kisses her wound to make her better, while 

this innocent action unwittingly performs an exorcism that liberates the Countess from 

her ancestral curse of being a vampire and purifying her murderous bedchamber. The 

next morning, the caring young man intends to take her to see doctors for her physical 

health and nervous hysteria, only to find her lifeless body exposed to the sunlight. By her 

side lies a red rose that never withers, a symbol of her eternal love and fatal bloodline.  

At first glance, Carter’s “The Lady of the House of Love” appears to be a Gothic 

vampire story (Buchel, 2004; Hagopian, 2007; Pérez-Gil, 2016), as the heroine is a real 

vampire who lives in an isolated castle, fears natural light, and survives on human 

blood—elements common in this genre. However, it also contains narrative elements 

that recall “Sleeping Beauty”, particularly Perrault’s “La Belle au Bois Dormant” (1697), 

which was also translated by Carter (1977). In Perrault’s tale, a beautiful princess, 

known as Sleeping Beauty, is cursed by an evil fairy to prick her finger on a spinning 

wheel and fall into a deep sleep for a century. A prince eventually ventures into the 

mysterious castle, kisses the sleeping princess, and breaks the spell, awakening her. 

The kingdom, once desolate due to the curse, also comes back to life. In contrast, 

Carter’s heroine is cursed not by an external magic, but by her vampire blood and her 
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ancestral lineage. The pricking of the finger, rather than suggesting the start of the 

misfortune, appears to be the end of her curse. The hero's kiss, rather than waking her to 

revival, leads to her death. Furthermore, the bedroom, the castle, and its surroundings 

in Carter’s story symbolise the heroine’s state, much like in “La Belle au Bois Dormant”. 

Their decaying and isolated nature before the redemption implies that heroines are 

imprisoned and deprived of their rights and their power to live as fully human beings.  

In both stories, the intimate spaces inhabited by the protagonists serve as symbols of 

their repression. The following section explores how the concept of “space” has been 

critically reviewed in narratology and translation studies, providing a theoretical 

foundation for the analysis of the translator’s engagement.   

 

6.3 Translating Spatial Narratives 

In narratology, the fictional space is depicted through deictics, prepositional phrases of 

space, and descriptions (Fludernik, 2009, p. 42). As Mieke Bal ([1985] 2017) suggests, 

space can perform at least four functions. Firstly, it is presented through characters’ 

sensory perceptions, such as “sight, hearing, and touch” (Bal, [1985] 2017, p. 125). In 

this context, “the space in which the character is situated, or is precisely not situated, is 

regarded as the frame” (Ibid.), which symbolically reflects the experiences and status of 

the character (Ibid., pp. 125—126). Secondly, the “semantic content of spatial aspects 

can be constructed” (Ibid., p. 126) and is often thematised (Ibid., p. 127). In other words, 

space “becomes an acting place rather than the place of action” (Ibid.), suggesting that 

it is not merely a static setting for characters and plot but also actively performs a 

narrative function. The dynamics of thematised space often serve as an allegory for the 

psychology of the characters. Thirdly, space functions in conjunction with various other 

narrative elements of the story. For example, the relations between space and event 

produce stereotypical combinations, such as “declarations of love by moonlight on a 
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balcony” (Ibid., p. 130). Finally, spatial descriptions can convey essential narrative 

details, such as the country in which the story takes place (Ibid.). In addition to these 

functions, Irene J. F. de Jong (2014) emphasises the significance of “the space of the 

narrator (at the moment of narration)” (p. 107), as well as highlights the importance of 

the narrator’s focalisation in integrating space and maintaining narrative flow (Ibid., p. 

117). These functions of spatial narrative—including framing, symbolism, stereotyping, 

information detailing, and focalisation—are further evaluated in the critique of Carter’s 

“The Bloody Chamber”.  

As Marie Mulvey-Roberts confirms, “[p]lace, as well as space, characterizes much of 

Carter’s work” (Mulvey-Roberts, 2019, p. 3). The symbolic implications of the spatial 

narrative in Carter's two stories have been analysed by several literary scholars. As early 

as 1997, Lucie Armitt and Gina Wisker, as two separate contributors to The Infernal 

Desires of Carter: Fiction, Femininity, Feminism, discuss the horror function of spatial 

narrative in these works. Armitt regards the stories in The Bloody Chamber and Other 

Fairy Tales as Gothic tales more than fairy tales. She points out that in Gothic tradition, 

“the space surrounded by the four walls of the Gothic mansion is determined as an 

interior dream- (or rather nightmare-) space, while it is the space beyond that functions 

as the outer world of daylight order” (Armitt, 1997, p. 90). As an “interloper” 

“interrogates the existence of such boundary demarcations”, this nightmare-space is 

forced into “a daylight interaction with the so-called world of rational order” (Ibid.). Thus, 

Gothic mansions, including other sub-divided spaces, “rarely succeed in fully 

constraining their hideous secrets” (Ibid., p. 91). This is especially true when the bloody 

chamber is revealed by innocent intrude of the heroine. Domesticated spaces, 

therefore, serve to create Gothic horror as the location of the tension between secrets 

and their exposure.   

Wisker (1997) examines Carter’s narration of space with reference to Chris Baldick’s 

analysis of the imprisoning house of Gothic fiction (1993) and explains that this sense of 

imprisonments is “a symptom of considerable cultural unease with the family home and 



166 

the women who inhabit it” (Wisker, 1997, p. 118). Wisker suggests that, Carter, like other 

contemporary women Gothic writers such as Sarah Waters (1966—), engages with “the 

frightening cultural legacy and claustrophobic spaces characteristic” of the genre to 

“devise ways of combating the sexist fears endemic to the genre” and escaping from 

“domestic prisons” (Ibid.). From this perspective, the secret chamber and the vampiric 

castle are symbolic prisons that are designed to trap new brides and grooms. Their 

escape manifests the resistance of the confinement. As the negative implications of 

domestic spaces are analysed, Sarah Gamble (2006) also stresses the home as the 

place of origin that “generates feelings, not of vertigo, but nostalgia” (p. 278). Although 

Gamble does not mention short stories in The Bloody Chamber, it provides a fresh 

perspective in analysing the narrative of the castles and the “bloody chamber”.  

In analysing the heroine in “The Bloody Chamber”, Kathleen E.B. Manley examines 

the story as “the bride’s journey toward recognizing herself as subject” (2001, p. 85). And 

the heroine’s self-growth is realised by the presentation of a dozen mirrors in the 

bedroom, which, “by providing opportunities to see herself as others see her, allow the 

protagonist to begin to have a more complete sense of herself as subject” (Ibid.). Except 

for the mirrors that establish the heroine’s self-recognition, Manley also analyses her 

curiosity “about the locked room”, “about the marriage”, and “about sex” that 

encourages her to gain knowledge about her husband and reveal his secret. The 

heroine’s investigation of Bluebeard’s castle is conventionally interpreted as “an 

illustration of women’s guilt and untrustworthiness”, making the story of Bluebeard “a 

misogynist condemnation of female curiosity” (Dutheil de la Rochère, 2013, p. 128). 

Instead of blaming the victim’s curiosity, as Dutheil de la Rochère suggests, Carter’s 

“The Bloody Chamber” focuses on “the conditioning of the bride to submit to her 

husband’s visual power” (Ibid., p. 129). This visual power is exerted through depictions 

of the erotic and disturbing arts that imply the fate of the brides. In this context, Carter’s 

spatial narration of the art gallery reveals the Marquis’s patriarchal dominance, and the 

adventure of the heroine’s discovery of the arts shapes her knowledge of the truth, 

hence empowers her growth and resistance.  
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The concept of “heterotopia” is applied by Eliza C. Filimon (2014) to analyse Carter’s 

spatial narrative. Heterotopia, conceived as the conceptual opposite of utopia, was 

initially introduced by Michel Foucault to describe texts that “undermine language” and 

“destroy ‘syntax’” (Foucault, [1966] 2002, p. xix). Foucault later expanded the concept to 

denote real-world sites that incorporate elements excluded from idealised utopias 

(Foucault and Miskowiec, 1986). Filimon (2014) adapts this framework, defining 

heterotopia as “‘a place of different order’ and refers to an actual place conceived as 

being otherwise and existing outside normative social and political space” (2014, p. 18). 

Filimon examines how the Marquis in “The Bloody Chamber” embodies heterotopia by 

pulling his “victims towards confining spaces” and “turns women into trophies” (Ibid., p. 

42). Yet the Marquis himself, as the master of this heterotopia, is simultaneously its 

victim since he is also “trapped in [his] repetitive games, condemned to repeat the same 

story and the same violent acts” (Ibid.). In my analysis, heterotopia “The Bloody 

Chamber” operates on three distinct levels. First, the heroine enters a secluded castle, 

which she initially envisions as a site of future wealth and happiness, only to discover it 

functions as an isolated prison where victims are condemned to death for no reason. 

Second, while the heroine imagines her marriage to be having a home of her own, a 

secure, intimate space where her subjectivity might flourish, the domestic space 

instead becomes a site of horror, with the threat and danger coming from within. Finally, 

mirrors, illustrated as utopian spaces that reflect an idealised self of the observer 

(Foucault and Miskowiec, 1986, p. 24) are subverted into heterotopic sites in Carter’s 

story. Under the Marquis’s oppressive gaze, mirrors become instruments of scrutiny that 

expose the heroine’s vulnerability to external judgment.  

Although the spatial narration in Carter’s short stories has been extensively explored 

elsewhere, as demonstrated above, it remains relatively underexamined in the studies 

of their translations. Only a few scholars have highlighted the importance of studying the 

translation of space in specific genres such as children’s literature (Zur, 2020; Zhao et 

al., 2022), drama (Wang, 2014), and science fiction (De Bleeker, 2014; Chen, 2019). 

