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1.KSCI Conference
“Translating Korea”

“Generals, Tigers and Princesses: Translating Folk and Fairy Tales in
North and South Korea”



2. Starting Points

* “The writing of books for children is an underestimated art, and the
translation of books for children doubly so.”

* “Indeed, the boundaries between children’s and adult literature are
fluid and regularly breached by both adults and children. ”

* “Some of the best-known international children’s classics began their
existence either as oral tales for all ages or as texts for adult readers
and therefore include adult themes and preoccupations.”

* (Lathey, 2016: 1)



3. Narrative Communication with the Child
Reader

e “Children’s authors . . Often write for a second, adult reader”
* (Lathey, 2016: 39)



4. Meeting the Unknown

* “What, then, is the role of the translator in easing the transition
between cultures?”

* “It is therefore well worth taking the time to research the precise kind
of sweet, candy or dessert cited in the source text and seeking either
an equivalent, or an alternative that is equally evocative for readers of

the translation.”
* (Lathey, 2016: 39, 41)



5. Translating the Visual

* “The effect of artwork in children’s books may last a lifetime . ”

* “When translating a modern picture book, take into account the
harmony or counterpoint between text and image . "

e (Lathey, 2016: 56, 60)



6. Retellings

* “Any translator of fairy tales has to discuss with the editor or
publisher what kind of translation is to be undertaken . .”

* (Lathey, 2016: 119)



/. Cultural Studies

» “Research methodology on the development of picture books can be
adopted from cultural studies.”

* “The focus in general is on the producers, the background of its
production, responsiveness of consumers, users or viewers, and
reasons for its popularity and appearance.”

* (Ko, 2014:65)



8. Development of Translated Picture Books in
Korea

* “Choosing picture books for translation could be seen as part of a
process for producing cultural goods and, as such, necessarily reflects
the needs and aesthetics of the society at that time.”

* “Picture books are also closely related to educational policy, as the
primary readers are children and their parents.”

* (Ko, 2014: 66)



9. Views on the Principles of Picture Book
Translation

* “Should translated picture books remain faithful to the source culture
text?

* Or should translated picture books be acceptable to the target culture
readers?”

* “It is envisaged that reviewing the way picture books have been
translated will deepen our understanding about the dynamics of a
society and those educational as well as commercial products called

books.”
* (Ko, 2014:66)



10. The Globalization of Picture Books

* “Globalization for the South Korean book industry started with the
appearance of Korean picture books in the international book market
from the late 1990s and with the growing prominence in the 2000s.”

e “At least 27 countries now import children’s books, including picture
books, from South Korea according to statistics published in 2008.”

* (Ko, 2014: 73)



11. North Korean Artistic Federation

* “In 1946, the. North Korean Artistic Federation . . was formed and this
became the foundation for literary and artistic policy.”

e “Adong Munhak (Children’s Literature) was a monthly magazine
published by the Central Committee of the Choson Writers’ Union.”

e (Hyun, 2015: 27)



12. | Won-U's Writing Children’s Literature

* “I Won-U’s 1956 volume, Writing Children’s Literature provided
detailed guidelines for those wishing to enter this field.”

* “In his view, proletarian literature suggested ways for children and
adults to live together in society.”

* “Second, writers of children’s literature should quote foreign authors
in order to justify their own points of view.”

* (Hyun,2015: 28)



12. Translations in Adong Munhak : Paek Sok

* “The writer and poet Paek Sok’s ideas on children’s literature were
based on the concepts of socialist realism.”

» “ . Paek Sok emphasized the importance of literary qualities, claiming
that it was more important to emphasize the role of children in linking
the past, present and future of cultural history than to focus
exclusively on socialist thought.”

e “Although Paek Sok’s 1958 publications in Adong Munhak reflect
socialist ideology, the following year he was exiled from Pyongyang.”

* (Hyun, 2015: 28-29)



14 Translations in Adong Munhak: The
Brothers Grimm

* “In an Adong Munhak article in July 1962, entitled “Introduction to
the Brothers Grimm” Ch’oe Tong-Hyop comments that the two Grimm
brothers wanted to make the German people aware of their good
qualities by searching for interesting stories from their traditions.”

* “Thus by translating Grimm’s tales, the North Korean translators were
suggesting the goodness and diligence of their own people.”

* “The problem of good and evil also suggests the conflict between the
bourgeois and proletarian classes.”

e (Hyun, 2015: 29-30)



15. Translations in Adong Munhak: Edmondo
De Amicis

 “The North Korean translators seem to have felt that the national

situation in Italy at the time De Amicis was writing was similar to that
of their own country.”

* “The North Korean translation of “The Young Soldier Scout of
Rambadi” emphasizes the tragic and revolutionary aspect of the
youth facing death . .”

e (Hyun, 2015: 31)



16. Translations in Adong Munhak: Aesop and
La Fontaine

* “I Won-U lists fables as one of the principal genres of children’s
literature . ”

* “Paek Sok wrote that Aesop detested the oppression of the weak by
the strong . .”

* An article in Adong Munhak claims: “La Fontaine criticizes the
powerful within his society . .At the same time he has warm sympathy
for workers.”

e (Hyun, 2015: 31)



17. Korean Stories for Language Learners

‘20| A E= et 20| / Bam-ege Jeol-eul Han Holang-1”

* “The Tiger Who Bowed to the Chestnut / This story is about a poor

tiger who was scared of a hedgehog.”

« “A =49 = YL 7 / Imgeumnim Gwineun Dangnagwi Gwi”

* “The King has Donkey’s Ears / This story is about a king’s ears and the
mysterious happening related to them.”

e (Damron and You, 2018: 14, 176-177)



18. Korean Children’s Favorite Stories, Fables,
Myths and Fairy Tales

* These stories were first heard in my childhood in Korea. | hope they
will use their magic powers to rise above all language barriers and
speak directly to the hearts of all “children” between the ages of eight
and eighty in other lands.”

* (Kim So-un, 2019: 5)



19. Folk Tales From Korea

* “Folk tales, and the oral literature of the people, provide valuable
material for the student of Korean literature, but they are also
indispensable for those who wish to know and understand Korean

culture, history, religion, philosophy, and even politics and
economics.”

* (Jeong, 2005: 9)



20. Arang and Yari

* “No, | can’t. You don’t understand, our homeland is where we were
born and have grown up. We cannot forget or abandon our
homeland.”

e (Kim Bak Mun, 1992: 27)



21. Bronze Jar

* “A greedy landlord lived in the house hung with brass bells with a
“fish” clapper and in the shabby stableman’s hut reeking of horse
dung within the first gate there lived an honest and hardworking
servant Hanadung with his ailing old mother.”

 (Li Won U, 1986: 2)



22. A Tale of Two Generals

* “An illustrated book of a fairy tale told by the great leader Comrade
Kim Il Sung.”

* “The people of the two villages loved their home villages where their
ancestors had lived and they cultivated their courage.

 Whenever invaders raided the coast, they would come out as one
and fight bravely and repulse them.”

* ( Kim Yong Nam, trans., 1989: 1-2)



23. KYE WOL HYANG

* “The moon cast its light on the pale face of Wol Hyang as if in sorrow.
Everyone who was present shed bitter tears for the death of the
patriotic entertainer Kye Wol Hyang who had been a well-known
figure among the people.”

* (Foreign Languages Publishing House, Pyongyang, Korea, 1988: 52)
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The Translator’s Many Hats: Economics, Practice, and Experience In Translation

Jake Levine

In the essay “Beyond Fidelity: Translation as a Language that Doesn’t Exist,” | briefly
discussed how the economic relationship between translator and text can dictate the process
and quality of translation and that there are different circumstances to every translation that
are mediated by the conditions in which the translation process is brought about?. I’d like to
expand on that idea, give some examples of different kinds of translations I’ve done in the
past, how | came to these projects, the resulting strategies took in terms of style and craft, and
how some of those decisions were brought about.

