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Abstract. The visual nature of modern culture actualizes interest in the ethnic cultures of
antiquity, including the historical costume. At the mass level, this is manifested in museum
expositions, in the popularity of fiction. In practice, the costume should be considered as a
sociocode that captures certain characteristics of a particular culture and, at the same time,
is an intermediary among the cultures of different chronological periods, carrying out
communication, transmission and assimilation of certain information that is significant for
this culture. The analysis of the sociocultural codes of the traditional Chinese costume is of
interest to researchers from the point of view of a deeper understanding of the Chinese thought
about tradition - the idea of internal continuity of externally disparate phenomena, allows
us to identify the fundamental ideological prerequisites of previous historical eras and their
manifestations in the essential features of modern culture, to trace the interaction of traditional
and innovative. In this regard, in this article we analyze the translations of the famous Chinese
novel The Plum in the Golden Vase (4t Jin Ping Méi), which contains a huge number of
items of clothing, in particular, women’s traditional costume. The narrative delves into themes
of desire, morality, social status, and the intricate dynamics of relationships. It provides a
detailed culture portrayal of the society, and lifestyle of the time, while also commenting on the
hypocrisy and moral decay of the era

The study provided a comparative analysis of translations by Edgerton and David Tod Roy.
The importance of historical materials, cultural relics and ancient paintings to the translation
of costumes is explored.
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Introduction. Clothing culture represents the most prominent and vibrant aspect of the
comprehensive traditional culture of various ethnic groups. From clothing, one can catch a
glimpse of the essence of ethnic culture, be it passionate, elegant, or reserved. Therefore, clothing
culture holds a pivotal position in cultural exchange and dissemination. Thus, the ability of
translation, which constructs cultural bridges and promotes cultural communication, to present
the true essence of clothing culture to readers becomes of paramount importance. This paper
will utilize a cultural translation perspective to examine the translation of clothing culture in the
versions translated by Edgerton and David Tod Roy. We will explore the translation strategies
employed by these two translators when translating clothing, with the aim of providing more
insights and strength to the field of clothing translation.
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Cultural Translation Perspective. In 1990, Bassnett introduced the “cultural turn” in translation
studies, suggesting that contemporary translation research was transitioning from a formalist
stage to one that considered context, history, and broader issues [1, 282]. Before presenting
the cultural translation perspective, Bassnett analyzed the cultural origins of colonialism. She
pointed out that colonialism was based on the concept of a superior culture dominating an
inferior one. Furthermore, by analyzing the source text and the translated text, she discovered
that the source text was always considered superior to its «copy». Therefore, she concluded
that translations were destined to occupy a disadvantaged position. Bassnett believed that the
“in-between” was the forefront of translation and renegotiation, representing an intermediate
space bearing the weight of cultural meaning [2, 6]. Translation studies raised questions about
what happens when a text moves from the source culture to the target culture. Translation is the
essence of cultural exchange, a dynamic act of language [2,6]. Two different languages and two
different cultures require translators to coordinate appropriately to achieve the goal of cultural
dissemination. Bassnett’s cultural translation perspective posits that while language translation is
secondary, cultural translation takes precedence. Translating a text involves not only translating
the language within the text but also translating the culture behind the language. In «Jin Ping
Mei» (The Plum in the Golden Vase), there are descriptions of clothing and the shadow of
culture everywhere, making it essential to emphasize the cultural connotations when translating
this text. While focusing on culture, attention must also be paid to the authenticity of clothing
translation. A thorough and apt description is necessary to better convey the cultural nuances.

Literature review. The lexico-semantic group “Clothing,” possessing a unique set of distinct
linguistic and extralinguistic properties, plays a special role in the functioning of society over the
course of many centuries. Simultaneously serving as a product of industrial production and mass
consumption, clothing has been evolving both technically and artistically since ancient times,
resulting in a diversity of styles, models, and types within this sphere. Special theoretical works
by linguists such as Roland Barthes, Umberto Eco, Elizabeth Wilson, Joanne Eicher, Malcolm
Barnard, V.V. Bankevich, I.V. Builenko, Yu.A. Gvozdarov, P.N. Denisov, G.M. Ermolenko, Yu.V.
Kazarin, D.N. Kozelskaya, O.V. Koltsova, E.S. Kornakova, L.P. Krysin, E.V. Kuznetsova, N.V.
Kulakova, D.T. Lipatov and others, are dedicated to the study of the lexico-semantic group as a
system of units [3, 112].

