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Why Translating Poetry?

— Some Introductory Remarks

Sun Yifeng

This issue of Translation Quarterly includes two articles on poetry
translation by, rather appropriately, two distinguished poet-critic-scholars.
The two articles are singled out in this introductory essay for discussion
because they have made valuable contributions to the perennially difficult
question of translating poetry. It is true that many scholars have made
commendable efforts to grasp and evaluate the magnitude of the seemingly
impossible task of translating poetry, and the even more puzzling nature of
such endeavour. But both Andrew Parkin and Lloyd Haft, writing in a crisp,
unostentatious style, have provided rare insights into emphasizing that the
ostensible goal of translating poetry is to enable the target reader to experience
the reading of the original, which is not just about comprehension but
ultimately, readability by approximating recognizable similarities in a parallel
form in translation.

To state that poetry translation is difficult, if not impossible, aside from
presaging what the end-product may look like, is simply platitudinous. But
fundamental questions that remain unresolved concerning the very nature
of translation are related to none other than poetry translation. Translation
searches for similarities between the two linguistic and cultural systems
involved while trying strenuously to overcome differences. Translation entails
a process to discover a common bridge between two linguistic and cultural
systems. As to fidelity that has caused concern to so many translation scholars
and that is supposed to represent or, if it is in doubt, imperil the true identify

of translation, Parkin argues cogently that fidelity is possible only through
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appropriation, as a result of which the translator is at once faithful and
faithless. Or rather, in order to be faithful to the source text, the translator
has to be faithless, or on occasions appears to be so. In a nutshell, if the
translator wishes to avoid faithlessness, “betrayal” seems to be the only
realistic option or outcome.

Paradoxically, when it comes to poetry translation, it is notably through
betrayal that translation moves towards some point of transcendent realization
of fidelity. Literal translation marked by formal fidelity is often a serious
impediment to the real success of translation, for in the end real betrayal is
likely to befall the original. Sedulous reproduction of a poet’s formal
exactitude may end in disaster. For instance, the tragic, as observed by Parkin,
can turn disastrously into the farcical.! Thus the importance of appropriation
in translation is plain to see, which transcends mere technical concerns such
as equivalence. Even an innocent transference can inflict damage or
destruction to the source text in terms of structural coherence. Since omission
is necessary and loss inevitable in the process of translation, appropriation
must be called for to enable the translator to mediate the gulf between
destruction and redemption, and to compensate for what is irrevocably lost
in such a process.

According to Robert Bly (30), who echoes Walter Benjamin, ideally
the translator of poetry should have written poetry himself. This point has
been repeated by numerous scholars.? Yet this should not be taken for granted.
Benjamin warns that there is a danger in such emphasis, as inaccuracy in
transmitting meaning may occur. And this seems inevitable if a translation
aims to serve its readers (70). His argument is simply this: fidelity to the
original will make translations incomprehensible, but if the needs of the
reader are taken into account, the rendered version will be barely accurate.
The complexity of the matter is that if the original turns out incomprehensible
or unreadable to its readers, how can a translation be expected to care for its
readers? (70) But on the other hand, incomprehension cannot be considered
as a virtue. For the artistically and aesthetically compelling in the original
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will invariably suffer loss if the rendered version is unintelligible.

Moreover, if a translation has turned what is incomprehensible into
something comprehensible, it may ensure the survival of the original or
what it contains, regardless of the form the translation happens to assume.
This is called by Benjamin “afterlife” of the original (71). Literary
appropriations are meant to achieve this. Neither incomprehension nor
unreadability constitutes aesthetic beauty so far as poetry reading is
concermned. The overall texture of poetry has to come out in translation only
if the target language reader can comprehend, through translation, the
wonderfully resonant versions of the original. In other words, the richness
of reading should not be diluted.