The first thing that | should repeat, albeit briefly, is that the translator does not begin
all translation projects out of some deep rooted love or desire to contribute to the literary arts
or culture or humanity. Many translations, even poetry translations, begin as economic
transactions done out of financial gain or necessity. It is difficult to begin to talk about the
heady topic of the politics of a translated text, some kind of Benjaminian pure language, or
translation as an art without acknowledging that the economic base of each translation project
dictates a lot of how the translator will go about their task. That doesn’t mean that projects
that are commissioned won’t become labors of love, its just that if something is
commissioned, it probably doesn’t start out that way. When a translator begins a project with
no aspiration of commercial gain, it is simply a different launching point than if a project
begins with a contract, with a deadline, with terms and conditions, with desired outcomes. In

the language pairing of Korean to English, there are several institutional bodies funded

! Levine, Jake. “Beyond Fidelity : Translation as a Language That Doesn’t Exist.” Acta Koreana, vol. 24, no. 2,
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privately and by the government that support literary translation. The most prominent of these
foundations is the Daesan Foundation and the Korea Literarature Translation Institute
(KLTTI). For atime I lived in Lithuania. Although the Lithaunian Cultural Institute offers
support grants for literature, in terms of the amount of support it offers and the breadth of
projects it supports, I can’t think of any equivalent institutions in any country that offer as
much support and funding as KLTI. In particular, KLTI has a sample translation grant, which
offers 4 million won for a sample translation that translators can use to pitch to publishers, or
which publishers can access by contacting KLTI. If a sample is picked up by a publisher, then
the remainder of the translation is automatically supported by KLTI. In English alone in
2021, KLTI supported 29 sample translations, including 9 poetry samples?. Because the
sample translation system allows translators to get paid for their work over time rather than
receiving paymeng in one lump sum at the end of a project, it offers translators without
financial stability a source of income while they work. However, even if there are more
funding opportunities for Korean to English translators, it does not mean that funding is
guaranteed, nor does it mean that they are well paid.

The translation grant for KLTI is 4 million KRW. This is for 30 poems, plus the
paperwork associated with the grant. So let us say the median income for Korea is something
around 35 million won. In order to get that much, if it was possible to apply for multiple
translation sample grants, which it usually is not, you’d have to apply and receive 9 sample
translation grants in a single year. Considering a sample translation grant is 30 poems, then
that means 270 poems a year. Certainly this is impossible. And even if it was possible, there

is not that much support available to an individual translator (especially of poetry).

2 https://www.ltikorea.or.kr/en/contents/business_trans_1_1/view.do
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And even if a project receives a sample translation grant or even full funding, that
doesn’t mean that the book will get picked up by a publisher. It is a well known fact that there
is a basement (perhaps a metaphorical basement) where thousands of sample translations are
sitting, unpublished, unpitched, gathering dust. Grants like the translation sample grant
offered by KLTI are in some ways a double-edged sword. A translator might feel that their
job is over when they get the grant, that it is the grant provider’s job to act as an agent and
sell the sample to a publisher. However, this is not the case. While KLTI provides support for
by providing samples to publishers, it is not in charge of actively pitching projects. It is not
an agent.

Unfortunately, the job falls onto the translator as most translators also act as their own
agent. The job they do is often called pitching and catching: pitching book projects to
potential publishers, and catching projects commissioned by publishers, agents, literary
organizations, etc...2 This has consequences for the work translators do. The projects a
translator pitches might be more loved than the the ones they catch. Also, if you are
translating from a minor language, which has less visibility or popularity in the English
language market, and there are no institutions to offer support for the publication and
translation of the project, then publishers are less likely to consider your pitch, and a
translation of any book, even a great book, is less likely to find their readers. While these are
things the translator has to keep in mind while they work, | would argue they have to develop
a double-consciousness in order to do their job well. A translator is an agent whose work is
made into a market commaodity to be sold or bought, they are reduced into a wage laborer,

and their relationship with the text is also reduced to a commaodity relationship. But in order

3 Wright, Chantal. Literary Translation. Routledge. New York, New York. 2016. P.14
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to act as an artist deeply engaged in their work, they have to work as if they are free of these
pressures.

Because | came to translation after being an American poet and an editor and a
literary organizer for many years, | had (most unfortunately) grown accustomed to unpaid
labor as the sort of defacto mode of literary culture. As a poet | never have some kind of
concrete economic goal or objective in mind when | begin writing a poem. And if 1 did think
about money when | begin to write poems, then | would have probably stopped writing a long
time ago. While there are probably less economically profitable activities than writing poetry,
like playing cards, there are quite a few things I can think of that are more economically
profitable (even playing cards?). This is because when you are writing a poem, it is hard to
know whether the work you do will result in a usable outcome, or any outcome at all. And
even if there is an outcome, there is a very small to almost non-existent possibility that you
will be remunerated for your work. So it is best not to think about money or social capital.
That’s because much, if not most of the labor of art is experimenting and failing. Translation
also requires a lot of time you have to dedicate to experimenting and failing. And sometimes
a translation project will begin with the work of experimenting and failing without knowing
whether there will be a usable outcome or any outcome at all. The kind of translation work
where you are spending a considerable amount of time experimenting and failing feels a lot
like the work of writing poetry, albeit in a different mode. When you labor free from
economic or market oriented objectives, your labor frees you to imagine things otherwise,
which is what it means to be creative, which is making art. This might be some idealist,

utopian thinking on my part, but I think we “posess art lest we perish of the truth.”

4 Nietzsche, Friedrich. Ed. Walter Kaufman. The Will To Power. Weidenfeld and Nicolson. London. 1968. P. 435
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So I think it is important for translators as artists to understand this feeling. Even
Walter Benjamin says that a translation should “lovingly and in detail incorporate the
original’s way of meaning.” If a project begins out of passion or love or a promise to a
person, if something begins with a deep engagement, then it is much easier to dedicate the
time to bring the feeling to your labor than it is when you are contracted to do something.
However, once you experience the feeling of what it feels to labor without economic pressure
or constraints, understand how to get to the lab, how to experiment and fail, you can bring
that to any project. However, when you begin a project with a contract and payment, it is in
your economic interest to limit the time you spend experimenting in the lab, and it is hard not
to calculate your diminishing hourly rate as you work. When you begin a project with no
promise or prospect of payment, when you begin purely with engagement, with time spent
voluntarily, then even if you are later contracted and are getting paid, it is much easier to stay
in the lab late because you’ve already dedicated so much time in it.

Of course, it is much easier to labor free from economic outcomes and objectives if
you don’t have economic stress, ie, you don’t have to worry about money. | remember, one of
my old poetry professors, the late Peter Wild once gave me advice. | used to meet him
between classes in the outdoor corridors of the Modern Language Building at the University
of Arizona. He would feed pigeons with torn up pieces of bagels beside signs that said “Do
not feed the birds.” One afternoon he said to me, “Mr. Levine, I’ll give you some advice.
Marry rich. The best thing you can do for your art is to marry rich.®” Many successful
academics, writers, poets and translators | know come from, fell into, or married into money.