«The Plum in the Golden Vase» («&/ffitff») also known as «Jin Ping Mei» («& i1 15») is
considered one of the Four Great Classical Novels of Chinese literature. It was the first long prose
novel written by an independent Chinese author and is renowned for its detailed descriptions
of clothing and attire. The clothing depicted in «Jin Ping Mei» conforms to the Ming Dynasty’s
Hanfu system, and the novel’s extensive and meticulous descriptions of clothing have made it a
valuable resource for researchers studying Ming Dynasty attire.

Many books about Ming Dynasty clothing, such as «Da Ming Yi Guan Tu Zhi» (K47 &
&) by the author known as «Xie Fang Zhu Ren» «Wu Se: Jin Ping Mei Du ‘Wu'’ Ji» ()ta: &
M “#)” id) and «She Hua Zhi Se—Song Yuan Ming Jin Yin Qi Yan Jiw» (FHZ 64— Ko
WG4 %1 9T) by Yang Zhi Shui, extensively reference and cite passages from «Jin Ping Mei» as
references and examples. This illustrates the significant influence of «Jin Ping Mei» on clothing
research.

The clothing of the late Ming Dynasty was characterized by a peak in fashion, especially
in the richly colored attire worn by women. Therefore, it is believed that the descriptions of
clothing in «Jin Ping Mei» are essential not only for researchers but also for translators interested
in conveying Chinese culture, particularly its clothing culture, to Western readers.

In summary, the descriptions of clothing in «Jin Ping Mei» have a significant impact on the
field of clothing research, and they also play a crucial role in translating and introducing Chinese
culture, especially its clothing culture, to a Western audience.

Materials and Methods. The study of «The Plum in the Golden Vase» involves various
materials and methods to analyze and understand this classic Chinese novel. Here are some
common materials and methods used in the study of this work. Materials: 1) The Text Itself: The
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primary material is the text of “The Plum in the Golden Vase.” Researchers and scholars analyze
the novel in its original language, typically Classical Chinese, to understand its linguistic and
literary characteristics. 2) Translations: Translations of the novel into various languages provide
access to a broader audience and allow for comparative analysis of different versions. 3) Historical
and Literary References: Researchers often consult historical documents, literary references, and
commentaries to understand the cultural and historical context in which the novel was written.
4)Critical Editions: Critical editions of the novel with annotations, footnotes, and explanations
provide valuable insights into the text.

Methods: 1)Literary Analysis: Scholars use literary analysis to examine the novel’s themes,
narrative structure, characters, and symbolism. They explore how the text fits within the
broader context of Chinese literature. 2) Cultural and Historical Analysis: This method involves
investigating the historical and cultural background of the Ming Dynasty, the period in which
the novel is set. Researchers analyze how the novel reflects the social norms, values, and practices
of that era. 3) Comparative Analysis: Researchers may compare different translations of the
novel to identify variations in interpretation and translation choices. 4) Sociolinguistic Analysis:
Sociolinguistic methods can be used to study the language and dialects used in the novel, as
well as how they reflect the social and regional backgrounds of the characters. 5) Feminist and
Gender Studies: Some scholars employ feminist and gender studies approaches to analyze the
portrayal of women and gender roles in the novel. 6) Reception Studies: This method involves
studying how the novel has been received and interpreted over time, both in China and beyond.
Researchers examine adaptations, commentaries, and critiques of the work. 7) Translation
Studies: Researchers in this field focus on the challenges and strategies involved in translating
“The Plum in the Golden Vase” into other languages. They explore how cultural and linguistic
nuances are conveyed in translation.

The combination of these materials and methods allows scholars to gain a comprehensive
understanding of “The Plum in the Golden Vase,” its cultural significance, and its enduring
impact on literature and scholarship.

Results and Discussion. Translation Strategies for Female Clothing in the Cultural Translation
Perspective in «Jin Ping Mei».

Strategy is the external manifestation of text manipulation and is a relevant operation that
translators use to construct the ideal relationship between the translated text and the original
text during the translation process. One of the criteria for evaluating strategies is to look at the
goals of the strategy [4,86]. The main viewpoint of the cultural translation perspective is that
translators must translate the culture beneath the language. Therefore, the goal of translation
strategies in this section is to examine whether two translators can faithfully present the culture
of female clothing to the target language readers. Clothing translation involves specific issues,
so a «local strategy» (AT 5H%) needs to be adopted to deal with localized clothing terms.
Furthermore, syntactic, semantic, and pragmatic strategies may overlap to some extent, and
different strategies often coexist. Therefore, this section will explore the different combinations
of strategies used by two translators in translating clothing in terms of color, patterns, and styles
without deliberately dividing them into distinct strategy categories.