Given this gap in the research, the present study draws on insights from literary critiques 
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to analyse Yen’s translation of spatial representations in Carter’s “The Bloody 

Chamber”. By identifying creative shifts in spatial narration and evaluating their effects, 

this study seeks to illuminate the translator’s creative role in reconstructing narrative 

space. Specifically, it investigates how these translation choices impact both the story’s 

narrative dynamics and its cultural reception within the Chinese context. The analysis 

begins by establishing the concept of the Gothic mansion, a space imbued with horror, 

secrets, and curses. Next, it explores the meanings and implications of domesticate 

home as a narrative space. 

6.4 Walking into the Enclosing Gothic Mansion 

As Armitt observes, “rather than being fairy-tales which contain a few Gothic elements”, 

Carter’s The Bloody Chamber and Other Stories consists of “Gothic tales that prey upon 

the restrictive enclosures of fairy-story formulae" (Armitt, 1997, p. 89). The Gothic nature 

of the two stories is prominently announced through the depiction of the “Gothic 

mansion” that “is sub-divided up into a series of three-dimensional worlds within 

worlds: rooms containing closets, closets containing locked chests, locked chests 

containing secret drawers, secret drawers containing trinket boxes” (Ibid., pp. 90—91). 

The mansion functions as a secretive container, and the labyrinthine pathways leading 

to its concealed core emphasise its owner’s obsessive protectiveness of the secret and 

the deep fear of its discovery. In Yen’s translation of “The Bloody Chamber”, the motif of 

enclosure is further amplified through creative alterations to the descriptions of the 

Marquis’s secret chamber and the heroine’s journey leading to it.   

The first noteworthy example appears when the Marquis introduces “the key to [his] 

enfer” (Carter, p. 147). The French word “enfer” primarily refers to “hell” in both literal 

and figurative senses, but it can also describe a section of a library to keep books that 

are prohibited or restricted from public access. Yen translates this word as “禁区 

[restricted/forbidden area]” (Yen, p. 149), supplemented with a translator’s note 

explaining its French meaning. This translation is a creative effort to condense the 
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polysemous term into a single Chinese word most relevant to the narration, at the same 

time preserving the multiple layers of meanings in the source text, which lacks a direct 

equivalent in Chinese. Yen’s approach achieves at least four key effects: first, it 

maintains the fluency of the target text by using a single Chinese phrase, avoiding the 

need for complicating the sentence structure to capture all the nuances of the word 

“enfer”. Second, the translator’s note helps preserve the omitted connotations, 

ensuring that the richness of the source text’s symbolic imagery is retained. This, in turn, 

reinforces the Gothic undertones of the story. Third, it selects a meaning of “enfer” that 

aligns closely with the “key” metaphor, reflecting the Marquis’s forbidden “exhibitions”. 

Fourth, by downplaying the term’s association with books, the translation broadens the 

reference from a library context to any area containing forbidden objects, resonating 

more strongly with the Marquis’s secret chamber’s role to keep his brides’ bodies in the 

story.  

In some instances, information is reduced to avoid distraction and emphasise the 

core spatial feature. For example, when the Marquis describes the function of the key to 

the secret chamber, he says:   

ST (source text): all it is is the key to a little room at the foot of the west tower ... 

(Carter, p. 147)   

TT (target text): 但它其实只是西塔楼底的一个小房间 (Yen, p. 150)  

BT (back translation): but it’s actually just a little room at the bottom of the west 

tower.   

Here, the subject of the sentence shifts from the “key” to the “room”. Similarly, when 

the Marquis later warns the heroine not to enter that room, he suggests:  

ST: you’d find it such a dull little room (Carter, p. 147)   
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TT: 那只是个无趣的小房间而已 (Yen, p. 150)  

BT: it’s just a boring little room  

In both instances, the translations could have been more precise by retaining references 

to “the key” and “you’d find it”. However, by restructuring the syntax and slightly 

compromising accuracy, Yen’s choices repeatedly emphasise the “little room” in the 

target text, almost turning it into an enchanting spell, enticing the heroine to uncover its 

mystery and significance. This translation strategy to foreground the spatial element by 

turning it into the sentence subject underscores the room’s allure and pivotal role in the 

narrative.  

In describing the private nature of the little room, the Marquis uses the phrases:   

ST: a private study, a hideaway, a ‘den’, as the English say (Carter, pp. 147—48)  

TT: 私人书房，避难天地，就像英国人说的‘私人小窝’ (Yen, p. 150)  

BT: a private study, a world of refuge, a ‘private den’ just like what the English say   

This Chinese translation not only achieves the stylistic effect of enumeration, “私人书

房”, “避难天地”, “私人小窝” also enhances the style by introducing a creative element 

of parallelism through the repetitive use of four-character phrases. Additionally, the 

translation exaggerates the significant feature of the space by rendering “a hideaway” to 

“避难天地 [a world of refuge]”, and emphasising the privacy of the room by adding the 

modifier “private” to “den”. Similarly, when the heroine describes the little room as her 

husband’s “subterranean privacy” (Carter, p. 154), it is translated as “地底的私密空间 

[private space underground]” (Yen, p. 157). Here, this translation transforms the 

abstract concept of “privacy” into a tangible spatial entity. By accentuating the spatial 
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aspect, the translator employs the strategy of explicitation, clarifying that the Marquis’s 

privacy is intrinsically linked to the enclosed space.  

Armitt observes that the enclosures of Carter’s Gothic mansion are shaped by 

“progressively narrowing down to reach their claustrophobic extremity in a torturous 

coffin” (1997, p. 91). Before reaching this extremity, the sense of enclosure is gradually 

heightened as the heroine passes through a corridor. The translation employs several 

strategies to reinforce the claustrophobic effect of the corridor. Upon seeing the 

corridor, the heroine reflects:   

ST: Not a narrow, dusty little passage at all [...] but an ill-lit one (Carter, p. 154)  

TT: 那走廊根本不窄小，也没有积满灰尘 [...] 但这里灯光确实不足 (Yen, p. 157)  

BT: The corridor is not narrow at all, nor is it covered with dust [...] but there’s really 

not enough lighting here  

The source text emphasises the corridor’s features as being ill-lit, broad, and clean by 

using the noun phrases with modifiers advanced. The translation conveys all the 

semantic nuances but changes the syntactic focus to the corridor itself rather than its 

characteristics. Furthermore, the use of the phrase “这里 [here/in this place]” in the 

translation positions the heroine directly within the space, fostering a sense of 

immediacy and personal engagement, as opposed to a distant, observational 

description of the corridor. In a similar effect, later when the heroine feels that “it [the 

corridor] grew very warm” (Carter, p. 154), it is translated as “这里愈来愈热 [here gets 

hotter and hotter]” (Yen, p. 157). The transformation of the general deictic pronoun into a 

specific deictic adverb of place highlights the spatial nature of the place. Additionally, 

the description of “hotter and hotter” rather than “very warm” intensifies the growing 

suffocating atmosphere of the place. Before reaching the end of the corridor, the 

description is:   
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ST: A long, a winding corridor, as if [the heroine] were in the viscera of the castle; and 

this corridor led to a door [...] (Carter, p. 154)  

TT: 这条走廊漫长曲折，仿佛我走在城堡的肠道里。最后，这条走廊通往一扇 [...] 门 

(Yen, p. 157)  

BT: this corridor is long and winding, as if I were walking in the viscera of the castle. 

Finally, this corridor led to a [...] door  

Here, again, the spatial features in this sentence are significantly altered in the 

translation: The corridor is foregrounded as the subject of the sentence, emphasising its 

spatial significance. Moreover, the static status of “being in” is transformed into the 

dynamic action of “walking in”, creating a sense of spatial flow and autonomy. This shift 

emphasises the heroine’s subjectivity as she actively navigates the space. The 

translation also adds the word “finally”, indicating that the journey through the corridor 

is nearing its end, thus enclosing the space with final destination. In these translations, 

the heroine’s position is consistently highlighted, underlining that she is moving through 

a confined, close-off corridor, where all her sensory experiences and thoughts are 

shaped by the claustrophobic nature the space in which she is enclosed.  

From the analysis, it is clear that in the story “The Bloody Chamber”, the sense of 

enclosure is reinforced through various translation strategies. These include 

emphasising the semantic connotation of space when translating the polyseme term 

“enfer”; foregrounding spatial elements while minimising other types of information; 

adding modifiers to accentuate spatial features; and using spatial deictic phrases. In the 

story “The House of the Lady of Love”, the translator similarly employs some of these 

strategies. For example, in translating the vampire lady’s statement “I rarely receive 

visitors” (Carter, “Lady”, p. 242) as “这里很少有客人 [there are few guests here]” (Yen, 

“Lady”, p. 252), the subject shifts from the personal pronoun to a spatial deictic adverb, 

highlighting the location rather than the speaker. It suggests that the guests, if there will 
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be, are drawn to the unusual castle itself, rather than the ever-hidden vampire owner. 

Likewise, the description of the vampire’s castle:   

ST: Depredations of rot and fungus everywhere (Carter, “Lady”, p. 233)   

TT: 屋内处处可见腐烂生霉的破败 (Yen, “Lady”, p. 242)  

BT: In the house everywhere shows depredations of rot and fungus  

This translation not only foregrounds the spatial details but also specifies their location 

within the house. By reinforcing the spatial perspective and enclosing the episode within 

a confined space, this translation further intensifies the atmosphere of entrapment.   