Having economic security allows people to take risks and experiement without their failures

5 Benjamin, Walter. Ed Marcus Bullock and Michael W. Jennings. Translator’s Task, Selected Writings Volume 1:
1913-1916. Harvard University Press, Cambridge, Mass. 1996. P. 260

6 Many of the most successful academics, writers, poets, and translators | know come from money. Having
economic security allows for people to take risks and experiment and fail. Those who don’t have means have
less wiggle room for failure.



resulting in financial ruin. Those who don’t have means have less wiggle room for failure,
and are generally forced to do jobs that take them away from their passions. Alas, | have not
followed or been able to follow Peter Wild’s advice, and so like all the artists and writers and
translators of my socioeconomic standing, |1 do some projects for money and some projects
for love. And this is on top of having a full-time job. But to speak truthfully, even if a project
begins for money or out of love, all of them end up a mix of something in between the two
(after all, the projects done purely out of love end up costing money in one way or another).
To rewind just a little bit, the biggest difference between writing poems and translating, even
translating poetry, is that | expect to be paid for my translation work. While it is always an
added bonus to get paid for writing poetry, | never expect it.

In terms of translation work, the work 1 do most for love is literary translation, and
translation of poetry in particular. A lot of translation theory puts a premium on literary
translation, and especially the translation of poetry. But what is it that makes literary
translation unique? What is it that makes the translation of poetry unique? Is it because poetic
language is more difficult? Because poetry communicates the ineffable? | have done a lot of
translation in the cultural sphere outside of literature, translating the diaries of the
Dansaekhwa artist Yun Hyong-kuen, translating for the K-pop group ENHYPEN, translating
essays for art exhibitions, translating promotion materials for the Daegu Convention Bureau,
etc... For me, and this might be not very exciting to hear, the biggest difference between
literary translation and other forms of translation work | do is that | get paid less for it. So
why do it? Chantal Wright, in the chapter “Why do we translate?”” from her excellent book
Literary Translation, discusses reasons why literary translators translate.’ | think another way

to think about this question is not “why literary translators translate” but more “why literary

7 Wright, Chantal. Literary Translation. Routledge. New York, NY. 2016. Pp 13-43.

6



translators translate literary texts when they could be translating something else for more
money.” Some of the reasons she outlines are
Personal response: when a translator feels drawn toward a text and wants to give
readers of another language a chance to read it. Or the translator has a personal
relationship with the author and wants to do translate their work as a personal favor.
Change the world: The translator either has a humanist motive, contributing to the
betterment of manking, understanding between different peoples, etc.... or they have
an ideological agenda or agendas. For example decolonizing, anti-militarism, tearing
down the patriarchy, or conversely, actively contributing toward upholding longheld
prejudices and strengthening the patriarchy.
Translation as a mode of reading and writing: Translation as a practice, either because
it brings great pleasure, holds some utopian and redemptive function for the
individual, or is done for research and methodology purposes.
More or less, | too alternate between all these reasons why | translate poetry. | also admit that
there are times when the light of these reasons dims to an extent where I don’t know why I
am translating poetry. This state is what | call poetry translation burnout. 1 will take a detour
here for a moment and say that in this, translating poetry is not unlike some other professions.
My brother was a huminatarian aid work and currently works for an NGO that produces
reports about the effectiveness of aid distribution. He got into his field for idealistic reasons,
he wanted to change the world, but often times when he is overstressed and wonders why it is
he isn’t doing a myriad of things in the private sector where someone of his equal skillset
makes double or even three times as much money. Like Jonah in the whale wondering if G-d
has forgotten him, at those moments he looks toward the world for some valuation for his
existence, and if he doesn’t receive an answer he feels very sad and alone. This is true for

poetry translation as well. But luckily for translators of poetry, there is a long theoretical



tradition of justifying and philosophizing the value of it! So whenever | get down about how
little 1 am getting paid, how few readers there are for poetry in translation, etc... I look to
philosophy and theory. For this reason, | think philosophy and theory of literary translation is
more useful for morale than it is for practice. Whenever | get poetry translation burnout | read
Ricoeur.

But that begs the question: why do we hold literary translation at a premium when the
market doesn’t? Is it because liteary translation requires more fidelity to the original text?
Because it requires more sensitivity to reading and understanding the source language?
Because it requires a certain creativity in producing a text in the target language? Not
necessarily.

In some ways the translation work I’ve done that has required me to stick closest to
the meaning of the original text is technical and commercial work. For instance, recently |
was commissioned by the Daegu Convention Bureau to translate and edit materials for an
application they put together for the city of Daegu to host the Association for Asian Studies.
They received a letter of support from the mayor of the city that they had me translate as a
part of the application. Part of my job as a translator was to “naturalize” the language, to
make it as persuasive as possible to the Association committee that will be evaluating the
application. I put “naturalize” in scare quotes, because what does “naturalize” really mean?
What is natural? I thought “naturalize” meant reordering the structure of the letter, adding
segues between paragraphs, adding some content like an ending that would be common in a
letter of this kind. One would assume that a translation job like this requires that the translator
bring the text as close to the target language as possible. However, anyone who has had to
work with government officials or administrative bureaucracies in universities or museums
knows that there is a chain of bureaucracy, and that the communication that travels through

the chain is like playing a game of telephone. In my experience, doing this type of translation



work has means that the intended audience for the translation is less the reader it is meant for,
and more the administrators who commission the work, or in this case, a third party that the
translator is not in direct contact with. | had already done a lot of work on the other
documents for this application and took a lot of liberties to change a lot of content, so | felt
like I could have the same freedom in regards to the letter. | have participated and attended
many academic conferences, after all, so | felt like | was pretty familiar with the kind of
langauge associated with a humanities conference. However, when | presented my translation
to the bureau which then presented the letter to the mayor’s office, it turned out that the office
of the mayor didn’t like the liberties I had taken and told the bureau which told me that I had
to retranslate the letter to omit many of the additions and structural changes | had made. This
resulted in a series of revisions as well as a long chain of correspondence between me, the
convention bureau, and the mayors office.

In many circumstances a translator is also required to upgrade, correct, and rewrite a
poorly conceived original. One could argue that translating poetry is the most difficult form
of translation as the translator has to include poetic effects, the ineffable, the environment of
the language, what the language does in addition to what it says etc... But what about a
translation job where you have to complete the text because the original is unfinished or
incorrect? | am given quite a lot of work where the original text is this way, and because if
the translation is equally incomplete or sloppy, | will be blamed for a poor translation, so |
am forced into a position to complete the text for the author.

Because most translation work is based on either word count or character count, and
not is not billed by the hour, every minute spent doing more work cuts deeper and deeper into
my hourly rate. One would think that more back and forth between a client, the
administrative staff or an intermediary, and the translator would lead to better translations,

but often times the translator, because they don’t have skin in the game, and are trying to



balance doing a good job with maximizing the profitability of their labor, are less likely to
fight for what they believe in. That’s because it is easier just to complete the job than argue
about what a good translation looks like. This explains a lot of the awkward and error filled
English translations that are so common between Korean and English. Additionally, the
administration or bureaucry in charge of the text may make additional, final changes after the
translator’s job is finished. Many errors are also created when this happens. Even for large
companies or government institutions, it is common to also have mixed translation and
human translation, where some translation of the text is done by a program and some is done
by a human being. The products of machine translation range from mildly awkward to deeply
embarassing. | was recently reminded of this when I was in a taxi coming home from
Dongdaegu station and saw a billboard outside an proctologist’s office that said “Asshole
surgery.” However, despite the risks of machine translation, it is free and convenient, so
people will continue to use it. Unfortunately, the increased use of machine translation further
decreases the value of human translation.