Much of Haft’s article is deeply honest and original. He examines the
issues of form, structure and power of expression, which underlie the debate
about poetry translation, from the perspectives of a well established poet
and a scholar of modern and contemporary Chinese literature. Again,
according to Benjamin, if a translation merely concentrates on, or is only
able to deal with, the transference of information, it is a bad one because
information is “something inessential” (69). Fully recognizing the function
of form in poetry translation, Haft compares different ways to translate
Chinese poetry into English, and investigates how to optimally (though not
necessarily maximally) represent the original form, or reinvent a form to
accommodate the meaning contained in the original. He demonstrates that
the process of signification is related to the sensible representation of the
original form. Chinese poetic features are often resistant to English
translation, yet since the line lengths and thymes of classical Chinese poetry
are important, not only aesthetically but also semantically, they must not be
trivialized in translation. Nonetheless, excessive preoccupations with forms,
such as rhymes, tend to make unreliable translations. Therefore, attention is
drawn to the fact that such rhymes can eventually overwhelm the semantic
relationship between words, thereby resulting in nonsense rhymes.

Plainly, poetry needs to be translated into a poetic language — the most
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elusive and problematic part of poetry translation, but essential to the survival
of the original as a poem. It is certainly a significant challenge to the translator.
The immediate question is: How can many of the nuances of the original
poem be brought out? The translator must first of all be an astute reader,
sensitive to the nuances of language and style, alert to cultural differences
and connections, and capable of virtuoso appropriation concerning the
language of translation. Appropriation gives rise to rearrangements,
compressions and elaborations. And translation requires the linguistic skill
and cultural competence of translating the nuances of sensation that play a
pivotal role in writing poetry. It is the task of the translator to reproduce an
infinity of picturesque and touching nuances in the original poem. Meticulous
reconstruction of the original in a poetic form of the target language is
precisely what the translator has committed himself to undertaking. Both of
the articles under discussion have furnished some ingenuous approaches.
In addition, how does translation recreate the sense of spontaneity to
be found in the original? In the first attempt, “flat, prosaic, dumpy” phrases
are acceptable because it is the thrust that matters at this stage (Bly 15). But
the literal version invariably misses something. If the reconstruction of form
is to be attempted at all, some degree of visual representation is necessary.
For this reason, the resemblance between the original and the translation
can be “artificial”. Benjamin asserts that translation is only “a somewhat
provisional way of coming to terms with the foreignness of languages” (75),
which determines the artificial nature of translation language. It is worthwhile
to reiterate that a one-for-one confrontation of lines kills poetry without
question. Translation, as opposed to composition, is not a natural act, or less
so when the two are compared. Due to apparent linguistic and cultural
differences, the language of translation is not a natural but artificial one.
Even so, to establish correspondence between forms is a necessary though
difficult task.
However, according to Benjamin, translation aspiring to “likeness to
the original” is virtually impossible, and as he sees it, if there is an afterlife,

viii
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some kind of transformation is inevitable. If one is prepared to accept the
statement that this likeness is only artificial or “somewhat provincial”, then
it is quite possible to accomplish it. Also, by juxtaposing “transformation”
and “renewal”, he seems to suggest that a renewal is dependent on a
transformation (Benjamin 73). But it should be pointed out that they do not
need to be the same thing. A renewal can be based on continuation, which
may not necessarily be the result of transformation. Transformation is
essentially about appropriation, and at any rate, meaning is bound to change
with the passage of time, whether it is through translation or not. It is
important to note, in this regard, that translation brings a temporal factor
into focus. When a translation is undertaken, since it always comes after the
original, the meaning of the original is no longer exactly the same as it was
when the original was written. Translation is a reminder of the fact that
meaning changes when a new reading takes place, no matter how
imperceptible it may seem at times.