Chinese Colors.

In Chinese literature, a wide array of colors is used, often derived from single colors, such
as green, which includes shades like light green, willow green, moss green, porcelain green,
autumn fragrant green, and cascading fountain green. The distinctive feature of these words is
that they make language expressions vivid and can depict various shades of color, which basic
color words may find challenging to convey, significantly enriching the lexicon of colors [5, 721].
Chinese colors not only have a diverse spectrum but also have unique names. Translators not
only need to have a keen sensitivity to colors but also need to find suitable English adjectives to
present the vibrant and colorful hues to readers, achieving the goal of cultural communication.

(1) Derivative colors of red

In «Jin Ping Mei», red can be considered the star color. The author has not conducted a
complete count, but there are as many as 300 references to red clothing, most of which are in
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shades of deep red. Additionally, there are mentions of derivative shades like peach red and

silver red.
Table 1. Derivative colors of red ( £L {74 1)
No Original text translation by Edgerton translation by David Tod Roy
1 AR EE) dark red peach red
2 HRALEEH () red pink
3 | KRtk L (+H1mD) red scarlet

These colors are primarily based on the red color palette (see Table 1), but they vary in
terms of brightness, darkness, and secondary tones. Looking vertically, Edgerton’s translation
is simple and rough, often resorting to synonyms and a literal translation strategy, broadly
translating silver-red as «red», thus losing the nuances and diversity of colors. On the other
hand, Rui Xiaowei’s translation is more precise, employing similar strategies as Edgerton, but
not necessarily accurate in every instance. «Peach red» is a color that is distinctly Chinese in
character. In a poem by Cui Hu, he wrote, «The beauty of a person’s face and the peach blossoms
complement each other in red». This verse vividly describes the beauty of women and the
peach blossoms shining together. «Peach red» refers to the soft pink color of peach blossoms,
representing a lively shade. Edgerton’s translation of «dark red» is completely off the mark, and
I speculate that he intended to use a literal translation strategy but misunderstood the color of
«peach», resulting in a translation error. Similarly, Rui’s «peach red» is also a literal translation
strategy, but it reflects the color of ripe peaches, which is far from the delicate and fresh pink of
peach blossoms. The primary color of peach blossoms is indeed red, but it leans more towards
pink rather than red. Therefore, translating «#kZl» as «peach blossom pink» would be more
appropriate.

According to the «Chinese Dictionary» «f4[» (yinhong) is a color achieved by mixing silver
vermilion into pink pigment, giving this color a metallic luster. In comparison to the gentle
warm-toned «#kZL» (peach blossom pink), «#R4L» is cooler, representing a cold shade of pink.
Edgerton translates this cool pink as a higher-level term «pink», while Rui Xiaowei translates
it as an even higher-level term «red», both of which are somewhat misleading. Therefore, « 2 »
should still be translated as “pink.” To convey the coolness of «RZ[», it can be directly translated
as «silver pink». When readers encounter this phrase, they will intuitively perceive a metallic,
cool pink color.

«RAfE» refers to a bright and vibrant red color, symbolizing celebration, liveliness, and
auspiciousness, often referred to as «Chinese red». Rui Xiaowei’s translation of «scarlet» is a
synonym for «K4[», conveying the idea of a deep red color but with a somewhat negative
connotation. Edgerton’s translation, on the other hand, is a broad and less nuanced «red».

The term « K4[» is more suitable for modification with a positive adjective. I believe it
can be translated as «bright red», conveying a positive and culturally rich connotation. This
choice emphasizes the brightness and positivity associated with the color, reflecting its cultural
significance.

Table 2. Derivative colors of yellow ( ¥ 4 fi74E )

No Original text translation by Edgerton translation by David Tod
Roy
1 L e e 1)) soft yellow soft yellow
2 R BAR T (T toN[ED goose-yellow gosling-yellow
3 | HetdE& TRt dark yellow gosling-yellow
Ry e W El))
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In this section, we have selected some color words related to yellow (Table 2), and it can
be seen that both translators have made variations in their translations, which require careful
consideration. Edgerton and Rui Xiaowei coincidentally translated «¥{(¥» as «soft yellow»,
which is both a literal translation strategy and a figurative metaphorical transformation that
retains the original meaning. On the one hand, according to the Merriam-Webster Advanced
Learner’s English-Chinese Dictionary, «soft» can describe softness in terms of sound, light, and
color. Furthermore, the example «soft pink» is translated as «F#; f», which is a direct translation.
On the other hand, «##» can also be understood as «ZZ#i», both of which describe gentle and
non-glaring colors, making it a metaphorical transformation. For this term, both translations are
quite appropriate.