When you become accustomed to working in this kind of environment, it will
inevitably affect the outcome of your work, even if the work you are doing has more cultural
weight than some letter of support written by a mayor. The people who translate cultural
content for Netflix, for instance, are commissioned to do a wide variety of translations.
Imagine working on a letter for a mayor, translating an instruction manual for a toaster,
interpreting for a CEO in the afternoon, and then going home to translate a drama at night on
a tight deadline. That is the kind of workload some translators deal with. Anyway, as |
understand it, the way shows get translated, at least for Korean Netflix content, is that Netflix
has an agreement with a translation company which then hires freelance translators to
translate subtitles for their shows. Recently there was a huge todo about the translation

quality of the worldwide hit Squid Game, that Rolling Stone reported as “failed translations in
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the English-language subtitles.”® The TikTok user Youngmi Mayer made a series of videos
explaining where the translations went wrong, and why that matters in each particular case.
But they also didn’t want to blame the the translators, saying “Translators are underpaid and
overworked and it’s not their fault. It’s the fault of producers who don’t appreciate the art.”®
What | find interesting about this is not so much that translations are being critiqued. The
majority of criticism | read about translation, especially academic criticism, is about how so-
and-so mucked something up, revisions illustrating how the translator should have done it, an
argument about how the critic or academic could have done a better job, etc... What struck
me is the last thing Mayer said, that the errors were a result of “producers who don’t
appreciate the art.” Although the ambiguity was probably not intended, it left me wondering
if Mayer was referring to “the art” as in the art of translation, or “the art” as Squid Game.
What | find interesting is that it is my experience that when | translate poetry | am
always in the position of having to play the dual role of having to explain and justify “the art”
of my translation, the choices | make, the method, and also “the art” of the work | have
translated. | am asked to be a practicing translator, to be familiar enough with translation
theory to explain my practice, to debate with others about why | made certain choices, but
also | am asked to be a scholar and critic, to explain why | chose to translate the text, how the
text fits within the history of the literature, why the text is important, what are some of the
major themes of the text, how to teach the text, how my identity relates to my reading of the
text, how my identity relates to my translation of the text, etc... In order for a book to get
published, and in order for the book to find success, and for it to find readers, there is also a

litany of anciliary tasks that need to be done, almost all of it unpaid. Let’s take the book

8 https://www.rollingstone.com/culture/culture-news/squid-game-closed-captions-subtitles-mistranslation-
1237308/
9 https://www.rollingstone.com/culture/culture-news/squid-game-closed-captions-subtitles-mistranslation-
1237308/
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Hysteria by Kim Yideum for instance. | wrote a publication and translation grant application,
handled all the paperwork and correspondence concerning the application. In order to
promote her work and also to attend readings, | also wrote a grant for Kim Yideum to attend
the AWP conference in Los Angeles in 2016, | booked and helped organize all the readings
she participated in. | also booked the airfare and lodging. My co-translator Soeun Seo and |
interiewed Yideum, our other co-translator Hedgie Choi transcribed and translated the
interview, then | edited and submitted the interview to publications. In addition, | consistently
sent out work from the book to be published in literary magazines and journals, handled all
the correspondence, wrote an introductory essay for the book, wrote an introduction for the
interview, made sure the press submitted the book to book awards, and since the book has
come out, | have also handled a lot of correspondence and acted as a middleman between
Kim Yideum and various editors, publishers, and festival organizers abroad. For
remuneration we did receive a translation grant from the Literary Translation Institute of
Korea, and we won both the National Translation Award and Lucien Stryk Prize. The
translation grant was 12,000,000 KRW. For the national translation award we received 2,500
USD and for the Lucien Stryk Prize we received 5,000 USD. So, in total, we received
something in the realm of 15,000 USD. Which doesn’t sound all that bad. But, if you divide
that up three ways that is around 5,000 USD per translator. And then take into consideration
that not including any of the ancilliary work, just for the translation of the book, this project
took us almost 5 years to complete. So that is around 1,000 dollars per year per translator.
Let’s say we spent only around 3 to 4 hours a week on the book, averaging 200 hours a year.
That means that our hourly pay for translating Hysteria was something in the ballpark of 5
USD an hour. And this is the most amount of money, by far, that any of the literary projects
I’ve worked on have received. Don’t get me wrong, I am incredibly grateful to have received

the financial support of KLTI and awards from the American Literary Translation
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Association. Korean to English literary translators have a stronger support system than most
langauge pairings, but even with this support, if | break down the remuneration versus the
labor, especially considering all the unpaid anciliary labor, then let’s just say if | had
windows in my skull, the accountant in my brain would want to jJump out of them.
Conversely, there is my experience translating narration tracks for the K-pop group
ENHYPEN. This includes the intro/outro on their first mini-album Border: Day One, the
intro/outro tracks on the second album Border: Carnival and the intro and interlude for their
first full length aloum, Dimension: Dilemma. Now, it could be argued that my translations
aren’t translations, since the group performs these songs in my English instead of the source
language of the text. Additionally, for a variety of reasons | will explain a bit later, I took
liberties in the translation of these songs that I wouldn’t have taken in poetry. For this reason,
and 1 think this is the first and only case this has ever happened in K-pop, | demanded to
receive credit for the translations in the liner notes. Although translating poetry is held up to
be translation par-excellence, my experience of translating K-pop for ENHYPEN has been
extremely rewarding both economically and creatively. | have been allowed to translate free
of many of the burdens that come with poetry translation. As | said earlier, | have always had
to explain, introduce, and justify my translations of poetry, but | am never asked to do any of
these things when | translate K-pop. When | translate K-pop, | just translate. T don’t write
grants. I don’t do any of the ancilliary unpaid taks. I don’t think about positionality. I don’t
have to introduce or place the work within any context. And, most importantly, | have never
had to justify my decisions or feel it necessary to justify them. I just go into the lab, do some
experimenting, and get paid. Because I don’t have to feel the weight of having to answer any
scholarly questions about K-pop or my translation methodology, | am freed to take liberties |
wouldn’t feel that I'd have if I was translating poetry. That doesn’t mean that my K-pop

translations are even more transgressive and creative than my poetry translations. Far from it.
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Because of the nature of the K-pop genre, the type of cultural product it is, versus poetry and
particularly poetry of the avant-garde type, | have a completely different attitude towards
both the process of reading the source text and writing the translated English for K-pop.
That’s because, aesthetically, poetry and K-pop are complete opposites. Poetry, as far
as I’ve known it, is about challenging oppressive and hegemonic ideologies, either overtly in
its message or covertly through its use of langauge. Poetry is also about compressing
language to carry as much meaning as possible, is about defamiliarizing langauge, balancing
sound and sense. Poetry often trades in the currency of paradox, aims to avoid cliches, works
in a type of language that the poet Kim Haengsook calls precise ambiguity. To echo the poet
Mia You, | fear that most K-pop is about spitting “back a glitter-covered and Auto-Tuned
echo of the Empire, just to please it.”20 It is about overloading the audience with a barrage of
cliches, symbols, and allusions, a bombardment of things familiar, yet recontextualized,
reappropriated, hinting at a narrative thread or overarching structure that often crumbles as
soon as it is investigated. It points to somewhere familiar and at the same time distant,
referencing so many things and places at once that its located nowhere at all. It is what | call
Monster Kitsch. In short, poetry is difficult but rewarding because it provides the reader with
secret, unfamiliar doors to unlocking new ways of seeing the world, which can be used as
tools to challenge and destabilize it. K-pop is easy and fun because it bathes you in meaning
that exists in the world which allows you to live more comfortably. It allows the audience to
feel empowered through positive branding and easy consumption. In my essay “Beyond
Fidelity: Translation as a Language that Doesn’t Exist,” I argued that the literary translator
needs to employ restraint because what they are shooting for is not pleasure, but the sublime.

Then | paraphrased Harold Bloom who was paraphrasing Pierce Byron Shelley, who said we

10 https://www.poetryfoundation.org/harriet-books/2015/10/everything-i-needed-to-know-about-poetry-i-
learned-from-kpop
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need the plane radiance of the sublime to free us from the slavery of pleasure.!* K-pop is the
opposite. The entire point is to have the audience indulge as pleasure slaves. However, as
much as poetry is not like K-pop, they both occupy places within culture, are cultural
products, and are linked in many ways. Many people look for and desire poetry in K-pop and
there are those that look for and desire some K-pop in poetry. Admittedly, | was always
skeptical of K-pop having any value other than cheese. But K-pop in its own way can be
subversive, and poetry can be cheesy like K-pop. Although I’ve lived in South Korea since
2012, 1 took zero interest in K-pop, both as an artform and a cultural phenomenon until the
first book of poetry | translated came out in 2016.