Instead of “likeness”, which is visual and tangible, Benjamin prefers
the word “echo” as in the echo of the original (76). It is meant to “liberate
the language imprisoned in a work in his [the translator’s] re-creation of
that work”. This “pure language” transcends the “barriers of his own
language” (80). But this pure language, though it would be more meaningful
to regard it as a force, cannot be completely separated from form, structure
and mode of expression. The way language, particularly poetic language,
operates is closely linked with three basic elements in poetry, namely form,
structure and expression as posited by Haft, and it is necessary to invoke
some kind of transmutation in order to address the sheer impossibility of
retaining the formal qualities and features of the original. While it is true to
admit that a writer’s distinctive style “may in time wither away...” (Benjamin
73), the translator cannot overlook style on such grounds as if it were not
relevant to translation.

Thus, “force” remains an important concept in translation studies.
Translation itself needs to re-organize shaping forces. Similarly, according

ix
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to Belitt, artificiality is implicit in constructing and giving shape (42). A
shapeless translation creates linguistic and cultural barriers while translation
generally purports to overcome them. It is something very artificial to
appropriate the irreconcilable pluralism of elements resulting from
translation. Such a task is particularly daunting because a translation is
supposed to reproduce the aesthetic enigma of the original, which is
mysteriously characterized by a sense of spontaneity. Due to the constraints
of factors related to language and culture, nothing is fully translatable (Raffel
11), and if appropriation is attempted, omission is bound to occur, let alone
loss. Yet it is necessary to note at this point that overtranslation has nothing
to do with full translation.

Realistically, translation can only aim at approximation, which means
that a piece of literary work can be satisfactorily, though not fully, translated
(Raffel 11). There is still a problem as to how one can say with any certainty
that a particular piece of work has been satisfactorily translated or not. For
instance, some poetic forms do not travel very well particularly into a
language that does not share the same literary history and tradition as in the
case of translation between Chinese and English. Neither semantic nor formal
loss can justify the claim that a given poem has been satisfactorily translated.

The translation either pushes and (over)stretches the form of the target ,

language or simply disregards the form of the source language, since it is
often difficult to find precise syntactical equivalents to match the formal
features of the original. For lack of recognizable formal affinity, translation
becomes transformation so that chaos can be transformed into order,
meaninglessness into meaningfulness, unfamiliarity into familiarity, and
decomposition into restoration. This involves comprehensive manipulation
(appropriation) of all categories of thought and form toward reconstruction.

Haft is not at all arbitrarily selective in his discussions of the classical
Chinese poems in his article. The poems and their translation versions
selected typically present strong challenges to those translators who have
attempted them. He makes meticulous comparative and in-depth study of
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their discrete approaches to poetry translation. Importantly, he points (.)ut
that numerous “structural features”, though not easily detectable, of wI.110h
even the translators are largely unaware, unmistakably exist in trarllslatlons
and they certainly contribute to total effect (Haft 16). By giving primacy to
the ability of translation to generate “structural features” that cc?rrespond to
the original form or point to “formal affinity” between “translations and the
originals” and through artifices that demonstrably work, translators of' poetry
have managed, with varying degrees of success, to represent the poetic form
in the original (Haft 15).

The translation of poetry has a target to hit. And the centre of that
target is to achieve some degree of formal correspondence- betw<?en the source
and target texts while tending to the accuracy of information being conveyefi.
Although translation frequently alters the outward appearance of poems in
such a way that it becomes difficult to imagine how things were before.the
translation was undertaken unless the two texts are compared side by s.1de,
it is of crucial importance that translation aims at formal reconstruction.
Recognition of such necessity and subsequent appropriation of the langlfage
of translation will help to reduce differences and make the translated versions
look, sound and even feel similar to the original. The task involved z}mounts
to translating something strange (foreign) into something familiar — a.n
inevitably different but at the same time broadly equivalent .form ?O that it
may be possible to consummate our great yearning for producing satisfactory

translations of poetry.

Notes

1 A similar point was made by William Jay Smith citing an example of a little
Russian girl at a school in Leningrad in the Soviet times, who recited: “My love is

like a red, red rose” by Robert Burns, which is “most exquisite of Iyrics”. But “she

made it sound like a full-throated incantation bellowed out to troops about to go
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off to battle” (203).