In addition to these strategies, a new translation technique emerges in “The House of 

the Lady of Love” in how spatial narratives are rendered. In the description of the lady 

vampire’s bedroom:   

ST: The walls of her bedroom are hung with black satin [...] At the room’s four corners 

are funerary urns [...] In the centre is an elaborate catafalque, in ebony, surrounded by 

long candles in enormous silver candlesticks. (Carter, “Lady”, p. 234)  

TT: 她卧房四壁挂着黑丝绸 [...]。房间四角放着骨灰瓷 [...]。房中央是一座精雕细琢的

黑木灵柩台，四周围满插于巨大银烛台的长蜡烛。 (Yen, “Lady”, p. 243)  

BT: Her bedroom’s four walls are hung with black silk [...]. The room’s four corners are 

placed porcelain ashes [...]. The room’s centre is a finely carved black wood coffin, 

surrounded in four sides by long candles in huge silver candlesticks.  

The source text mentions the number “four” once, to delineate the shape of the room. 

However, in the translation, the number “four” appears three times, and once in each 

sentence. The repeated use of “four” emphasises the square, box-like structure of the 
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room, intensifying the sense of enclosure and rigidity. The translation “四壁 [four walls]” 

evokes the traditional Chinese idiom “家徒四壁 [the house has only four walls]”, 

endowing the description of the Lady’s bedroom with a sense of loneliness. These 

examples illustrate how the translator highlights the spatial elements and their 

significance through various strategies. While these translational shifts sometimes add 

information or restructure syntax, they preserve and reinforce the Gothic atmosphere of 

the source text. In doing so, they maintain its sense of claustrophobic confinement while 

simultaneously making it more culturally accessible to Chinese readers.  

These examples illustrate how the translator highlights the spatial elements and their 

significance through various strategies for Chinese readers. While some translation 

shifts add information or restructure syntax, they preserve and reinforce the Gothic 

atmosphere of the source text, maintaining its sense of claustrophobic confinement. In 

cases such as the translation of “enfer”, the shift is an inevitable negotiation of linguistic 

and semiotic differences. In other cases, the translator’s choices reflect her 

understanding of the Gothic genre and the story’s reliance on horrific and 

claustrophobic spaces. These translation shifts are not inevitable; rather, these 

deliberate choices demonstrate the translator’s agency in shaping and rewriting the 

micro-level narration. At the same time, the emphasis on the broader spatial setting 

aligns with a key characteristic of Chinese poetics: a holistic mindset that prioritises 

“establishing an overall framework of space and time” over beginning with beginning 

with a particular character, issue, or scene as is more common in fiction written in 

English (Yang, 2024, p. 27). This section focuses on space as a framing device for the 

heroine’s perception and actions (Bal, [1985] 2017, p. 125), and next section will explore 

the symbolic role of space. 

6.5 Home, Sweet and Scary Home 

The concept of “home” traditionally embodies a place of nurturing and safety. Ideally, it 

should be the last place where one feels vulnerable or in danger. However, in Carter’s 
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two stories, home is subverted into a site of horror. In “The Bloody Chamber”, for 

example, the bride discovers that her husband is preparing to kill her, while in “The Lady 

of the House of Love”, the lady vampire is accidentally killed by her lover in her own 

bedroom. These narratives shockingly disrupt the notion of home as a place of safety by 

highlighting the terror of domestic violence perpetrated by the most trustworthy of 

partners. This inversion evokes the deepest fear of having one’s peace threatened within 

the very walls that should offer protection, either through intentional malice or 

unintentional betrayal. This theme also serves as an extreme critique of the domestic 

role imposed on women. In many of Carter’s stories, women are not afforded the sense 

of freedom or comfort traditionally associated with home. Instead, they experience it as 

a confining space where they are burdened by household chores, physical exhaustion, 

emotional neglect, and the suppression of their autonomy. Though they may hold the 

title of owner or hostess of the house, they often feel imprisoned or exiled within it, 

without much subjectivity or agency. Thus, in Carter’s narratives, home becomes a site 

of horrifying domestication, one where owners are trapped in multiple roles and 

traditions that limit their freedom.   

Except for the repressive confinement, Carter’s portrayal of home also evokes a 

sense of nostalgia, typical of many Gothic narratives. In these stories, protagonists are 

often cursed by familial legacies and traditions, desiring to escape, yet unable to break 

free from the ancestral home or the rituals that bind them. They are both the heirs of 

these traditions and victims of them, constantly shaped and controlled by their 

ancestors. They find their selves in ancestral curses and their path of nostalgia becomes 

a journey that leads both to their ancestors and their own identities. The concept of 

home, then, functions on two levels: first, as a site of potential violence within the 

domestic sphere, or the Gothic house; and second, as a space entangled with nostalgic 

emotions, intricately linked to ancestral legacies and family traditions.  

In Yen’s translation, the term 家 [home] appears more frequently than the word 

“home” in the source texts, meaning that many instances without the connotation of 
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“home” in the source are rendered as “家 [home]”. In some cases, the term “house” in 

the source text is translated as “家 [home]”. Compared to “房子 [house]”, which is the 

equivalent of “house” and refers to a physical structure, “家 [home]” is closely 

associated with the concepts of “家庭 [family]” and “家人 [family members]”, as well as 

with nostalgic emotions. Thus, when “house” in the source text is rendered as “家 

[home]” in the translation, the cold, structured, and enclosing concept of a building is 

transformed into a warm, safe, emotionally charged space that evokes a sense of safety 

and belonging. Two examples of this phenomenon occur at the beginning of “The Bloody 

Chamber”, both in the Marquis’s dialogue. When the heroine first arrives at his castle 

and meets the housekeeper, Carter writes from the heroine’s perspective:   

ST: He told me this one had been his foster mother; was bound to his family in the 

utmost feudal complicity, ‘as much a part of the house as I am, my dear.’ (Carter, p. 139)  

TT of the direct citation part: 跟我一样都是这个家的一分子，亲爱的 (Yen, p. 140)  

BT: just like me, both a member of this home, dear  

Here, “a part of the house” could have been rendered more literally as “房子的一部分 [a 

part of the house]”, adhering to the source’s denotative meaning. However, Yen’s 

translation adds emotional depth and sentimentality by using the term “家 [home]”. 

Similarly, when the Marquis hands the keys to the heroine, the source text writes:   

ST: a key, he said, for every lock in the house (Carter, p. 145)  

TT: 他说全家每一道锁的钥匙都在这里 (Yen, p. 147)  

BT: he said every key of the locks of the whole family/home is here  
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This translation once again replaces the physical “house” with the more abstract and 

emotionally resonant “家庭 [family]” or “家 [home]”, enhancing the allure of the 

Marquis’s words as he intends to invite or seduce the heroine into marriage. 

Interestingly, the only two instances of “house” rendered as “家 [home]” in the 

translation both occur in the Marquis’s dialogue, specifically at the beginning of the 

story, before the heroine becomes aware of her husband’s dreadful secrets in the 

bloody chamber. At this stage, the Marquis seeks to draw the heroine closer to him, 

while the heroine herself yearns for a sense of home through marriage. The translation 

shifts infuse the Marquis’s words with a seductive charm, aligning with both his 

intentions and the heroine’s emotional aspirations at this point.   

Yen’s choices also align with the spatial implications of the Marquis’s house as 

depicted earlier in the story. Upon marrying him, the heroine moves from her mother’s 

house to her husband’s castle, leaving “the white, enclosed quietude of my mother’s 

apartment” for “the unguessable country of marriage” (Carter, p. 131). The new house is 

expected to be a space where she can establish independence, free from her mother’s 

surveillance and support. As Wisker suggests, Carter’s stories often explore the 

subject’s need to reject the maternal figure to “recognize itself as separate and thus 

create an autonomous space for itself” (Wisker, 1997, p. 120). Hence the subject 

becomes an equal member of a family and a legitimate agency, where they make their 

own decisions and are the owner of possessions. In the translation, the Marquis’s use of 

“家 [home]” highlights his awareness of the heroine’s need for such a space. However, 

this perception shifts when the heroine is left alone in the house with the keys but 

without companionship. She reflects: “Until that moment, I had not given a single 

thought to the practical aspects of marriage with a great house, great wealth, a great 

man, whose key ring was as crowded as that of a prison warder” (Carter, p. 145). Here, 

“great house” is translated more literally as “大宅 [grand mansion/house]” (Yen, p. 147). 

At this point, the keys no longer symbolise ownership or belonging but rather 

imprisonment, and the house ceases to feel like a home. The choice of the Chinese term 
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“大宅” resembles the Chinese idiom “深宅大院 [deep mansion with large courtyard]”, 

which is often used to refer to a wealthy and noble family, implying the complex norms 

and traditions within the household, and setting it apart from other families. This usage 

also evokes the Chinese TV show “大宅门 [grand mansion gate]”, produced by China 

Central Television in 2001. The story depicts the lives of three generations of a 

Traditional Chinese Medicine practitioner family, exploring how the younger generations 

struggle against institutionalised tradition, ultimately compromising their own 

subjectivity for the development of the family brand.   

Similarly, when the concept of the house is associated with its function as a 

repository for collections, it is not translated as “家 [home]”. For instance, when the 

Marquis introduces his picture gallery as “a treasure house filled by five centuries of avid 

collectors” (Carter, p. 145), “treasure house” is translated as “宝窟 [treasure cave]” 

(Yen, p. 147). In this case, the house is metaphorically reduced to a cave, emphasising 

its role as a material storage space rather than a space capable of accommodating 

human presence or fostering emotional connection. The source text “treasure house” 

could have been translated more literally into “宝藏屋 [treasure room]” or “宝库 

[treasure house/ warehouse]”. The use of the less commonly seen term “宝窟” actually 

implicates a sense of concealed mystery, as the word “窟 [cave]” evokes the idiom “狡

兔三窟 [a cunning rabbit has three burrows/ caves]”, in which “窟” refers to secret 

hideouts. Besides, the word “窟” also evokes the term “佛窟 [Buddhist cave]”, which 

refers to caves carved into cliffside rock that contain Buddhist statues and images 

dating back hundreds of years. This image shift also reflects the Marquis’s true attitude 

towards his wives, viewing them as lifeless possessions, akin to his art collections.   