It was in that year that | went on a book promotion tour, doing lectures and readings
with the Korean poet Kim Kyung Ju for his book | AM A SEASON THAT DOES NOT EXIST
IN THE WORLD around the United States, mostly at universities. | had been involved in
poetry organizing and events series and lectures for a long time, so | knew the turnout for
poetry events in general is not always great. However, much to my surprise, huge numbers of
young people were turning up to these readings at university lecture halls. And they were
buying books. Usually on a reading tour you bring around 300 books with you and you
assume you might sell 150 if you are lucky and give around 50 away to other poets, but we
ended up selling out of all the books we brought with us almost immediately. And during the
signing of the books, all these young people, they came up to the author and I, and they told
us about their love of K-pop and dramas, and these K-pop songs, and they were learning
Korean and wanted to visit Korea. The fact that kids were attending poetry readings and
buying Korean poetry is a part of a larger cultural shift in how westerners are consuming

Korean culture.

11 Bloom, Harold. The Daemon Knows: Literary Greatness and the American Sublime. Spiegel & Grau. New York,
NY. 2015.
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When | say K-pop is Monster Kitsch, | mean monstrous in a kind of terrifying way.
Aesthetically images, themes, loaded symbols and concepts repeat and high and low art bleed
together into a smooth cheesecake space. In terms of both the type and the amount of content
produced, both the actual music, music videos, but also the supplementary content of behind-
the-scenes videos, sns updates, backstage content for super-fans, etc, there is an overload of
what is being said and what is produced, where so much is being said that the music doesn’t
actually communicate anything at all, that there is so much content being produced, that no
one song, dance, or music video has any lasting value. | also mean monstrous in the sense of
Hermann Broch who called kitsch “the element of evil in the value system of art” or Theodor
Adorno who thought of kitsch as poison*2. There is too much, too many loaded symbols,
depthless narratives, a hodge-podge of religious, political, social, and commercial kitsch,
coming from a wide variety of platforms.

Historian Ted Gioia in his recent book Music: A Subversive History writes “When
companies treat songs as ‘content’ for mass entertainment, they aren’t really all that different
from Harvard psychologist Stephen Pinker and his reductionist claim that music is just
“auditory cheesecake” for the brain, akin to a recreational drug or six pack of Budweiser.'®”
Gioia describes how when music is treated as content, it is an admission that it is generic,
exchangeable, and is reduced to a bare commodity “without social significance” or “larger
purpose.” And of course, with the government sponsored, nationalist K-everything munhwa
contents drive, one has to think that K-pop is a type of music treated as content par

excellence. However, there is something in this quote of Pinker that Gioia uses that I find

interesting. In some ways commercial music can be subversive like drugs or alcohol. So |

2 Dorfles, Gillo, and John. McHale. Kitsch : the World of Bad Taste / Gillo Dorfles ; with Contributions by John
McHale ... [Et Al.] and Essays by Hermann Broch and Clement Greenberg. Universe Books. New York, NY. 1969.
P.63

13 Gioia, Ted. Music: A Subversive History. Basic Books. 2019. P. 283
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began to think, like drugs and alcohol, maybe K-pop is a gateway drug to other Korean
content that has more social significance and larger purpose. Because of its popularity and
accessibility, perhaps, at least to western audiences, K-pop could be a gateway drug to
Korean poetry.

Perhaps that is also why when then Big Hit Entertainment, now Hybe, contacted me
to translate narratives for a group they were debuting, beyond not only the prospect of doing
a job for money, | was excited to be a part of the K-pop factory. I could get personal
experience being a part of the machine that makes the poison that leads some kids down the
dark alley to translated poetry.

So here I would like to give some examples of translations | made for this group,
some explanation as to the decisions that were taken, and how this differs entirely from
translating poetry. As | said earlier and argued in a different essay, translating poetry requires
restraint. Translating K-pop on the other hand begs the translator to amplify and upgrade. As
an example, I’ll go over the song “Intro: Walk the Line” from ENHYPEN’s album Border:
Day One. There will be two translations given, one dynamic, with amplified and upgraded
language (blue). The other, a more literal translation (red). I will break the poem up into
sections with a brief explanation of some of the choices made in the translation below the

excerpt.

FEle & =0 HX[= A2 712 50| A= F2E LY

With the rugged wood at our back we greet the sun.
It shines in our eyes, an azure life dwelling in breathlessness.

The first sun that we greeted with the rough forest at our backs
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is reflected in our eyes, a blue life dwelling in breathlessness.

As you can see, the dynamic version splits the first two lines in two, opts to drop the 3 %)
that modifies the sun. Additionally 7FH* <=ll 7l <= has been modified slightly, as an even

more literal translation could be possible, for instance “a blue life that saturates a deep
breath” etc.. Blue has been made into “azure” to upgrade the language, but also to create a
sense of thythm in the line. There is a natural, but subtle pause in “an azure life / dwelling in
breathlessness” that is more drawn out than “a blue life.” Additionally the “n” in “an” and the
“r” in “azure” give symmetry to the line, with the alliterative relationship to the “n” and the
“r” in “shines in our eyes.” Another reason the dynamic version incorporates diction choices

like “rugged wood”and “azure” is because there are literary allusions to Shakespeare, and

these choices make the entirety of the narration appear to be more consistent.

12D Ege Y ItRAI2E 20 U A

el dsS mer 2=,

Mol 22l 3?0 MzieEz

We walk the long, drawn-out line

that cuts across the vast land

because the world carved us on that line.

And the drawn-out line that cuts across the vast land
we walk along that line

because the world carved us on it.
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In the dynamic version there is the added “long” and the added comma, which slows down
the line, cutting it in half, making the length of the “drawn-out” line actively perform its

length.

H 2l EX=2 OL|= &ot=7t

I
mp

Of 0 ot=0] ENE At

On the line, where do our footprints step to?
And what sky spreads at the end of it?
Where do the footprints on the line head to?

What sky unfolds at the end of it?

This part in particular is where the dynamic translation takes a lot of liberty. “where do our
footprints step to?” is giving the footprints agency, which is personifying them, additionally
the verb choice activates the language, where the footprints are literally the thing stepping
somewhere. The sky, also is given a lot of agency. As it is the thing doing the “spread”ing, it
is also personified. Probably a closer translation to the original would be “what sky would be
spread at the end of it?”” However, the double personification of the footprints stepping and
the sky spreading creates an additional layer of uncertainty. It also gives these two lines a

nice sense of symmetry.

BN MOl 2|0 Al 7=0{ Tl (given) Z X[ Ot X[ =

R Zot7l0f 2= ZEIC
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Ho
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Even if the world that unfolds is not what we are given

to the unknown we run

carving sunrise, burning bright, across the world.

For we don’t know whether the world that unfolded is given to us or not
we run

to engrave our brilliant daybreak in the world.

The dynamic version omits the possessive “our” and also the language of intent or purpose

“to” or “?] 5} 91 has also been omitted. However, both the language of the last line has also

been expanded where the effect of the action of running has been amplified, where the
sunrise that is carved becomes an active image, a sun that burns across the world, rather than
just a description of intent “in order to engrave our brilliant daybreak in the world.” Across
the world also enlarges the extent of the effect of the action of running to encompass the
world’s entirety.