* For instance, Ching-His Peng mentions that “an oft-quoted adage about the
translation of poetry is that it lies in the domain of poets”, and quotes D. S. Carne-
Ross in support of his statement: “only a poet - a poet, possibly, in some way

manque, but still a poet - can translate poetry” (305).
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Literary Appropriation Or Translation?

Andrew Parkin

Abstract

The remarks in this essay are tentative, being based only on personal
and limited experience of the problems, since the writer is not a
professional translator. Some interest may nevertheless be found in the
contacts cited with a number of artists and translators of real distinction.
The essay discusses film adaptation of Shakespeare as a Sorm of cultural
appropriation, finding a common bridge between different cultures,
languages, and artistic forms. The problem of archaism is raised as is
that of musicality in language. The writer emphasises the distinction
between translation and the broader term, appropriation. The distinction
helps with the problem of culturally specific references and allusions.
Translation may betray the precise words in order to be Jaithful to the
spirit of the original text. Translators invent new texts based on originals;
translators rewrite texts. Translation is the exploration of one life’s writing

in terms of another life’s writing. Translation, like language, is at once

Jaithless and faithful.

My involvement with translation, like that of many of us, goes back to
my schooldays, when we had to translate into and out of Latin and French.

After leaving school at eighteen, but before going up to Pembroke College
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Cambridge to read English, I had to do military service. 1 volunteered to
learn Russian in the Royal Air Force. I did this for two years, picking up a
few bits of German when I was stationed in Berlin. Since graduating from
Cambridge, I have taught English and obtained a Ph.D. in the Drama
Department at Bristol University, working on the plays of W.B. Yeats. Indeed,
my professional commitment to teaching English day in and day out means
that I have lost some of my French and a good deal of my Russian and
Latin. From time to time I need to revive these languages for teaching
purposes or for my own research and writing. have never worked as an
interpreter or a literary translator in a professional capacity. I offer the remarks
that follow in a spirit of humility, therefore, and as the record of one amateur’s
use of translation during a career that has made me a poet-critic. I believe
that as a writer I have benefitted from my involvement with translation, my
attempts to translate poetry from French and sometimes from Russian, and
my collaborative collaborations, contacts, or discussions with a number of
distinguished translators. These include Mahmoud Manzalaoui, Frank
Beardow, Yves Bonnefoy, Michael Bullock, Serena Jin, Evangeline Almberg,
Laurence Wong, Simon Chau, Paul Lo, Eva Hung, and G6ran Malmqvist.
In the academic year 1971-72, I met at the First World Shakespeare
Congress in Vancouver the celebrated Soviet film director, Grigory Kozintsev.
He had recently finished making his film version of Shakespeare’s King
Lear. Since he had made the Soviet Hamlet and published a book on the
making of that famous film, translated as Shakespeare, Time and Conscience,
I wondered whether Kozintsev had written anything about the making of
his Lear movie. I had detected the influence of Japanese Noh drama in the
film. He admitted this to me in conversation, telling me he had specifically
gone to Japan to talk with Akira Kurosawa about film adaptation across
genres and cultures. He told me he had published a series of articles on the
making of the Soviet Lear in the journal Iskusstvo Kino. I asked if I could
translate these into English with a friend in the Slavonics department, a
Pasternak enthusiast. Kozintsev agreed, noting that his articles contained
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letters and details of his collaboration with Pasternak, whose translation
into Russian of Shakespeare’s text was the basis of the film script.