At the end of “The Bloody Chamber”, the heroine finally escapes the cruel Marquis 

and his bloody castle. She is described as being “busily engaged in setting up house with 

a piano-tuner” (Carter, p. 170). This conclusion reminds readers of the typical fairy tale 

happy ending where the “prince” and “princess” live happily ever after, only the 
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“princess” in Carter’s story just escaped a disastrous marriage and the “prince” is 

neither wealthy nor healthy but blind. In Yen’s translation, the phrase “setting up house” 

is rendered as “建立家庭 [establish family]” (Yen, p. 174). This translation endows the 

act with greater emotional intimacy, emphasising the bonds of family and even subtly 

suggesting the possibility of future children. Here, “house” is translated as “家庭 

[family]”, not as a deceptive illusion what the Marquis promises, but as an expression of 

the heroine’s fulfilment of her long-held desire to create a home of her own after leaving 

her mother. From the above instances, the relatively consistent and flat spatial concept 

of “house” in the source text undergoes a transformation in the translation, changing 

from a dreamlike illusion to a cold, impersonal container, and ultimately to a tangible, 

evolving home. 

In this section of analysis, I compared different translations of the source text term 

“house”, including “家 [home]”, “宅 [grand mansion/house]”, “窟 [cave]”, as well as “家

庭 [family]”. These translation shifts are deliberately chosen by the translator to 

reinterpret the narration within specific contexts. While “house” in the source text 

serves as a relatively neutral, or innocent, spatial frame, Yen’s translation creatively 

imbues it with both utopian and heterotopian meanings.   

Two translation choices—“家 [home]” and “家庭 [family]”—construct a sense of 

utopia by assigning nostalgia symbolism to the house. On one hand, they reflect the 

heroine’s feminist pursuit of a safe domestic space, a utopian ideal driven by a longing 

for belonging. On the other hand, this utopia is ironically exposed as false illusion, a 

deceptive construct created by her husband. This portrayal underscores the 

vulnerability of women in the domestic sphere: they lack agency to establish a secure 

home of their own and must rely on their husband’s wealth for a better future.   

In contrast, the other two translation choices—“宅 [grand mansion/house]” and “窟 

[cave]”—transform the neutral “house” into a heterotopic space. The seemingly 

innocent house actually deviates from societal norms, instead becoming a site of 
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confinement and materialisation, where residents are stripped of autonomy. In this 

distorted space, humans are no longer free inhabitants nor owner of the house; rather, 

they are prisoners of long-established architecture and tradition. Generations of 

perverse customs shape the space, which in turn disciplines its occupants, imprisoning 

them within ancestral legacies—just as the Marquis inherits both erotic arts and the 

sadistic behaviours from his ancestors. The heterotopian nature of Yen’s translation is 

further reinforced by the way female characters are reduced to treasures to be collected 

by the Marquis. By specifying and deepening the symbolic meanings of “house”, Yen 

successfully expands the narrative space and offers a nuanced interpretation of the 

heroine’s feminist dilemma. 

6.6 Visual Power in Two-dimensional Frames 

In “The Lady of the House of Love”, Carter introduces the heroine, a lady vampire, as 

“the beautiful queen of the vampires sits all alone in her dark, high house under the eyes 

of the portraits of her demented and atrocious ancestors, each one of whom, through 

her, projects a baleful posthumous existence” (Carter, “Lady”, p. 232). This description 

suggests that the vampire inhabits two interconnected spaces: the three-dimensional 

physical space of the castle and the two-dimensional framed space of the family 

portraits. These portraits signify an inherited curse, perpetuated by the vampire 

ancestors’ constant surveillance. Armitt observes that “the portrait’s concern with the 

inheritance of familial characteristics is shown to be the cause of the protagonist’s 

enslavement”, which is realised through the ancestors “peer[ing] out of the windows of 

her eyes” (1997, p. 95). The narrative uses the portraits to establish a power dynamic, 

with the act of watching, or gazing, serving as a key mechanism of oppression. This 

visual power is further emphasised and intensified in the translation. For instance, in the 

introductory sentence to describing the heroine’s plight:   

ST: under the eyes of the portraits of her demented and atrocious ancestors (Carter, 

“Lady”, p. 232) 
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TT: 承受画像中众多癫狂残暴祖先的眼神注视 (Yen, “Lady”, p. 241)  

BT: bear the gaze of numerous demented and atrocious ancestors in the portraits   

By transforming the passive expression “under the eyes” into the active motion “bear the 

gaze”, the translation activates and foregrounds the tension, emphasizing the 

oppressive and unsettling act of gazing from the dead ancestors.   

As the eyes in the portraits gaze at people, people can, at the same time, watch the 

framed objects. Interestingly, Carter refrains from illustrating how the heroine looks at 

the portraits, suggesting that the act of watching is a power reserved for the dominators. 

In other words, this act operates as a magical force that transcends the boundary 

between life and death, allowing the dead ancestors to observe and confine the living 

descendant, while she is denied the ability to return their gaze. Additionally, this act 

serves as a bridge connecting different dimensions: the two-dimensional space of the 

portraits projects its influence onto the three-dimensional physical world. In Carter’s 

source text, explicit depictions of characters gazing at the portraits are absent. However, 

in the translation, one instance provides insight into how the hero, who ultimately breaks 

the lady vampire’s curse, gazes at the paintings. When the hero is invited to have coffee 

with the lady vampire:  

ST: he had time to contemplate with some distaste a further series of family portraits 

which decorated the stained and peeling walls of the room (Carter, “Lady”, p. 242)  

TT: 他有时间不以为然地观看房里满是污渍的剥落墻壁上的更多画像 (Yen, “Lady”, p. 

251)  

BT: he had time to watch disapprovingly at more portraits on the room’s peeling walls 

full of stains  
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Here, the self-reflexive act of “contemplating” is transformed into a more assertive act 

of “watching”. The Chinese word “观看” actually combines two actions: “观 [observe]” 

and “看 [see]”, infusing the hero’s gaze with a sense of control and authority, enabling 

him to observe the portraits without being subjected to their supernatural curse. While 

the original word “contemplate” suggests a rational, internal thought process, the 

translation “观看” transforms the action into one that conveys power by masking 

thought behind sight. Moreover, the phrase “with some distaste” is translated as the 

four-character idiom “不以为然”, which means “disapprovingly”. The source text 

“distaste” implies an emotional response triggered by the unpleasantness of the 

paintings, suggesting a passive reaction that encourages avoidance. However, the target 

text “不以为然” can be back-translated literally as “does not recognise as right”, which 

carries moral undertones and conveys a confident judgement. This shift positions the 

hero in a more dominant role, where his critique is not merely an expression of personal 

“taste” but an assertion of authority to “approve” or reject the observed object.  

The hero’s dominant power is further reinforced in another translation when 

describing how the eyes in the portraits look at him. When he arrives in the castle on his 

way to meet the lady vampire, he walks   

ST: through the galleries where the painted eyes of family portraits briefly flickered as 

they passed, eyes that belonged, he noticed to faces, one and all, of a quite memorable 

beastliness (Carter, “Lady”, p. 240)  

TT: 穿过挂着家族画像的画廊，他们经过时画像的眼睛短短闪了一下，而那些画像的

脸，他注意到，全都具有一种令人难忘的兽性 (Yen, “Lady”, p. 249)  

BT: through the galleries hung with family portraits, the portraits’ eyes flickered briefly 

as they passed, and the portrait’s faces, he noticed, all possessed an unforgettable 

beastliness  
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In the source text, the focus of the image is the flickering “eyes”, which feature 

prominently on the beastly faces. As the hero walks through the narrow corridor, the 

emphasis on the dead ancestors’ eyes creates a creepy atmosphere of surveillance, 

heightening the tension through their oppressive, supernatural gaze. In contrast, the 

translation shifts the centre of attention to the more abstract subject of the “portraits”, 

which are mentioned three times in the target text. By normalising the episode as one 

involving static portraits in a gallery, the translation dissolves the horror and unease 

associated with being watched by flickering eyes in darkness. This shift minimises the 

sense of vulnerability and intimidation caused by the vampire’s gaze in the source text. 

Instead, the translated event appears to shield the hero from the curse cast by 

oppressive surveillance implied by those eyes. The change aligns with the narrative 

structure of the story, where the hero is ultimately positioned as the dominant figure 

who resists the power of the vampire ancestors, avoids his own death, and releases the 

heroine from the curse. The creative translation shift thus reflects the hero’s authority, 

reframing his encounter with the dominant power as less threatening and more 

neutralised.  

In the other story, “The Bloody Chamber”, mirrors play a significant role as spaces 

where the heroine is simultaneously the subject and object of observation. Through 

these mirrors, the Marquis’s gaze exposes his controlling and objectifying desires 

toward his new wife, while the heroine’s own gaze reveals her growing awareness of her 

vulnerable position. This intricate dynamic is further accentuated in Yen’s Chinese 

translation. For example, when the heroine notices the Marquis observing her through 

mirrors, Carter writes from the heroine’s perspective: “I saw him watching me in the 

gilded mirrors with the assessing eye of a connoisseur inspecting horseflesh, or even of 

a housewife in the market, inspecting cuts on the slab” (Carter, “Chamber”, p. 136). 

Here, the Marquis’s gaze is translated as “注视 [watch attentively]” (Yen, “Chamber”, p. 