As you can see, my translation created a series of poetic effects that were not present
in the original Korean. The fact that the group performs the song in English probably means
that the listener assumes that the lyrics were originally written in English, which is not
entirely incorrect! I couldn’t help that once I was given license and freedom to do it, I totally
indulged in revising the text toward maximum poetic amplification. It was extremely
gratifying to do this, as almost all of these choices would be hard to justify, politically,
ethically, and linguistically in the realm of poetry. That doesn’t mean that less creativity is
required in translating poetry. On the contrary, creativity is required at all times, but so is
subtlety and nuance. The subtle notes and nuance of a poem, the ability to feel and
understand a poems poetic affects, happens first as a reader. In order for me to translate a
poem, | usually have to have a good theory or understanding of not only what the poem is
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about, but how it is communicating. There is very little that is subtle and nuanced about the
original lyrics to the ENHYPEN song. That’s not necessarily a bad thing. And, honestly, |
have no idea what the song is trying to communicate. I don’t know if pop music really
communicates anything. One of my favorite artists of all time is David Bowie. I don’t know
if any of the lyrics of his songs actually mean anything. But they made me feel things, and |
love them! So when | was translating, like a bomb, I was just trying to load the language with
as much meaning as possible. That way, when the song goes off, the fans on youtube can
spend more time creating theories about what it all means.

In poetry, as I’ve said, the translator should have a very clear idea of their own
reading of a poem. Otherwise, it would be hard to translate it. And the translator often makes
their reading evident in the text of the poem. Just to give a brief example, the homonym =
means either “snow” or “eyes” or both. In my translation of Kim Kyung Ju’s first poem, “The
Outer World” in his book | Am A Season That Does Not Exist In The World, there is a line in
which the meaning is ambiguous. In this case | went with a maximalist interpretation of the

line.

To find a color nobody had discovered
he descended a dark volcano
deep into the snow, in his eyes, inside the womb

it was there where he left

21



the two hands that he’d been painting.

To justify this maximalist translation, | believed the whites of the eyes were like the snow in
the volcano, and the crater in the center, the darkness represented the pupil, which also
connected to the womb. Without the eyes, the English language reader would have missed
this additional reading of the poem, however with the eyes, they are not given the opportunity
to decide for themselves whether or not that there are both “snow” and “eyes.” This is an

approach that favors all of the meanings rather than just a singular interpretation. There is an

interesting instance of the same = homonym being translated in a way where the translator

closes off the possibility of the dual meaning of the Korean homonym, but in a way which
makes the possibility of a double meaning felt. In Jae Kim’s translation of Lee Young-ju’s

poem “Roommate, Woman” there is a section

While we sit on leaking fuel tanks and watch the pale clouds, our joined hands slip
out the door. You pick up one of my eyes worming under your foot. It may snow.

Snow (not an eye) like the bandage around my hand, smeared in crimson light.

The (not an eye) is, of course, not found in the source text. The story of this quite funny. |
made a comment about this poem, and | asked Jae, are you sure this is not an eye? The fact
that an eye appears earlier “worming under your foot” suggested to me that this might have a
dual meaning. And his response was to change the line to include the dual meaning, but in a
way that was negative! It’s not an eye (but it could theoretically be read that way). Brilliant.
Another example of a translation of homonym is Soeun Seo, Hedgie Choi, and my

translation of Kim Yideum’s poem “78 & A} 2}-¢] & which can either mean “Sincere
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Apologies” or “Really, the Words of the Apple”. Of course, all these poets are aware and are
using the ambiguity of these homonyms in order to load the language. We erred on the side of
a maximalist translation which includes both meanings, but instead of including both
meanings in a really long title, after many discussions and a lot of playing around, we decided
on a made up a word for the title “Apple-0-logy.” Of course, this word did not exist. But
recently | wrote a paper arguing that translation is a language that doesn’t exist. And as long
as you are sure that this is the correct interpretation, and this is the correct decision, than the
language exists because you have brought it into being.

All of this is to say that in translating poetry, the translator has to have a very clear
idea of their reading of the poem and the way that the poem is working. There is not one way
to read or translate a poem, in fact a poem that can be only translated one way is probably not
a poem, but the translator in order to create a poem in the target language has to feel
confident enough in their understanding of the way the language is working and what the
language is communicating in order to make a poem out of it in the target language. That way
a translator can give you their intention and reading, and be able to justify the choices that
they made. The choices that they make, even the most creative of choices, are usually a result
of hard-fought deliberation, or wrestling with the source text.

This paper has discussed many of the economic conditions that the translator faces
and how that affects the way they go about translating. Just to reiterate, it is difficult to
experiment and come up with creative solutions to complex problems like homonyms if you
have to worry about money, and therefore are more concerned with getting the job done
rather than getting the poem right. In my experience the translator is more likely to give their
time and dedication to the works they choose rather than work that is commissioned.
Additionally, the more work and variety of projects that a translator does that takes them

away from work they are passionate about might affect the way they work on literary
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translations. Sometimes one can get burnt out on doing so much labor for such little pay, and
for that reason needs a reason to keep going. | discussed some of the reasons why translators
continue to translate literature even though they could be doing something else for more
money. Additionally, I discussed two creative fields, the well-paid work of K-pop translation
and less than well paid work of poetry translation. Both of these jobs require specialized
skills that draw on a background in poetry, however they differentiate in the translation
process, the economic conditions that are a part of that difference, and the way that these
different genres of translation require different attitudes toward the work and toward the text.
Then I gave concrete examples of different translations of these two genres, explaining some
of the choices that were made by the translator, and the philosophy behind these choices. |
hope that this essay will provide the aspiring translator with some critical insight into the
reality of the economy of translation, and how that economy deeply affects the way the
translator reads the source text and produces translation. For the scholars of translation, I
hope this paper also gives them pause to consider the economic reality of the translator and
each translation project that they are critiquing. | think in translation there are no mistakes.

That’s because everything can be retranslated (and hopefully for money).
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<Ak 1>
(ST)
| suppose | can have the mare and buggy this afternoon. Matthew?’ said Marilla.
(TT1)
OF=2t7t OO0l Al = AL
‘Qif, LF 220 Tt OrXLE M EHtR?
(TT2)
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<AHH| 2>

(ST)

Mrs Lynde says Canada is going to the dogs the way things are being run at Ottawa, and that it’s an
awful warning to the electors. She says if women were allowed to vote we would soon see a blessed
change.

(TT1)

ZIE OpO L HE= M0| QEIRIME =2 ZCHH LT HEEO| & AHetHA, FAXS0] 84
= 7PMOF ottt o, 2|1 XSHA| FEEHS S{E5IH A 0| £ "o Zoz tt'°*71 EH'_E °”
018.

(TT2)

ZlE OO0 L= X|g &7t ol= €5 EE FiLIC7r & Y Arld, O sEXsS0A 81271 & A
2t B2, 12| 1 OAHSOAIE MAHO| MI|H E2 Uo| S At N K.
'Sl &otttet= B = AT O|L) EA|7F ZO|Lt S5 o{=oro] Z0t50|tHE 2i|Z S8t 2= o
2ot A7t tl._E)\I Ae= EOH

Ol gl ErA2 G0 o5 MO otCt= A YFHC = Boiotitn of = US.
: FEIS 2Ors0|= AKX = AR HE0l2t=s 25 AFEE = A7| W=20] &25k(2021) &+
MESIE S '0ds E3 oRIAMZE R B CE ZR/E




(ST)

| wish he was like other men and would talk things out. A body could answer back
then and argue him into reason.

(TT1)
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<AHH 4>

(ST)

There was a tang in the very air that inspired the hearts of small maidens tripping, unlike snails,

swiftly and willingly to school.

(TT1)
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<At 5>

(ST)
‘| feel as if I'd lived many moons since the morning. | ought to be home studying my Virgil - that
horrid old professor gave us twenty lines to start in on tomorrow.’