It became clear to me from reading Kozintsev’s account of his work
that making the film of a Shakespeare play was not simply a matter of
performance of a translated script with cameras rolling. Kozintsev was
translating the traffic of the stage into cinema, involving several miles of
celluloid. This process demanded a good deal of research, thinking about
cultural differences and similarities, finding the common bridge between
the world of Lear, the world of Shakespeare, and the world of a post-Stalinist
Soviet Union. This common bridge is so to speak the thoroughfare of fidelity
to both the original and the art of the film. We cannot experience King Lear
as Shakespeare’s audience did. We have to appropriate it. Yet we are
appropriating something that is Shakespeare’s not ours. It is at once familiar
and strange. The fidelity is a matter of discovery. Kozintsev discovers things
about Lear that give audiences the experience of revelation: Yes, that’s what
Shakespeare had in mind! The common bridge is the world of the tyrant
with absolute power: Lear, Henry VIII, Stalin. Shakespeare asks what
humanity can remain in a tyrant, or how can a tyrant regain any shred of
human feeling. Kozintsev asks the same question and is fascinated by
Shakespeare’s answer: the tyrant must be stripped of everything and reduced
to a poor, bare, forked animal. The space in which such a drama could unfold
in black and white film was not the English countryside, not even Salisbury
Plain, nor the windswept moors of northern England. Kozintsev found a
polluted corner of his country ravaged by Stalinist industry. This betrayal of
location, when rendered on film, looked like an authentic stone age landscape
wholly appropriate to Lear’s world! Translation, it seems, works through
fidelity and betrayal and must involve literary appropriation if it is to speak
to its audiences. It seems to me that Shakespeare appropriated the very old
Lear story for the Elizabethan audience, bringing its political lessons about
power as near home as he dared.

Let us turn now to a different problem. Translators debate whether a

3
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translation of a text in a now recognisably archaic style should be rendered
in an ‘equivalent’ archaic style. My limited experience teaches me that there
is no blanket solution. Fitzgerald’s Rubdiydt works brilliantly as a Victorian
poem giving the illusion that the original Persian was similar in cffect. The
original effect of the original Persian is remote from and unknown to English
readers of the poem who simply accept it as a masterpiece. When Yves
Bonnefoy’s translation of Yeats appeared with his rendering of Yeats’s play
The Resurrection, 1 was struck by Bonnefoy’s translation of Yeats’s curtain
lines. It was accurate and literal. In French the highly rhetorical lines sounded
wonderful, rousing, part of the great tradition of French tragedy with its
declamation perfect for actors like Talma. In Yeats’s English, alas, the curtain
lines are ‘stagey’, too rhetorical for modern taste, and need to be carefully
rehearsed before they can be delivered convincingly to a contemporary

audience:

O Athens, Alexandria, Rome, something has come to destroy you. The heart of
a phantom is beating. Man has begun to die. Your words are clear at last, O
Heraclitus, God and man die each other’s life, live each other’s death.

(W. B. Yeats Selected Plays, 151)

I'would have the actor abandon rhetoric to deliver the lines as the words of
a man thinking through an event that changed the world. He would be
frightened as well as thoughtful. It would be as if he were absorbing a
frightening prospect. It would not be declamatory. In French the lines still
work as rhetorical curtain lines. They could easily be spoken today from the
stage of the Comédie Frangaise.

A different case of archaic style occured when I was working with
Mahmoud Manzalaoui on his anthology of modern plays translated from
Arabic, Arabic Writing Today 2: The Drama (1977). My job as a non-Arabist
was to revise all the translations of the plays included in the volume from
the point of view of contemporary English stage speech and dialogue. I also