Regarding the translation of «#§3%», it appears that both translators have used similar terms,
but «goose» and «gosling» are completely different. «Goose» refers to an adult goose with snow-
white feathers, while «gosling» refers to a young goose with a tender yellow hue. Edgerton’s
choice of «goose» as the primary color is not yellow; only the beak of the goose is yellow. This
needs to be specifically mentioned; otherwise, it becomes an incorrect use of a synonym strategy.
Therefore, Edgerton’s translation is not as accurate as Rui Xiaowei’s.

As seen in both «# 3> in this context and «#k4L» in the previous paragraph, vocabulary used
to describe colors based on natural objects can vary depending on their growth characteristics.For
the translation of the last term, historical records indicate that in «37 N Hffj 3 », it is stated, «
FI{L 1% &> (pale yellowish-white is called « % £r»). Edgerton’s «dark red» deviates completely
from the original, while Rui Xiaowei again uses a synonym, «#§%%». Although both «##» and «
#+» represent pale yellowish colors, «#55%» leans toward a highly saturated yellow with a hint
of red, whereas «Z ¢ » does not have a red tone mixed in. Therefore, «%% #» should be translated
as a slightly yellowish-white. I believe «yellowish-white» would be more appropriate.

S 40Ff Traditional patterns.

In addition to the intricate traditional Chinese colors, the ancient and highly skilled weaving
techniques have produced a dazzling array of patterns and designs that captivate the senses.
Chinese traditional patterns, shaped by thousands of years of cultural history, have developed
into graphic decorations with unique cultural characteristics and ethnic symbols [6, 65]. From
the patterns on clothing, one can accurately distinguish Chinese culture from other cultures.
For example, the representation of the fabric pattern «¥#fif» (sea waves) in China and Japan
is completely different. Accurately translating these patterns is of great significance for the
transmission of culture.

(1) SRS Fabric pattern.

«ZAPIII RS0 refers to the patterns woven directly into the fabric along with the fabric itself
on a loom. In the 68th chapter, the «/H J. K [AIZHi X #5#K ) L» mentions «[7]£0» (diapered pattern),
also known as «[H]“740» (Chinese key pattern). It's a pattern referred to as « & 51 AW k» in Chinese
folk culture, symbolizing prosperity and good fortune, and it has been passed down through the
ages. When translating patterns like this, translators should use an expansion strategy to convey
the cultural connotations of the phrase «[8|ZUffi». Therefore, the translated text should be more
extensive than the original. Edgerton translates it as «figured satin», which only reflects a type
of satin relative to plain satin and does not convey the meaning of «[alZ(» (diapered pattern).
It's a more general term. Rui Xiaowei changes the linguistic units, turning the original phrase
into a sentence in the translation, which enhances readability. However, “diapered border”
does not capture the meaning of « & 5t A Wisk» (prosperity without interruption). Furthermore,
Rui Xiaowei misinterprets «[HZU» by incorrect punctuation. «JH B K [FIZUEX 4K ) L» can be
broken down into three parts: «{HHk» (color of the fabric), «[HI4f» (pattern of the fabric),
and «XJ#HK)L» (style of the garment). Therefore, «[HI4(4f» should refer to the entire garment
made of this fabric, not just the diapered border of the clothing. In my opinion, a more suitable
translation might be «satin with a continuous diapered pattern» as it better conveys the cultural
significance represented by the «[5|40» pattern.

() 4440k Sewn-on patterns.
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«HELLLUFE» refers to patterns that are sewn or embroidered onto fabric after it has been
woven. In the 40th chapter, there is a mention of «Ji & ol fb#h T HhEH F 4K JL», where «fb
F» (mandarin square) is described. Mandarin square refers to a piece of fabric with a specific
pattern, often worn on the front and back of traditional Chinese garments. Garments with
mandarin squares are known as «#Mt» (mandarin square garments). In the early Ming Dynasty,
only officials were allowed to wear mandarin square garments, but by the late Ming period, this
practice became more widespread, and even commoners could wear them if they could afford
it. The mandarin squares of the Ming Dynasty were typically square-shaped and could either
be separately sewn onto the garment or directly woven and embroidered onto it. Here, we are
discussing the separately sewn variety.

Edgerton translates «fhf» as «stomacher». However, the term «stomacher» typically refers
to a triangular piece of fabric worn in the front of a woman’s gown, which is not the same as a «
#hF». This interpretation by Edgerton is inaccurate.