(TT1)
‘Ot 5 X7tk HE2 K| A 20t S0t7tM H 2 22| A E S5OH0F o=, O FAFAS
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<Ate 6>

(ST)

It’s a good thing Rachel Lynde got a calling down; she’s a meddlesome old gossip.’

(TT1)
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Kim Yideum

« ST: 40| =(2014), S| AH|2| O} e e e i
. TT: Jake Leven 2| €(2019), |
Hysteria

- O A= @5% dE =20 2 O &40t 40|t (Reeck, 2019)
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- “Writing poems in Korea as a woman is a kind of resistance. It requires courage”
(Yideum, 2019)
- HA X} Jake Levine - 2020 Lucien Stryk Asian Translation Prize, 2020 Nationall
Translation Award (NTA) =& (the American Literary Translators Association)
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TT: | sob and become cheerful. | stumble toward a door and write

On days when /’m in a bad mood
| keep the shadows sufficiently dark.
Will | turn into a force that opposes myself

because | can t see?

On midsummer nights when | write shit like this all the birds in the world cry. They aren’t even poems. Indian Cuckoos make an especially weird
sound. Putting limitations on a poem is stupid. I’m afraid of titling a poem. Titling a poem is like naming a crime.

(Fan Letter)
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TT: | close my eyes when she enters the scene.
She only wins if | don’t watch.
When the dress rehearsal is over

It means it’s time for me to go.

But today feels different.

Should | stay and watch the match?

(Dress Rehearsal)
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TT. Everything’s been said. There’s
nothing more to write.

My breasts hurt.

Because they’re tiny.

(Metamorphosis)
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ST: Hup5 ofgf| Ak} Fal =3} TT: This granny peddling Aori apples under a
cherry tree
Did she doze off? Is she dead?

(OF5-2HE T of2.2]) (Aori More Than Aura)
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TT: Wait, where does he live again?

Oh yeah, Chungsong Penitentiary. He didn’t say what his crime was or why he went to jail. ... Weird, righ

t? God, | shouldn’t go around talking about this. | don’t want to be treated like a poet only criminals are in

fo.
(Fan Letter)
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TT: Shit. I'm really gonna eat it... Fuck sliced vegetables

(No Apology)
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ST: ofo} oIt} . bl obAf = 22| (AF 9191 2)

TT: Shit. I'm really gonna eat it... Fuck sliced vegetables

(No Apology)

ST: Y9 dFUo] A I A A= 8A
oA S o| kA

T AN =2

TT: And I’'m like the so-called youth

| count my birth control pills and bitch about everything
(Ten Days of Blood)

ST TT

A& =204 | get bitched at

YT | (...) bitch about
everything

gone out dressed
like a slut

old filthy whore

You little bitch!
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TT

pretty mundane couple

what the hell does that even mean?

why do | have to listen to his long-ass story?

ul(f

What a bullshit name.
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mushy bullshit
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CHOF AlZtsha ZEAQ| H|ILS HIELO 2 HOSIA| M2 LS ZUH(EXE 2019a: 42).
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6. Song of the Sword &% £H (1)

¥ B{od
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' Flowers blossomed on each deserted island. \
Lf29{ flowers, blossomed, deserted, island 4l CHo{ol] 74|
ZMI7t = Cho] ZAlo2 X9 BX SFlowers / blossomed on each / deserted / island. — $&29|
¢ ZM7t o BEEOZHE| WX o|0je] Fo3 LHL L2 X mCh X, M
e

Ho

D D

&)

e

| Sxq)
=x

923t =gt olojo] £ME QI8 o] 2X2 On each island, flower somed, E HYTICIO AR SN

Hojolatn o £E QIS = IBLt PtR0{9 FHE MR, & 2% YOl HHH ol F24 FO FAVL £

HiX|ElE 497t pfooz R Moo A&o| F|Ql flowers blossomedE o2 LiAIQ 243t o|oj x| YA

BAL xR YMStE T2 X0 oblossomed, deserted 2tisland CHo{o)] Z3HEl ‘d’ AL E

(3

' @ The islands billowed like clouds asthe eveningsun lit the flowering trees, It seemed as if they might slip
free of their moorings and drift beyond the darkening horizon.
2 QUBO M& FHE A - HARAME K

] 4o Colo] Z4MIE BBt 4L Mol LML MAR Mol zo 1F
® chof billow / SE092rt - VtRof A219 ool K A2|7t 5 — AlZHE o|0|X|, ato| CHE WHatat xf25tT o|n| AJAol
oo

S NHim 2R ZREC|E 'S, (islands, clouds, as, trees) ~ing (evening, flowering)

S QUBOoM Z#=3t 2 I|: £ flowering trees 2 Hoi3to] QIF O[O|X[of GHe £ AT XQ} CHOj(£2 trees &)2| H%

o Mol W2 BH - £ 202 wo| 121t YR WO HE 2 BH 29 Hol FAt

+ The islands / billowed like / clouds as the / evening sun (4]0 X) / lit the / flowering trees.(+49 FX)
/ It seemed / as if they / might slip / free of their / moorings and / drift beyond the / darkening horizon,




6. Song of the Sword &% £H (2)

@ By the time the birds returned from this shore to their roosts on the dimming islands,the sparklin
sunset had already hurried off to the horizon and died

S ZHH ZAl BH o980| BHA0L ol QA

@~ 9t Cho] HAARIwhen©| ot M4 AL i EW by the time ALE 22X 0| HEF
EX 0|9 Zojx| 13, AERA FY AKX {E E7| 23 Z L IFH FYUSHA X

¢ E 9ol Zal =& “sparkling sunset” 20fl Hs Cti 7t & Chof

L 25 Mek ‘h’ (had, hurried, horizon) A2 E HEE

horizon Itdied 42| —24z} ZHstHAM ZUH| CHS|l= A2|2 22X} 0p2 2|

At dusk, the remote islands were the first to be drawn into the shallow twilight and, at dawn, they

were the first to be returned to the world by the rising sun, Out at seaq, it was always the most

remote islands that died first and came back first,

42t otk o2t MAMY ThT T GLEQY Crof 2S£V 215 ROl LK U2 91| Tt

R HAALH XM2E HYROIAME F B LHRO] §IF FHO| X ChofQl “HICHO|A” F U Q| X|ofl B X|
allow twilight Bt2 £L-&%toldawn ol 9974 —H 23 A|ZtH o|o|x| Ao atx

@ M SHO| mEf B o4 2ol HIBH ohA 3 27t 5o o Lt ¢fojo] 7|501Ql AL, CHEY AL, SHYAL S22 QIS A

¢ 9looHEOR OBt 7tx T IS QI8H 9jof E4 1L WEHOI it is ~ that ZETE ALE <HOIZO|AE CHA|Z o|O|Q]
FHI7E OB QN X| = B0 FUTH o|0] 7= J At Ar2|a X}t g

@ ‘MX’ 2= BAIO|E first O HHEO 2 ZQSHH 31




6. Song of the Sword &5 £H (3-1)

Al ST T
1. Lt= Mol Mojo] 248 & £ Qfln X It LY Xojo| Eaat 7/l & | | could not fathom the source of #e enemy’s rancor, and the
2 Q12 Zio|9ict enemy had no way of knowi the quivering depths ofmy own ran
cor.
AL% UX|Z8h= A 0|7t HiCh Z7hES| IHIHGHO LE X2 Ltof| 7= X o|0to| | The sea was taut, swollen with a rancor that neither side could
i o hope to penetrate. But that was all | had for the time being—no fl
2. L= Ab7|2 HE2EX| QFOFCH

=
Z00 xuika YABCE

of O WSS Tt ZOik  Myol 2x2 HIANY & QU7 B Ao Lte
L} XtAlQ| mmt 7 |a_1| zjx_ I 3 Aloict,

8

| longed to drown in my own bottomless torpor, where all that mu
st killed h n killed and the world had become a world

in and of itself.