136), a term that conveys meticulous attention and prolonged observation. The choice 

of “注视” reinforces the Marquis’s scrutinising and objectifying view, depicting him as 
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someone who evaluates the heroine’s value with a cold, detached intensity. Similarly, 

when the new couple lies on the bed for the first time, their figures are reflected in the 

mirrors, vividly highlighting the unsettling dynamic of dominance and submission in the 

two-dimensional space. Carter describes the episode as, “the child with her hand as 

though her face were the last repository of her modesty; and the old, monocled lecher 

who examined her, limb by limb” (Carter, “Chamber”, p. 140). The Marquis’s act of 

“examining” the heroine is rendered in Yen’s translation as “仔细检视 [carefully 

examined/inspected]” (Yen, “Chamber”, p. 142). Here, the addition of the adjective “仔

细 [carefully]” intensifies the thoroughness and deliberateness of the Marquis’s gaze, 

responding his objectification of his bride “limb by limb”. This subtle shift in the 

translation magnifies the oppressive scrutiny of the Marquis, reinforcing his controlling 

intentions. Notably, the heroine is not just a passive subject of his gaze: she is acutely 

aware of it, as the entire description unfolds from her perspective. She sees herself and 

the Marquis in the mirrors, recognizing the disturbing power dynamic at play. Her 

observation of her husband’s “attentive watching” and “careful examining” of her body 

underscores her awareness of being objectified. This dual perspective—being watched 

and watching herself being watched—creates a layered narrative that presents the 

heroine’s growing consciousness of her vulnerable position. This heightened awareness 

is evident in her reflective statement: “so my purchaser unwrapped his bargain” (Carter, 

“Chamber”, p. 140). In Carter’s narrative, the mirrors serve as pivotal spaces of both 

surveillance and self-reflection, and Yen’s translation intensifies this dual function 

through her rendering of the Marquis’s scrutinizing gazes.  

However, the heroine’s gaze is rendered differently in the translation, diminishing her 

agency and power. When she lies in the Marquis’s bed, she notices that there are twelve 

mirrors on the wall and is reluctant to meet the Marquis’s eyes in the mirrors. Carter 

writes:  
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ST: I could not meet his eye and turned my head away, out of pride, out of shyness, 

and watched a dozen husbands approach me in a dozen mirrors (Carter, “Chamber”, p. 

140)  

TT: 我无法迎视他的眼神，只能转开头，因为骄傲也因为害羞。我看见十二个丈夫在

十二面镜子里向我靠近 (Yen, Chamber, p. 141)  

BT: I could not meet his eyes and could only turn the head away, out of pride and out 

of shyness. I saw twelve husbands approaching me in twelve mirrors   

Here, the act of “watching” in the source text is translated as “看见 [saw]”, a term that 

denotes a more passive and momentary act, lacking the attentiveness and depth 

implied by the previous translation in describing the Marquis. This subtle shift reduces 

the heroine’s active engagement with her surroundings, reinforcing her role as a more 

passive figure in the power dynamic. Moreover, the phrase “meet his eye” is translated 

as “迎视他的眼神 [welcome-watch his eye]”. The translation “迎视” is a compound 

word that imbues the act of looking with welcome and acceptance. This lexical choice 

amplifies the heroine’s vulnerability, portraying her as someone who, by averting the 

Marquis’s gaze, escapes and rejects the wifely responsibility to accept the husband’s 

gaze as well as his authority.  

In a similar instance, when the heroine is too shy to stare at the Marquis, Carter 

writes, “I dropped my eyes but, in glancing away from him, I caught sight of myself in the 

mirror” (Carter, “Chamber”, p. 136). The phrase “dropped my eyes” is translated as “低

头转眼 [lowered the head and turned the eyes]” (Yen, “Chamber”, p. 137), which 

intensifies the heroine’s docility through the physical act of bowing her head. While the 

source text emphasises the heroine’s discomfort and instinctive avoidance of the 

Marquis’s oppressive gaze, the translation embeds cultural connotations of obedience 

and submission, further changing the power dynamic in favour of the Marquis.  
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These translation shifts suggest that the translator recognises the function of the two-

dimensional space, such as portraits and mirrors, as reflections of power relations. This 

power dynamic is particularly evident in the translation of acts of gazing directed toward 

or from these spaces. Through her translation choices, Yen reinforces the vampire 

ancestors’ control and surveillance over the cursed lady vampire while simultaneously 

emphasising the hero’s power to dissolve the curse and negate the oppressive gaze. 

These translation shifts align with the plot of the story and the ultimate fates of the 

characters. However, in the story “The Bloody Chamber”, even though the heroine 

ultimately escapes her sadistic marriage and murderous husband, the translation does 

not foreshadow this power shift. Instead, Yen preserves the characters’ tension as 

constructed in Carter’s narrative: the Marquis’s gaze is rendered as even more 

dominant, while the heroine’s gaze through mirrors is portrayed as more submissive. 

Through these narratological shifts, the translation underscores the portraits and 

mirrors as oppressive spaces where female characters remain under male dominance 

and in states of entrapment. 

6.7 Conclusion 

My analysis reveals that by investigating the translator’s narratological shifts, 

specifically in reinterpreting the Gothic spatial imagery in this chapter, we can 

understand how the narrative space is reimagined in the translation. Specifically in this 

case study, Yen highlights the enclosing and suffocating nature of the architecture, 

reframing “house” and “home” to evoke a heightened sense of nostalgia, and 

accentuating the husband’s and ancestors’ gaze in the two-dimensional mirrors and 

frames. The spatial sense of entrapment, central to the Gothic genre, is intensified in the 

translation through strategies such as added modifiers and deictic expressions, and the 

adoption of Chinese poetic conventions that describe space from general setting to 

specific detail. Nostalgia, sometimes imprinted in the Gothic, is amplified as the 

translator renders “house” as “home”, thereby infusing the narrative with cultural 

resonance familiar to the target readership in Chinese culture. Through micro-level 
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translation shifts at the narratological level, the translator adapts the foreign Gothic 

spaces for Chinese culture. This is achieved by changing specific terms into ones that 

evoke traditional Chinese values and idioms. For example, the strategic repetition of the 

word “家 [home]” endows the horrifying Gothic space with a sense of Chinese tradition, 

which pursues a home as a place of safety and settlement after marriage. This 

translation strategy suggests that the translator employs the cognitive tool of 

"generativity" (as discussed in Section 1.3.3) to create new imagery in the target text. In 

these two cases, Yen draws upon traditional Chinese imagery—specifically, the 

nostalgia associated with the space of home—to enrich the depiction of the Gothic 

castles in source texts. Moreover, Carter’s distinctive use of the gaze, conveyed through 

two-dimensional visual media like mirrors and portraits, is further emphasised in 

translation to foreground ancestral and patriarchal power. Overall, this chapter argues 

that the translator constantly engages with poetic traditions, cultural allusions, and 

feminist insights to reframe and intensify the Gothic spatial effect in the translated 

narratives.   
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Chapter Seven: Conclusion 

This thesis has studied the Chinese translation of Carter’s The Bloody Chamber and 

Other Stories with a particular focus on the translator’s narratological creativity, defined 

here as “patterned and generative translation shifts that stem from the translator’s 

internal attention and effectively fulfil narratological functions” (see Chapter One of this 

thesis). The study has revealed how Carter’s subversive reworkings of classical fairy-tale 

characters, plots, and spaces are reimagined in the Chinese language and cultural 

context. The theoretical framework and case studies are developed in this thesis to 

address the following three research questions: (1) How is the translator’s creativity 

manifested and negotiated at the narratological level? (2) How do contextual factors—

social, cultural, and institutional—enable or constrain the translator’s role as a creative 

agent in narrating the stories? (3) How to understand the translator’s creative agency in 

the translation of narratological elements? Through addressing the three research 

questions, this thesis has generated new observations on how the translator, Yen, 

actively engages in shaping, nuancing, and re-inflecting literary stories at the 

narratological level. It reveals that the translator in this case is neither a purely “loyal” 

imitator nor an appropriator of the original voice. Instead, the translator, Yen, acts as a 

co-creator with the source text's author, Carter. Yen’s approach operates within the 

original narrative flow, while specifically accentuating its stylistic and dramatic 

elements to reflect contextual factors, thereby contributing to the organic development 

of fairy-tale poetics. 

In this case, the translator’s objective is not to project her own voice or opinions, but 

to emulate and enhance the voice of the source author. Yen’s translation does not 

disrupt or alter Carter’s narrative flow; rather, it intensifies the narrative functions or 

interprets them through motifs familiar to the target culture. The reshaping of 

characters, reconfiguration of plots, and reframing of spaces thus serve as deliberate 

strategies to recreate Carter’s narrative functions for a new readership. Within this 
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approach, the translator is neither a mechanical reproducer of the source text nor an 

appropriator seeking to impose a distinct and alternative authorial voice. Instead, she 

collaborates with the source, offering fresh expressions that both preserve and revitalise 

its meaning in a different cultural environment. By focusing on the micro-level of 

narratological features—such as the nuances of characterisation and the construction 

of events—this thesis bridges the fields of translation studies and literary criticism. It 

unpacks how these narratological features are creatively re-imagined in the target text, 

demonstrating the translator’s active engagement within a distinct poetic and cultural 

context. 

Translator’s Creativity at the Narratological Level 

The first research question concerning the translator’s creativity manifested and 

negotiated at the narratological level has been addressed through four case studies, 

analysing Yen’s translations of Carter’s ten stories. Specifically, these case studies have 

investigated the translator’s engagement with the characterisation of animal figures, 

characters’ transformations, controversial plots such as sex and death, as well as 

enclosing and violent Gothic space.  

The first research question can be initially addressed by drawing upon the concepts 

of “originality” and “narratological shift” discussed in Section 1.2.1. The narrative of a 

story is built from multiple small details, such as a character’s odour or the symbolic 

resonance of an adjective. Classical narratologists have developed models to decipher 

how these various components constitute narrative meaning (Bal, [1985] 2017; Genette, 

1980). In translation, continual shifts in these various small narratological components 

can give rise to new narrative developments. Yet because such shifts occur in subtle, 

often unnoticed spaces, the translator’s creative contribution is frequently overlooked. 

