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[ Abstract] Cultural vacancy refers to the phenomenon that
some cultural information exists in one culture but we cannot
find the corresponding expression in the language of another
culture, which has become the biggest problem and obstacle in
cross-cultural communication, thus making up for “cultural
vacancy” is important for the successful cross-cultural
communication. This paper intends to take the translation practice
of Peking Opera: One of the Glowing Pearls of Oriental Arts
as an example, analyzing the cultural vacancy phenomenon
and translation compensation strategies adopted with a view to
making the translation of Peking Opera more appropriate for the
purpose of cross-cultural communication.
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B
represents boating, and a whip represents riding horse. While

A city gate represents the whole city, an oar

they show the time, place, and scene mainly depend on the
performance on the stage.

PE
signifies boating, and a whip evokes riding horse. While

A city gate represents the whole city, an oar

they show the time, place, and scene mainly depend on the
performance on the stage not only the props.
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“sheng(actor)” , “dan (actress)” , “jing (actor with a colorful

The actors are divided into four categories:

face)” , “chou (actor with an ugly face)” .
P

categories: sheng (male roles), dan (female roles), jing (male roles

Actors and actresses are divided into four

with facial paintings) and chou (clowns).
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basic forms of performance: “chang(singing)” , “nian(spoken

On the stage, Peking Opera actors mainly use four

part)” , “zuo(face and body shape, and performance)” ,
“da(fighting)” .
PE

performing methods on stage: chang (singing), nian (recitation),

Peking Opera actors mainly use four basic

zuo (facial and body posturing and acting), da (martial arts).
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