3, The battle line slipped into chaos,
It was no longer possible to dlstmgulsh the Iront from the rear.
Our forces were unable to
Marshal Governor Kwon Ryul would have been well aware of the
dilemma,
Only impossibilities were clear,
spread down
Zi%t StAISE 2040 Jpxt D UBH ZT00 2 010kat LHEO| TR LEZFCH the coastline and across the land.
4, W7t Mg o17d 4 Qe Z7ASQ HojA| Q2740[9in, XOo| LtE 0|7 4 [ In battle, the enemy would hold the key to my victory, and for the

ol AAEL Ltoj|#| 9J-270[gjct

oIxI JHH o[z, Lt = upapr)

27 glojgict Blojctr Mt

enemy, the key would lie in my two hands. That had been my beli
ef since the declaration of war in the year Imjin,

suffocated me.




6. Song of the Sword &% FH (3-2)
7tE XIXMO| ZQI1 SMH & ORA|D| ST =%t ALE 0} MX|S F1HES | Family members and kindred spirits e two
AEM 12 SEVAET IE2 8% AHES 23 AHE0| BE2| | those who drank and celebr with them, Ihosm
B2 otA H|O{X| 7L} AL exchanged letters with them, those who defended them,
and those who criticized their accusers had all been taken
away and slashed or crushed
OHQUOH QY ZtotL|of GOl A[H|S0| A|ZE HtO ZL7ICE AIHZ 29% | For days on , corpses were wrapped in straw mats and

ASE LA HojFiCt,

gh one of thecity’s gates reserved for the
buried the corpses were brought in and

executed in turn,

710 2hQ HEX| QFLC} A phantom cannot be pierced.

174 H|OX|X| Qf=Ct A phantom swallows the sword,

olC|E EZS{OF SL=X| EXLO Teayct Where was | to aim?The target seemed to sway.

Hi2to 7| £9ofo| Zojchct The wind whirled about with n irection

D}ALS 79| QEX| QFOFCE, My arrows could not find their target,

Ol = QX A AKIOf|A] L2 Qtrt, As the sky grew dark, | retreated from the archery field, the
X0 H|of 9jojct target left unscathed

Lhe 0] Zteigld, oj20| 2 AL,

701 g3t BMZO| ZTte S Lt

| pitied the king,and at the same time, | feared him,

In my experience, pity and fear weretwo sides of the same
coin.

The king had used the might of his most powerful subjects
to destroy other equally powerful subjects,




6. Song of the Sword 5% %H (4)

B AL

' QUo: xpoo| T2 XC| M otL|at SOl o{¥|o| HiEOM QL T2 xC| YA
Rt4 AR Q 2|E0| GiAM otL|at x1t1| Sxfo] £ 740| DHQ WHE  ORX|3f BLXEO| QI ~ QICt L [HZE Bof oj0] 74X
Bl R Choj Hhgol 2 XL, Lr°1 *JEA', BH HE 34 2HE Q% 252
KR 2xto| fathom, rancor 52 AN AL 7hsBt Chojof| b8 °|n|7r 049 70of Bt QlI7te| Z) nk|E B EY
Ho|| CHSiM = EAL HEE =+a|o}°1 ZOIZ HCh 1 297 70X Q4SS E2{Lfof FoIZo| MY 22 S 2ot

UE0 “daat Zo|” AL, YALR o|ROo{Xl BB “quivering depths" +Al0]1 A2 2 ranco
“Xojat 9l StLHE QIC” B S 74Vt Aol &S AW — A& 8 OX|Arancor & HiA|

2 A3l — ZHATH ME (S E7) — £ 52 /XI5 Qo YEat 72 SU% SHE 14

SR BX 2M™G QHRO|| HiX|SE0] £OI20| M2 MEHE Cf FR5IH| CHEQE TAHAL HoME AR
‘ATO| ZRAL| — CHO{R EB| “AAR” 2 in jtself o} of itself & B FHXO R ALQSI0] ‘A’ ZREXCIE 1Y
4t AbE|

UE: HIEEIE FU SAH LETHY FY OlRE

ol 2t HHX — key to my victory, E=lie in my two handsE A28 S2[H2 SAHX| 7| 6= H|Q &
HhE HHX|2 o|Ojo| At gl OpX|et 2X LAY EWZ(should | say that~) AlgL2 7=

581 Al

QIS HHE YO R Ol £ 7F “HO{X| L OMX|CE QF 7t
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[MatA] Bio] BHIAE O] BMM of2|Lt MK B{e] AXo|| ofgA M2 & QIS X it Q1 e

39| 99|

2|50 A% 0|2 F M Eot ohx Y AE HA ZAMO| Ao O|RAXIX] 2 Yol AE

HEL HAZ BLO| CHEH A= 2 Ol 24

2

23 HAES EfM HY: mlaLo] WYS Mol Thaot o] FHX M Thg/dol otLi2t & AtoollA] BHEH X|
ZFHIdel o7 (glissment)Ql HIQJO|2ZtE AML S AFO & ol Mut X H{0i(3}17]) AKX, O AXO 2 HiAME|l AuLs
CHOE XISt A 2 Ao #ME 5ol 2152 AlRhE N83t A MM 7teidol 32U !-t°|
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MY &+ Qle HAUSI|o) AXat o] 5 SN 4+ 9l O|ZN AR LR

gt3o] EXt7t 23 RE-S Lt L ZE ST 2F0| Xt Al BAYS| L & QEE SH HY

iAo o A[Tto| 2ot HIAE I} XLl ELAof CHYE Bio] AXo| SHAl 0|20 & 4 Ql87io= 7|rf
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Forgetting all the pains of
giving birth,
Mother raises us,
cares for us day and night.
She comforts us sacrificing
and devoting her life.
Under the sky, which love is
greater than a mother’s love?
Mother’s love is
boundless and forever.
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Mother of love /
My merciful mother /
| did not know your undying love /
| was slow to understand how wide and long /
and high and deep is your love /
You showed me the right way things should be done /
Now | desire to know your love /
Never ending holy love /
I'd like to give you what you gave /

I'd like to give you what you gave to me /
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/ did not know your undying love -

Never ending - - - - holy love
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| did not know & ! your undying love -

I'd like to giveyou & ¥ whatyouga - ve -
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You showed me the right way things¥ should be done -
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Waxing Visible on Korean Film

What are the key invisibles non-
Korean speakers are faced with
when viewing Korean films?

What difficulties does this present?
How many of you questioned the

translation in the subtitle, or found it
difficult to make sense of?
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You're from North Korea, huh?
Then wave theirs. Hmm?
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[Gi-hun humming]
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Interactivity and Crowd Sourcing in Our Final 3 Talks

For our remaining three talks we want to demystify the.invisibility in Squid
Game that you want to know about. ' So, we are making these talks
Interactive = crowd sourcing our content from your questions and interests.
Please drop us a line and tell us what you would like to know more about.
We will then select questions and subjects to explore at the next talk!

TalkingLearningKorea@gmail.com



Where to Find out More...

For the latest on from Oxford University
Korean Studies talks and events, and regular
updates on the Korean Wave, please follow
us on Twitter: twitter.com/KinConversatio

East Aswan 1

UNDERSTANDING KOREAN
FILM

A CROSS-CULTURAL PERSPECTIVE

And, for those of you who want to find out
more about translating Korean media, our
book Understanding Korean Film: A Cross-
Cultural Aoproach will be released this ¥ )isa 2@
November. =gt WYL I D

Jieun Kiaer and Loli Kim