By foregrounding the existence of these micro shifts, this thesis introduces a new lens 

for recognising the translator’s active role in narrative construction.  
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As discussed in Section 1.2.1 “Originality”, translation shifts have been examined by 

previous scholars from various perspectives, including the linguistic and 

communicative. My thesis complements these studies by proposing the concept of 

“narratological shifts”. According to the case studies presented in previous chapters, 

the narratological shifts in Yen’s translation primarily consist of specific linguistic shifts 

that simultaneously fulfil distinct narratological functions. These shifts mainly manifest 

in the following forms: (1) The addition of narrative elements, such as the translation of 

“claw” into “sharp claw” (analysed in Section 3.3); (2) The deletion of narrative 

elements, as seen in the reduction of “fuddling perfume” to “perfume” (Section 3.4); (3) 

The introduction of idioms, which often enrich or divert the original narrative 

(demonstrated in Section 3.7); (4) Shifts in perspective through the manipulation of 

personal nouns (analysed in Section 5.2); and (5) Alterations to sentence structure that 

change the narrative order and perspective (exemplified in Section 6.4). 

The proposed category of narratological shifts contributes not only to the academic 

field of translation studies but also offers practical guidance, encouraging translators to 

consciously consider their active role in conveying the narrative elements of the source 

text. 

Beyond the categorisation of narratological shifts, this thesis also reveals their 

distinctive features in translation by contrasting them with other forms of adaptation, 

such as Angela Carter’s rewritings of Perrault’s fairy tales. Specifically, narratological 

shifts in translation occur predominantly, if not exclusively, at a micro level, leaving 

macro-level elements like overarching narrative structure and character arcs largely 

unchanged. This is also reflected in the way how narratological shifts only overlap with 

linguistic shifts at micro level. In Yen’s translation, for instance, changes to sentence 

structure are rare. Instead, most narratological shifts are achieved through subtle 

adjustments at the word or phrase level. This characteristic distinguishes translation 

from other, more liberal forms of rewriting, even if translation is itself considered a type 

of rewriting. Ultimately, these micro-level shifts are crucial, as they differentiate the 
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work of a professional translator from the mechanical substitution of source-language 

words with their target-language dictionary equivalents. 

To theorise the phenomenon of micro-level narratological shifts, we might posit that 

in the act of translation, the original story ceases to exist as a totalised and fixed system; 

instead, it becomes, as Deleuze and Guattari (1988) suggest, a heterogeneous 

assemblage of dynamic and fluid elements. Through narratological micro-shifts, the 

source text maintains its identity by maintaining its overall narrative trajectory, while the 

translator assembles unstable signifiers in the target language to co-create a functional 

narrative in a new cultural context. A useful analogy is biological reproduction: a seed 

from one tree grows into another of the same species, yet its individual form differs due 

to small genetic mutations. Similarly, translation preserves the species, which is the 

narrative’s essential functions, while allowing for creative variations at the smallest level 

of its narrative “DNA”, the micro-level narratological elements. 

The “effectiveness” of the narratological shifts, as discussed in Section 1.2.2, 

provides another critical lens for addressing the first research question. This thesis 

investigates effectiveness by analysing how the shifts in translation fulfil specific 

narratological functions, thereby contributing to the narrative’s overall coherence. The 

case studies reveal that this is often achieved by aligning micro-level textual elements 

with the macro-level narrative flow and structure. Specifically, Yen’s translations show 

that earlier scenes of plot and characterisation often function to justify the story’s final 

events, especially when the conclusion involves death as the most dramatic resolution 

of a power conflict. This phenomenon is the focus of Chapter Five, which analyses the 

interrelation between sexual behaviours and death events.  

The third case study (Chapter Five) demonstrates how a story’s ultimate resolution 

exerts a retrospective influence on the translator’s choices, shaping the 

characterisation and plot progression in the translation to create a more cohesive and 

foreshadowed narrative arc leading toward the ending. In all three stories, the female 
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protagonists are subjected to the control of male characters, often treated as objects or 

possessions. The analysis reveals a recurring pattern: whenever one party in this 

possessive dynamic, either the possessor or the possessed, dies by the end of the story, 

that character can be retrospectively understood as being linked to signs of relative 

weakness in earlier parts of the narrative. Besides, the depiction of sexual behaviour is 

also shaped by the power positions of the female characters in the end of the story. 

Women portrayed as oppressed by the end are translated in a way that highlights their 

tragic submission to male dominance, while those who eventually subvert the power 

dynamic are rendered as more proactive in the target text. The translation of death 

scenes tends to emphasise the motivations of the murderer, thereby establishing a 

clearer cause-and-effect rationale behind acts of violence. This chapter therefore 

suggests that the translator works to further emphasise the narrative trajectory of the 

source text through narratological shifts. 

However, this adjustment is unlikely the result of the translator’s conscious 

intervention. In her interview, Yen strongly expressed her opposition to adding narrative 

clues or exceeding the degree of authorial revelation present in the source text (Yen, 

interview, 2025). Considering this principle, I argue that any shifts in plotting that serve 

to foreshadow or justify the ending are less a matter of deliberate revision and more the 

result of the unconscious influence of narrative flow on the translator. The effect is that 

the translation often reads like a more coherent and edited version of the original. While 

this might affect the artistic and unconventional innovation of the expressions, the result 

is a narrative that appears more integrated, logical, and structurally centred. To describe 

this phenomenon, I propose the concept of “narrative centripetal force”. This refers to 

the unconscious narrative pull that directs the translator’s creativity, drawing disparate 

narrative elements inward toward a more coherent structure. It reflects the translator’s 

tendency to clarify rather than complicate, as part of the translational task of conveying 

the complexity of the text to the target audiences. This force contributes to the 

impression that the story, in translation, not only travels across linguistic boundaries, 

but also becomes narratively more compact and logically linked. 
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The term “narrative centripetal force” also invites the conceptual opposite — 

“narrative centrifugal force”. Based on the previously defined “narrative centripetal 

force”, its conceptual counterpart can be termed “narrative centrifugal force”. This 

refers to a translational strategy through which the translator diverges from the source 

text’s narrative architecture, resulting in a more fragmented, dispersed, or open-ended 

narrative structure in the target text. From a narrative structure perspective, this force 

could lead to less effective translations. However, as Section 1.2.2 discusses, 

effectiveness in translation is not limited to intra-textual narrative flow; it also 

encompasses how a text’s genre defines its artistic and expressive qualities. 

Specifically, the translation of Carter’s stories can be effective if considering their 

characteristics as adaptations informed by her feminist theories. The source texts 

themselves invite translations that effectively deliberate the artistic style of fairy tales, 

with their highly structured characterisation, while also conveying Carter’s distinct 

feminist ideas.  

In the case studies, when comparing the dynamic power relations between male and 

female characters, Yen’s translations tend to emphasise the power disparity between 

them. For example, in Chapter Four, hair is a key marker of masculine power in the 

stories. The male wolf characters’ physical and sexual potency is heightened in 

translation through the emphasis on hairiness, while both human and animal female 

characters are described with soft and comforting hair. Finally, unlike the “Beast” 

figures who only transform once, werewolves undergo repeated transformations 

between human and animal states. In translation, these transformations are framed as 

more intentional and subjectively controlled, while female characters’ changes are 

rendered as more gradual and gentler. This chapter shows that the translator’s creativity 

manifests through gendered characterisation, shaped by Yen’s accentuation of specific 

gender roles and power dynamics within the narrative framework. This pattern of 

narratological shifts reveals that Yen focuses on the same feminist issue as Carter in her 
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portrayal of these fairy tale characters. Through these shifts, she effectively conveys and 

even complicates more the original gender dynamics. 

This concept of narrative centrifugal force also raises a broader question in literary 

studies: how does literature evolve through its poetics and narrative techniques? To 

situate the findings within established theoretical discourse, I would align them with 

Viktor Shklovsky’s seminal concept of defamiliarization—an artistic strategy defined 

as "the estrangement of things and the complication of form which induce 

laboriousness, elongate perception" (Shklovsky, 1917, p. 12). The classical concept of 

defamiliarization continues to inspire contemporary scholarship, such as Isavella 

Vouza’s study of the post-war experimental British novel as a response to the aesthetic 

of defamiliarisation (Vouza, 2022), and the development of unnatural narratology (Alber, 

2016; Richardson, 2015), which explores how narratives deviate from conventional 

realism to propel literary innovation. Building on these discussions, my concept of 

narrative centrifugal force contributes to the field by identifying a force that, particularly 

in rewriting practices beyond translation such as fairy tale rewritings, encourages writers 

to depart from the narrative structure of the original story. Although further discussion of 

narrative centrifugal force lies beyond the scope of this thesis, the concept helps to 

frame how a translator’s narratological creativity may manifest in two opposing 

directions: the centripetal force observed in translation and the centrifugal force evident 

in other forms of rewriting. By conceptualising these two forces, this thesis provides a 

clearer framework for recognising the translator’s creativity, which is not always as overt 

as in other rewritings, yet still demonstrably active in reshaping narrative structures and 

retelling stories. 

Contextual Factors 

After addressing the first research question, the second includes contextual 

considerations, asking what factors—social, cultural, institutional, and personal—

enable or constrain the translator’s role as a creative agent in narrating the stories. This 
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question is closely linked to the cognitive perspective of creativity, as established in 

Section 1.3 of the theoretical framework. The thesis finds that factors such as 

institutional and personal preferences, established poetics, traditions of rewriting, and 

cultural background afford the translator’s creative practice. 