Rui Xiaowei translates «fMf-» as «mandarin square», which is a very appropriate translation.
It demonstrates a deep understanding of traditional Chinese clothing and reflects the cultural
significance of «fhf» accurately.

PUIRIE I Han Chinese clothing style.

In «B555%», it is mentioned: «Having proper manners at home establishes a hierarchy
among the young and old, and when the family and the court observe proper etiquette, it
distinguishes rank and maintains equality». At the beginning of his rule, Zhu Yuanzhang
established strict etiquette and ritual systems. In «&FHK/AEIE U, it is stated: «The beauty of
attire with embellishments is called «*£», and the greatness of etiquette is why it is called «&».
[10] The ritual and etiquette systems include clothing regulations. While different clothing may
have variations in fabric patterns, length, and thickness, their styles remain largely consistent.
Although there was a trend of extravagance in the late Ming period, the basic structure of Ming
Dynasty clothing did not undergo significant changes. Therefore, in «&Jfitff» (The Plum in the
Golden Vase), many descriptions of clothing are familiar, such as the «ttH!» (bi jia) category,
which includes descriptions like « 2P H» (blue gauze bi jia), « =45 HLH» (cloud silk bi jia), «
AL » (silver-red bi jia), «tafe4k 1 ELH» (embroidered satin bi jia), and « KZL3 4> Lk F»
(bright red with gold bi jia). The style remains constant, with variations only in fabric and patterns.
Therefore, for the translation of such clothing descriptions, it should be done meticulously, with
the translator understanding the clothing’s form and providing accurate descriptions to allow
readers to empathize.

(1) E¥¥Knee-length pants.

The term «MZ{EEH%» can be accurately translated as «embroidered knee-length leggings»
in English. This translation conveys both the decorative aspect and the length of these leggings,
which extend to the knee and are distinct from full-length trousers. In the seventy-fourth chapter,
Ximen Qing quickly found another set, including a jade-covered satin jacket, a yellow cotton silk
skirt, a blue Lushan silk cotton trousers, and a pair of embroidered knee-length leggings for her
[3,115]. From this, it can be seen that in Ming-era Chinese clothing, trousers and knee-length
leggings are two entirely different styles. While Ruixiaowei used an extended strategy to explain
the original text, the term «leggings» lacks the depth and cultural connotation that «/Z#%» holds.
Leggings typically refer to tight-fitting leg coverings, which were rarely seen in ancient Chinese
clothing. Chinese attire reflects a rich and diverse cultural heritage, and it’s essential to convey
the nuances accurately. In addition, his choice of «ankle leggings» shortens the length of the
knee-length leggings. Therefore, translating it as «loose knee-to-ankle leggings» provides a more
vivid image.

(=) RMiEEPhoenix-beak shoes

Egerton translates this as «her shoes scarlet, designed like a phoenix’s bill», while Ray
translates it as «shoes the points of which were adorned with red phoenixes». In reality, « X1
#» refers to shoes with upturned tips because during the Ming era, when women often bound
their feet, the shape of the foot gradually narrowed from the back to the front, and the tip of the
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big toe would lift up, resembling the beak of a phoenix. Therefore, « X ¥» indicates the shape of
the footwear rather than its decoration.

(=) EMiCrouching rabbit.

In the sixty-eighth chapter, the term « il %» can be translated into English as «sealskin
headstrap». This term refers to a unique accessory from the Ming and Qing dynasties, known as
the «HH£». Ming dynasty women would wear it during winter to keep their foreheads warm
and also for decorating their hair bun [8,22]. The term «EMig» describes the appearance of this
accessory: it resembles a reclining rabbit resting on the forehead. The «klMig» is a long piece of fur
that covers the forehead and has straps to secure it at the back of the head. Therefore, whether
it’s called a cap or a toque, it refers to a head-covering accessory. Both translations, «small white
sealskin cap» and «sealskin toque,» provide a literal translation but do not capture the visual and
functional aspects of the «kb Fa». In my opinion, «headstrap» would be a more descriptive and
fitting translation, as it conveys both the placement and form of the «Fi} ».

Conclusion.