In terms of contextual constraints, institutional influence appears to be minimal in 

this case (as discussed in Chapter Two). Editors at both publishing houses engaged with 

the project primarily out of personal interest and offered the translator significant 

creative freedom, refraining from interference. As a result, the power dynamic centres 

predominantly on the translator herself, with her literary and cultural knowledge serving 

as primary forces. This power arrangement distinguishes the present research from 

André Lefevere’s Translation, Rewriting, and the Manipulation of Literary Fame (2017), 

which focuses on how institutional powers shape and restrict the publication process 

and the selection of translation content. While Lefevere’s theory is persuasive with 

reference to cases involving selective appropriation at the macro level, it tends to 

overlook micro-level interventions and contexts where publishers grant translators 

arguably full autonomy. In this sense, this thesis offers a complementary advancement 

on Lefevere’s framework by investigating translation scenarios that fall outside the 

boundaries of his model. In this case, when institutional pressures are absent, 

contextual factors function less as constraints and more as generative references that 

foster creative production. 

The “external influence” discussed in Section 1.3.1 is largely absent from Yen’s 

translation project. Consequently, her translation of Carter’s stories constitutes a 

practice originating primarily from internal attention. This assertion is supported by both 

Yen’s own subjective accounts in the interview and objective evidence from the target 

texts. Yen stated in the interview that her translation process was essentially free from 

editorial influence or intervention (Section 2.1, “One Translation, Two Versions”), a 

circumstance that afforded her significant translational creativity. Corroborating this, 

the case studies reveal little evidence of institutional constraints or manipulation. This 
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relative autonomy ensured that Yen’s translation largely fulfilled one requirement of 

creative process, as discussed in Section 1.3.1. 

The role of internal attention in literary translation, particularly in self-initiated 

projects, remains understudied. This gap exists partly because contemporary 

translation studies often emphasise the translator’s passive role as subject to external 

manipulation. Future research should therefore compare texts produced under strong 

external guidance with those driven by internal motivation. Such a comparative 

approach would yield a more nuanced understanding of the translator’s complex and 

negotiatory role. 

 

In terms of personal preferences, Yen’s case demonstrates how a translator’s 

perspective on the source text can intensify the translated narrative function. In the 

interview, Yan expressed that her primary goal in translation is to “faithfully” represent 

Carter’s voice in Chinese. She particularly emphasised her alignment with Carter’s 

feminist writing, noting her deep appreciation for the source texts’ subversive portrayal 

of women and their challenge to conventional gender relations. When the translator 

shares similar values with the source author, the translation functions as a dialogue 

between like-minded voices, amplifying the message rather than altering it. Yen’s 

background confirms her approach to feminism mirrors Carter’s (as discussed in 

Chapter Two), and this is reflected in her translation choices. For example, gendered 

power dynamics are frequently intensified in her translation, such as the dominant 

power of the male character in “The Snow Child”. In this context, the translator’s 

creative voice does not “hijack” or overpower the authorial voice of the source text, as 

suggested by more interventionist approaches (Venuti, 2016; Baker, 2018). Instead, it 

works to enhance and extend that voice. I therefore propose the concept of “resonating” 

in translation to describe this process. The term refers to the process by which a 

translation prolongs and amplifies the theoretical and narrative resonance of the source 
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text within a new cultural and linguistic context. While the reproduced voice can never 

be identical to the original, it can evoke an intensified or echoed effect. Achieving this 

“resonating” effect depends on the translator’s conscious realisation, recognition, 

affirmation, or empathy for the source author’s perspective, especially the part 

manifested in the translated text. 

Another example is Yen’s strategies in translating the animalised male characters, 

analysed in Chapter Three. The translation of animal or half-human-half-animal 

characters suggested the translator’s realisation of Carter’s depicting of the complex of 

humanity, mixed with both tigerish power and lamb-like softness. The analysis revealed 

that the translator, Yen, responds to these character traits with distinct translation 

strategies. For instance, the lion’s appellation after his transformation is rendered in a 

way that implies social respectability, resembling the status of a teacher, while the 

characters’ names in their animal states are consistently translated to emphasise their 

beastly identity. Both characters’ claws are translated as “sharp claws” when the 

context highlights their wild and aggressive traits, but the sharpness is omitted when 

they display tenderness and care. Similarly, scent is translated through contrasting 

strategies: the humanised depictions are associated with perfume, whereas the animal 

states are described as emitting a stinking odour. The translation of sounds also varies, 

helping to distinguish between animalistic and human characteristics. Actions that 

reveal the characters’ softness or hesitation are accentuated in translation to highlight 

emotional depth. These nuanced yet systematic translation shifts reveal a consistent 

pattern of the translator’s deliberate choice. These shifts enrich the animalistic 

personas of the non-human characters by preserving their ferocity while at the same 

time foregrounding their vulnerability in moments of injury or helplessness. This strategy 

reverbs profoundly with Carter’s own theoretical exploration of “tigerness” and 

“lambhood” (Atwood, [1994] 2007, p. 119). More significantly, it introduces a distinctly 

feminist cultural perspective into the portrayal of traditional masculine-animal imagery, 

complicating the figure of the powerful beast by complexing it with a layer of emotional 
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and physical fragility. In doing so, the translation not only conveys the narrative but also 

actively reinterprets its gender dynamics for the target culture. 

The translation strategy of resonant translation requires the translator to first identify 

the theoretical implications embedded in the source text. This process often 

presupposes a degree of the translator’s alignment with the text’s deeper layers of 

meaning. Since such meanings are encoded between the lines and woven into each 

narrative element, translating a theoretically complex text becomes a delicate act—

preserving the surface narrative while uncovering underlying theoretical intentions. 

When the translator fails to recognise these hidden implications, the result may be 

undertranslation that ineffectively conveys the source text’s message. Conversely, when 

the translator strongly identifies with the author’s theoretical stance, they may introduce 

narratological shifts to amplify that voice. Both scenarios involve translation shifts, 

though the latter is more desirable: a nuanced understanding of the source text’s 

theoretical stance tends to yield a more effective translation, sometimes even enriching 

the narrative through thoughtful additions. 

This phenomenon mirrors acoustic resonance, where two sound waves may 

periodically converge and diverge while ultimately advancing at the same frequency and 

direction. Similarly, in resonant translation, when the translator aligns with the 

theoretical orientation of the source, narratological shifts function not as distortions but 

as natural fluctuations within a shared interpretive framework.  

 

The third element in the cognitive study of creativity—generativity—provides a further 

framework for investigating how contextual factors influence the translator’s 

narratological engagement. As discussed in Section 1.3.3, generative strategies include 

the “modification or manipulation”, “combination or association”, and “extension” of 
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representations (Green et al., 2024, p. 557). To apply these strategies to the specific 

case of translating Carter’s fairy-tale rewritings into a Chinese cultural context, relevant 

findings of the thesis can be concluded on the following three processes: how the 

translator modifies and manipulates the text under the constraints of the target culture’s 

poetics; how the translator combines and associates the translation with the historical 

tradition of related fairy-tale translations; and how the translator extends cultural 

representations from the target culture into the target text. 

Through the case studies in Chapters Three to Six, this research demonstrates that 

the poetics of the target culture is not merely a constraint but a vital contextual resource 

actively utilised by Yen to articulate her creativity. An unmistakable application of 

Chinese poetics occurs through the use of idioms, which are inherently absent in the 

source text but are introduced by the translator. As these four-character idioms are 

traditionally employed in refined and classical texts, their use here elevates the 

characters’ image from those who use the colloquial language to the literary ones. This 

infusion of cultural depth complicates the non-human characters, positioning them not 

merely between animal and human states, but more precisely between raw bestiality 

and cultivated civility. Consequently, the translation constructs characters of greater 

psychological and cultural complexity, challenging simplistic binaries. While these 

idioms enhance stylistic resonance with the source text, they sometimes disrupt 

narrative consistency by inserting culturally loaded phrases that may not align with the 

original character development. This tension arises because Chinese four-character 

idioms operate on multiple semantic levels: they convey not only literal meaning but 

also carry embedded allusions to historical anecdotes or classical stories. At times, 

these cultural subtexts may clash with Carter’s characterisation or narrative flow; at 

other times, they infuse British and European tales with a distinctive Chinese literary 

aura. Thus, the use of idioms in translating source-culture fairy tales requires a 

deliberate trade-off; it requires the translator to continually negotiate between 

enhancing target-culture richness and preserving the accuracy of the source text. This 

very negotiation, however, also reveals the translator’s creative capacity to reinterpret 
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narrative meaning. Rather than merely transferring words, the translator makes 

conscious, innovative choices about how—and how far—to recontextualise the original 

work, asserting their role not as an invisible and mechanic language transferer, but as a 

critical and creative mediator between literary traditions. 

The consideration of Chinese poetics is also evident in the analysis of translation 

shifts in spatial narratives in Chapter Six. As the poetics of Chinese and English differ in 

their linguistic ordering of spatial elements, certain translation shifts are inevitable. The 

translator operates within this constraint, yet organises narratological shifts to align with 

the target text’s spatial narrative function. By simultaneously attending to Chinese 

poetic conventions and fulfilling this narratological function, an effective translation is 

created. Hence, the translator’s modification of the target text under poetic constraint 

creates a narrative presentation that is more familiar to target readers. Indeed, the 

poetics in the target culture are shaped over time, closely tied to developments in 

linguistic and cultural involvements. As Robert Samuels argues that language reflects 

culture, history, society and the broader human experience (2023, p. 46). Consequently 

a culture’s poetic tradition is shaped by its evolving language, framed by and reflected in 

the culture’s cognitive and social frameworks. In this light, Yen’s use of Chinese poetic 

conventions in the spatial narrative does more than simply reshape Carter’s story into a 

different language. It also reframes the narrative through a distinct cultural lens, 

reflecting how space is perceived and represented in Chinese literary tradition. This 

cultural tendency of positioning the human subject within the spatial frame reveals a 

fundamental difference in how narrative space is conceptualised across the two 

cultures. Yen’s translation shifts at the narratological level, driven by poetic 

conventions, demonstrate a form of cognitive creativity in translation. She reconstructs 

linguistic elements not only into a new textual structure, but also into a new cognitive 

framework. 