Through an analysis of the clothing translations in the two English versions, it becomes
evident that Rui Xiaowei possesses more profound and extensive translation skills compared to
Edgerton. Rui Xiaowei’s translation demonstrates a better grasp of Chinese traditional attire and
is underpinned by substantial research in historical sources, resulting in a more precise rendering
of female clothing. This accomplishment is quite remarkable for a foreign translator of Chinese
classical literature, emphasizing the importance of consulting relevant historical materials and
providing culturally congruent translations for distinctive Chinese clothing terminology. Such
efforts enable readers in the target language to gain insights into foreign cultures through their
reading experience, particularly in works like «The Plum in the Golden Vase», which vividly
depict the social customs of the era. Zhang Huiqin argues that translators have a duty and
responsibility to offer harmonious translations for specific Chinese clothing terms, facilitating
cross-cultural understanding among target language readers [9,35]. Hence, when translating
literary works, it is imperative to consult pertinent historical sources and analyze the societal
context of the time. This approach ensures a more faithful representation of the historical
period for readers in the target language. Furthermore, translators should employ appropriate
translation strategies in different contexts to prevent cultural misrepresentation. However,
conveying a comprehensive understanding of clothing based solely on textual descriptions can
be challenging. Therefore, after translating based on historical sources, incorporating illustrations
in the appendix can be an effective means of visually depicting the clothing described in the
original text. This interdisciplinary approach combines textual and visual elements to present
clothing that faithfully mirrors the text, thereby achieving effective cultural translation and
dissemination.

Contribution of the authors. Nygmanova Dinara - work with literature, analysis and
synthesis of research results. Kuldeyeva Gulnara - analysis and synthesis of research results and
work with manuscript text.

References

1. WRIR. HAREAMEEERIR T (M]. RE: FF RS ARCH:, 2008: 282 p.

2. Bassnett S. Translation Studies. Shanghai Foreign Language Education Press, Shanghai,
2004: 6 p.

3. ZERRFEFEA. HZFGMERIHMN GRiA) . Ak =B, 2011: 112-118 p.

4. Chesterman A. Memes of Translation: The Spread of Ideas in Translation Theory. Revised
Edition, John Benjamins Publishing Company, Amsterdam, 2016: 85-86 p.

5. BRI, WU CURTEAKE BURRITE K LIRS [T, WVTHE RS54, 2008(6):
720-725 p.

i Ne 1(146)/2024 A.H. Tymunes amvindazol EYY Xabapuivicol. PUAOA02US cepusicol
ISSN: 2616-678X, eISSN: 2663-1288



Linguocultural study of women’s costumes in the novel “The plum in the golden vase” by Zhuang Zheng from the...

6. BLEM, SR HEMEGGREEDRG SR B N H——F (P EES SRS B
gt aae. RiBgigiRE, 2022, 50(8): 65-66 p.

7. 2ok Wt Sfitgise <7 ). dbst: PAETE, 2018: 117 bp.

8. M EN. KHKEEEM. Jbnt: bt REEHReE, 2016: 22-29 p.

9. TRELR, RIE. (AEEAR) MSCARIERERRSAR R [J]. T EBIEE, 35(2), 2014: 111-115
p.

10. The Motives and Behavior of Malaysian Chinese Using China’s Social Media, Haoyuan
Yu & Farideh Alizadeh, Rupkatha Journal, Vol. 15, Issue 2, 2023.

References

1. Xie Tianzhen. An Introduction to Contemporary Foreign Translation Theory (Nankai University,
Press Tianjin, 2008, 282 p.).

2. Bassnett S. Translation Studies (Shanghai Foreign Language Education Press, Shanghai, 2004, 6 p.).

3. Lanling Xiaoxiaosheng. New Engraved Critique of the Golden Lotus (Chongzhen Edition) (Joint
Publishing, Hong Kong, 2011: pp. 112-118).

4. Chesterman A. Memes of Translation: The Spread of Ideas in Translation Theory. Revised Edition
(John Benjamins Publishing Company, Amsterdam, 2016, 85-86 p.).

5. Qian Jifang, Gu Xiaoyan. The Ambiguity of Color Nouns and Their Translation Strategies, Journal
of Zhejiang Sci-Tech University, 2008(6): pp. 720-725.

6. Duan Bigeng, Jin Xinyi. The Application of Traditional Chinese Patterns in Modern Textile Design:
A Review of «Integration Study of Traditional Chinese Patterns and Modern Textile Design», Shanghai
Textile Science & Technology, 2022, 50(8): pp. 65-66.

7.Yang Zhishui. «Selection: A Study of the Object in Reading Jin Ping Mei» (Zhonghua Book Company,
Beijing, 2018, p. 117).

8. Master Xie Fang. «Illustrated Record of Ming Dynasty Clothing and Headwear» (Beijing University
Press, Beijing, 2016: pp. 22-29).

9. Zhang Huiqin, Xu Jun. Exploration of English Translation Strategies for Costume Culture in «Dream
of the Red Chamber. Chinese Translation, 35(2), 2014: pp. 111-115.