Beyond poetics, the rewriting traditions embedded in fairy tale narratives also play a 

significant role in shaping Yen’s translation. For instance, the translation of the term 
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“Beast” is influenced by the translation history of the “Beauty and the Beast” tale in 

Chinese, where certain lexical choices have become conventional. Similarly, her 

rendering of the Countess in “The Snow Child” reflects the longstanding tradition of 

rewriting and stereotyping the stepmother figure in literature. “The Snow Child” draws 

on the widely known fairy tale “Snow White”, which is familiar to both source and target 

audiences. The translation reveals evidence of restoring and foregrounding the original 

father-daughter relationship of the characters and reshaping the Countess’s image to 

more closely resemble the archetypal stepmother. This indicates that intertextual 

knowledge plays a significant role in shaping translation choices, and the more familiar 

the intertext, the more likely it is to disturb or co-create the translated narrative. Such 

translational adjustments may stem from two motivations. On the one hand, Carter’s 

rewriting may have triggered the translator’s own understanding of the familiar tale of 

“Snow White”, leading to a subconscious realignment of character dynamics. On the 

other hand, the translator may have consciously reinforced these archetypes to actively 

evoke Chinese readers’ pre-existing knowledge, thereby enhancing the intertextual 

richness of the new story for the target audience. This strategy serves to foreground the 

new story’s dialogue with the traditional fairy tale, firmly contributing to the formation of 

the rewriting traditions in the target culture. This approach also addresses a specific 

receptional gap. Unlike British and European readers who are often acquainted with 

numerous variations of the Snow White prototype, Chinese readers may arguably find 

Carter’s version distant from the classical plot they know. Given that other subversive 

rewritings remain largely untranslated, the translator’s intertextual packing becomes 

crucial—it bridges the cultural-narrative distance and guides readers toward recognising 

the story’s foundational archetype, ensuring the rewriting’s critical dialogue with 

tradition remains perceptible. In these examples, the concept of intertextuality becomes 

essential for understanding how multiple versions of a story are interconnected. On the 

one hand, any translation is inevitably shaped by other relevant texts and cultural 

representations that surround and precede it. On the other hand, each new translation 

contributes to the ongoing rewriting of that tradition, becoming part of the evolving 
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textual history of the story itself. In this way, translation functions not only as a form of 

interpretation but also as an active agent in the continual transformation and evolution 

of the tale.  

Compared to the contextual influences of internal attention, poetics, and rewriting 

traditions, cultural impacts on creativity in translation are most evident in Yen’s 

rendering of Gothic space. The Gothic genre is deeply rooted in British and European 

cultural and historical contexts, with no direct counterpart or origin in Chinese tradition. 

The analysis suggests that elements of this genre are dismantled into symbolic 

fragments, re-infused with a Chinese cultural core, and reassembled to produce 

localised Gothic imagery. For example, the Gothic sense of the illusory allusion of 

artificial nostalgia is evoked in the source text through depictions of inherited family 

castles, and reinterpreted through the traditional Chinese concept of “家 [home]”. Since 

the notion of an hereditary castle is largely unfamiliar in Chinese culture, Yen adopts 

alternative cultural elements that resonate more closely with her target audience, while 

preserving the original narrative function. This manifests what she describes in the 

interview; that is, when a direct framing of the source’s linguistic and cultural 

implications proves difficult, she resorts to a method of “均等的交换 [equal exchange]” 

(Yen, interview, 2025). This creative method is a form of negotiation in the face of 

“untranslatability”, or the challenge of conveying cultural, narrative, and aesthetic 

nuances across linguistic systems that do not share the same structures or historical 

references. Yen’s principle of “equal exchange” prioritises functional equivalence: she 

does not aim for literal translation, but for the recreation of the same narrative impact. In 

this sense, the translator’s creativity lies in her ability to explore a wide range of 

possibilities and cultural substitutions, while remaining constrained by the demand to 

preserve the meaning and narrative function of the source text. 
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Translator as a Creative Agent 

In this thesis, I argue that the translator—Yen, in this case—is a creative agent who 

actively participates in the production of the translation, particularly within the realm of 

narratological elements. From the interview of Yen, it can be concluded that the 

translator’s creativity is negotiated in tension with her ethical commitment to effacing 

her own voice. The translator’s personal reflections in both a podcast and an interview 

(discussed in Chapter Two) reveal her strong sense of ethical self-restraint, rooted in a 

desire to avoid interfering with the voice and narrative of the source text. However, 

textual analysis reveals that, while the target text does reflect the narratological 

functions of the source text, the techniques used to achieve those functions produce 

intriguing variations. It is precisely within these subtle variations that the translator’s 

creativity becomes visible. Yen’s ethical stance aligns with Anthony Pym’s conception of 

translation ethics, particularly his argument that “the professionalism of the translator 

requires detachment”, and that the translator’s responsibility lies in representing the 

source text rather than evaluating or improving the content (Pym, 2012, p. 67). Indeed, 

the results of this ethical approach are evident in the textual analysis: Yen’s translations 

rarely contain misrepresentations or errors. Nevertheless, her role as a professional 

translator is also implemented within the domain of her personal expression, 

underlining that a translator is, fundamentally, a human subject, shaped by individual 

and cultural contexts. These inevitably surface, however subtly, through translation 

choices. The translator’s “self” remains embedded, if deeply hidden, beneath the 

surface of what appears to be an “equivalent” translation.  

Eventually, caught between the impulse to erase her own voice and the inevitability of 

creative expression, the translator ultimately co-creates the text alongside the original 

author. This conflicting intention is not alleviated by the deliberate suppression of her 

voice; on the contrary, it intensifies the translator’s internal struggle. This tension is 

evident in Yen’s decision to leave the profession after a decade of practice, reflecting the 

difficulty in reconciling the paradoxical demands of invisibility and authorship. 
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Furthermore, Yen published her own poetry collection in 2010, three years after 

concluding her career in literary translation, an act which can be seen as a reclaiming of 

her full creative voice. The difficulty of balancing these conflicting roles in translation is 

addressed in Abderrahman Boukhaffa’s 2024 monograph, which proposes greater 

attention to translators’ self-care within ethical frameworks. Incorporating this 

perspective, I argue that translators should be embraced as dual agents. On the one 

hand, they bear responsibility toward the source text, defining the primary authorship of 

the translation being the source text writer. On the other, translators need to be granted 

the freedom and recognition of co-creating the new text. Their creative input, though 

limited, must be constantly negotiated during the translation process, with the ultimate 

aim of realising the narratological function of the source text. In doing so, the translator 

can preserve the intended narrative effect without being confined to the rigid framework 

of linguistic equivalence, thereby honouring both ethical responsibility and creative 

agency.  

Consequently, I suggest that a clear understanding of their own creative role—

including its inherent constraints—empowers translators to produce more effective 

translations and fosters essential ethical self-care. This practical guidance rests on two 

pillars. First, translators should conduct a thorough literary analysis of the entire 

narrative to identify the core narratological functions of each part. Confirming these 

functions provides a crucial framework for navigating inevitable translation shifts. When 

changes are necessary, decisions can be guided by the imperative to fulfil these 

narrative functions, thereby ensuring the translation effectively represents the source 

text’s overall narrative flow, regardless of alterations at the micro linguistic level. 

Second, translators must consciously assess the linguistic, poetic, and cultural 

distance between the source and target contexts. This awareness helps determine the 

direction of necessary shifts, for example, when adapting or replacing culturally specific 

elements unfamiliar to the target audience. Such deliberate choices are not mere 

concessions but strategic interventions to preserve narrative efficacy. 
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Ultimately, translators are undeniably creative human agents. Their work is shaped 

not only by innate subjectivity and innovative impulses but also by a constellation of 

contextual factors. These combined pressures—the temptations to innovate and the 

constraints to conform—render the ideal of a “close” rendering a profound challenge. 

Within this complex space, narratological shifts are not mere deviations; they are the 

primary evidence of the translator’s creative agency, manifesting a vital collaboration 

with the source text to generate a new, viable target text. 

 

This thesis presents a journey towards understanding a translator’s creative 

engagement with the narratological elements of texts. It highlights that translators are 

far from being translation machines providing dictionary equivalents of source texts. In 

an era dominated by AI and machine translation, such mechanistic processing 

inevitably fails to convey the nuanced narrative elements and structural arrangements, 

as well as complex poetic and cultural contexts of the original text. This is precisely 

where the creative and professional translator becomes valuable and indispensable. In 

this context, they are readers, creative writers, subjective individuals, and cultural 

agents. As such, the translations they produce are not identical renditions in a different 

language, but co-created works shaped by multiple influences. In this light, each 

translation, especially of a longstanding genre like the fairy tale, can be seen as one 

version of the story’s evolution in a new environment.  

This process parallels the natural phenomenon of biological reproduction. A seed 

from one tree grows into a similar yet distinct tree in a new land; though belonging to the 

same species, the two trees inevitably exhibit variations shaped by their environments. 

In a similar way, meaning from in the source text develops into the target text, shaped by 

a different cultural and linguistic context. At the narratological level, the two texts may 

resemble each other, but they are never identical, as certain elements are represented 

differently, whether subtly or significantly. In this process, the translator acts as the 



206 

carrier of the narrative seed, and their creativity contributes to the transformation of the 

story. Just as it is biologically impossible to grow two identical trees in different 

ecosystems, it is narratologically impossible to reproduce two identical texts across 

languages. Therefore, I argue that the translator’s task is not to replicate the source text, 

but to produce a version that carries the same narrative functions encoded in the 

narrative gene, while also aligning with and adapting to the environment of the target 

culture. In this sense, translation is not replication but narratological reproduction, an 

act of cultural and narrative continuity through creative transformation. 
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