10. The Motives and Behavior of Malaysian Chinese Using China’s Social Media, Haoyuan Yu &
Farideh Alizadeh, Rupkatha Journal, 2 (15) (2023).

A.K. Heirmanosa, I'’M.KyabaeeBa
A.H. Tymuies amvindazvl Eypasus yammorx ynusepcumemi, Acmana, Kasaxcman

WUxyan UXoHHIH «AATBIH Ba3ajarbl Kapa ©pik» IIbIFapMacbIHAAFbI 9iieajep
KOCTIOMAEePiH MdAeHM ayjapMa TYPFbICbIHAH AMHTBOMdAEHM 3epTTey

Angarnma. Kasipri MageHmeTTiH KopHeKi TaOuraThl €XKeAri STHMKAABIK MdJeHMeTTepre, COHBIH
irmiHge Tapuxm KOCTIOMIe JeTeH KBISBIFYIIBIABIKTBI apTThIpaAbl. Dykapaablk geHreiige Oya mypaskait
DKCIIO3NIIVSIAapbIHAA SKoHe KOpKeM 94e0MeTTiH TaHBIMaAAblABIFEIHAA KepiHeai. Ic >xysiHae KkocTioMm
Geariai 6ip MogeHmeTTiH KaHgalija Oip cumnaTramMadapblH KaOBLAJANTBIH >KoHe COHBIMeH Oipre Geariai
6ip MoaeHueT yIITiH MaHBI3ABI Oeariai 6ip akmapaTTel OailAaHBICTHIPY, Oepy KoHe urepy (PpyHKIVAAAPBIH
OpBIHAAN OTBIPHII, dPTYpAi Tapuxu KedeHAepAiH MaJeHueTTepi apachiHAaAFbl Adeadal 0OABIIT TaObLAaTHIH
COLIMOKO/, peTiHAe KapacThIPhLAYbI KepekK. JocTypai KbITall KOCTIOMiHIH 94eyMeTTiK-MaAeHM KOATapblH
Taajay 3epTreyllidep YILIiH A9CTYP TypaAbl KLITAMABIK OMABI - CLIPTKBI 9p TYpAi KyObLABICTapABIH iIlIKi
Y3AIKCi3Airi MAeSCHIH TepeHipeK TYCiHy TYPFBICHIHAH KBISBIFYIIBLABIK TyAbIpaabl. Bya aaabiHFb Tapuxu
Adyipaepain ipreai MAOAOTUAABIK aAFBIIAPTTapLIH JKoHe OJapAblH Kasipri MoAeHMeTTiH MaHbI3AbI
Gearisepinjeri kepiHicTepiH aHBIKTay¥a, COHAal-aK AdCTYpPAi >KoHe MHHOBAIVIABIK ©3apa dpeKeTTecyAi
Haxplaayra MyMKiHAiK 6epeai. Ocpiran 6aiiaaHBICTEI, MaKadaja 6i3 o¥iriai KbITallAbIK «AATBHIH Ke3eeTi Kapa
opik» (K 4 Jin Ping Méi) poMaHBIHBIH ayAapMaAapblH TalAaAblK. ATall aliTKaHAd alieadepAil 4acTypAai
KOCTIOMAEpiHiH epeKIleAiriH KapacTelpblaadbl. 3epTTeyde aJaMIeplliliK, s4eyMeTTiK MapTeOe >KoHe
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KapBIM-KaTbIHACTBIH KYpJeAai 4MHaMMKachl TaKbIPBIIITaphl, COA Ke3Jeri KOFaM MeH eMip CaAThl, COHBIMeH
KaTap A9yipA4iH eKixXXy34iairi MeH MOpaabAbIK KYAABIpaysl Maceleci Ko3Falalbl. 3epTreyle DATePTOH MeH
Aoy Toga Poit aysapMaaapbIHbIH CaabICTBIPMaAbl TaaAaybl yCbiHbIAaABL. Coa Aoyipaeri KiM aTayapbiH
ayJapy YIIiH TapuXu MaTepraijapAblH, MoAeHU apTedaKTilepAin KoHe eXKeAri KapTUHalapAblH MaHbI3bI
TaAAaHaAbl.

TyiiH ce3gep: AMHIBOMdJeHMETTaHy, MdAEHU ayJapMa TY>KbIphIMAaMachl, «AATBIH Ke3eJeri Kapa
OpiK», diieaep KOCTIOMI, KbITall KOCTIOMi, MuH ayaeTi.

A.K. Heirmanosa, I'.J1. Kyabaeesa
Espasuiiciuii nayuonaronviii yrusepcumem umenu A.H. I'ymuresa, Acmana, Kasaxcman

AI/IHTBOKyAbTyPOAOTI/I‘IeCKOE nccaeaoBanye JXXeHCKIMX KOCTIOMOB B ITpOM3BeJeHNN
‘I)KyaH UxoHa «CanBa B 3040TO¥ Ba3e» C Imo3smnumn KyabTypHOTIO ITIepeBOda

AnnOTanyst. BusyaabHas npupoja COBpeMEHHOI KyAbTYPbl aKTyaAU3UPyeT UHTEPEC K DTHUYECKUM
KyAbTYPaM aHTUYHOCTHM, BKAIOYAs MCTOPUYECKUIT KOCTIOM. Ha MaccoBOM ypoOBHE DTO INpOsBASETCI B
My3eITHBIX DKCIIO3UITVSX U MOy ASPHOCTH XyAOXKECTBEHHOI AUTeparypbl. Ha mpakTnke KOCTIOM caeayeTr
paccMaTpmBaTh Kak COLMOKOA, KOTOPBIN yAaBAMBAET OIpeAE]eHHbE XapaKTePUCTUKN KOHKPETHOI
KYABTYPBI 1, B TO XK€ BpeMsl, SIBASETCS TOCPEAHUKOM MEXKAY KyAbTYPaMU PasHbIX UCTOPUYECKUX TIEPUOAOB,
BBITOAHsIs (PyHKITMM KOMMYHUKAIUY, TIEPeAaqn M yCBOEHNS OlpeAeAeHHOl nH(OpMAaIN, 3HAYUMOIL A5
AQHHOIT KyABTYPBL. AHaAM3 COLMOKYABTYPHBIX KOAOB TPAANLIMOHHOTO KIUTAIICKOTO KOCTIOMA IIPEACTABASIeT
UHTEpeC 4451 UCCAeA0BaTeAEl C TOUKU 3PeHNsT 604ee T1yOOKOro OHMMaHMsT KUTAICKO MBICAY O TPaAUITUN
- MAeN BHYTPEHHEN HEeIIPephIBHOCTI BHEIIIHE Pa3HbIX SBAEHNIL, YTO IIO3BOASET BBUIBUTH (pyHAAMEHTaAbHbIE
UAE0A0TUYECKIE TIPEATIOCHLAKY TIPEAIIECTBYIONIMX UCTOPUYECKMX DIIOX M UX ITPOSIBAEHIS B CyIIIECTBEHHBIX
JgepTax COBPEMEHHOI KyAbTYPbl, a TAKXKe OTCAEAUTH B3aUMOAEICTBIE TPaANUIIMOHHOTO U MHHOBAI[MOHHOTO.
B 9TOI1 CBA3M B AQHHOI CTaThe Mbl aHAAUSUPYEM IIePeBOAbI 3HAMEHUTOTO KUTaicKoro pomana «Causa B
3oaotoit Baze» (M Jin Ping Méi), KOTOPBIT COAEP>KUT OrPOMHOE KOAMYECTBO IIPEAMETOB OAEXKADL,
B YaCTHOCTM, >KEHCKUX TPaAMIIMOHHBIX KOCTIOMOB. VIccaea0BaHMe 3aTparnBaer TeMBbI SKEAaHVs, MOPaar,
COLIAaABHOIO CTAaTyca U CAOXKHOI AMHAMMKU OTHOIIeHuI. OHO IIpesocTaBAsieT OAPODHOE KYABTYPHOE
omycaHue obIiecTsa 1 0dpasa SKU3HU TOTO BPEMEHH, a TakKe KOMMEHTUPYeT AUlieMepue I MOpaAbHBIIT
YTIaA0K DITOX.

B mccaeaoBaHNM TIpeACTaBAEH CPAaBHUTEABHBIN aHAAU3 1epeBoaoB Daxeprona n Assuaa Toa Post.
AHaaAM3MpyeTcst 3HaYeHNe MCTOPUIECKUX MaTepualoB, KyAbTyPHbBIX apTeakToB U APEBHUX KapTUH A5
IiepeBo/a HaMEeHOBaHUIT OAEKABI TOM DIIOXM.

KaioueBbie ca0Ba: AMHIBOKYABTYPOAOINsI, KOHLEIIVSI KYABTYpPHOTO IepeBoda, «CavuBa B 3040TOI
Baze», JKeHCKIe KOCTIOMBI, KUTacKMil KocTioM, dunactis Mum.
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