4
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had to write a Preface. Our method was that I would be given a translated
play with the translator’s name suppressed. Manzalaoui and I would meet
once or twice a week to discuss changes I had made to the translation. As a
native Arab speaker with a faultless command of Oxford English as well as
French and a good deal of German, Manzaloui would tug me back towards
fidelity when I had strayed too far. His scholarly training for doctorates he
held from both Oxford and Cambridge as well as his work with C.S. Lewis
made him interested in literary qualities, fidelity to language and the spirit
of the originals, and dramatic qualities, rather than fudging things for the
purposes of cultural propaganda. His Introduction to the volume embodies
his fine critical and scholarly sensibilities, as well as explaining his methods.
My example comes from Tewfik el Hakim’s one act revenge play Song of
Death. In this play, the dialogue is in Arabic, rather formulaic, and if translated
literally would sound impossibly archaic and ‘Hollywood’ Arab and ‘corny’.
In the midst of such dialogue a song of grief is sung twice. In Arabic the
song is in very informal, colloquial, market place idiom. It contrasts with
the formulaic dialogue. Since the action of the play is tragic, to have corny
dialogue with a slangy song would be impossibly farcical in Western stage
convention, or it would have to be shaken and stirred up with Brechtian
‘bitters’. The Arab play is not Brechtian. I felt something more like J.M.
Synge or Lorca was needed to appropriate Song of Death to contemporary
stage practice in the U.K. I made the dialogue in idiomatic English, avoiding
archaism or Hollywood ‘Arabese’ but I made the song like a piece of lyric
poetry. I hope I succeeded in rendering the tragic feelings of this intense ]
revenge drama in which the Arab revenge code is questioned:

O my dear one,

Your bitter voice accuses:
Repentance and excuses
Were all I ever gave!

You reproached me then the more,
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And out of grief

My clothes

To shreds I tore.

When they told me of your father ,
It was my silent shame

Which set unmanly cheeks aflame,
Where eyes ran dry

And made a desert of my face.

(Manzalaoui, 72)

Can one translate a poem? No. But the attempt is infinitely worth the
effort. One might end up with something like the original maimed — the
poem as walking wounded. One might end up with an appropriation of the
original in tune with its spirit. One can never of course reproduce the music
of one language in another. Each language has its own music. Real poems
are musical speech or song and are thus unavailable in a different language.
Verse or prose that is written as concrete shapes and does not carry the
magic of sound, never demanding to be read or sung aloud can be rendered
almost completely by adept translation. The works that haunt us, that are
indispensable to us as readers, are always untranslatable, yet they always
beckon us towards the supreme test. Yet if we accept that verse music is
always lost, not all is lost. We discover in the original its peculiar ferocity
and power. Talking about his own efforts with Yeats’s poem Sailing to
Byzantium, Bonnefoy reminds us that “...Yeats parle, dans I’unicite et
'urgence de Iinstant: et c’est a cela d’abord qu’il faut qu’on reste fidele.”
(Bonnefoy, 150)!

If translations try for equivalence and the matching of words and
phrases, appropriations are trying to net something bigger, some cultural
ballast, or bouyancy of the sensibility, or spiritual marriage! Good translations
have both processes. They do not make a choice between mechanical or
spiritual processes. They combine them into a chemistry that works for the
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translator and her/his audience, at least for a generation, perhaps for longer.
True literature establishes its permanence whereas much translation is
perishable. If a translation becomes permanent we might recognize that it is
such a good combination of mechanism and appropriation that the chemistry
has produced another masterpiece of writing. What makes a work durable,
whether an original or a translation? I think it is vitality, i.e. it is energetically
alive, and its energy, like that of a solar battery, keeps on transmitting to the
readership.

The process of translation affects the translator in ways that are
immeasurable. As Bonnefoy puts it, “C’est dans un rapport de destin a destin,
en somme, et non d’une phrase anglaise 2 une frangaise, que s’élaborent les
traductions, avec des prolongements qu’on ne peut prévoir....” (Bonnefoy,
156).

A good instance of a problem that bedevils all translators, that of cultural
references, is provided by Anthony Burgess in his translation and adaptation
of Rostand’s Cyrano de Bergerac. If one thinks of the inexactitude of
translation as allowing translators to produce something as closely as possible
analogous to the original, we could think of the translation as an extended
metaphor of that original. This analogous world of the translation must yet
be faithful to tone as well as spirit, finding analogies for cultural references.
Cyrano has a wonderful monologue in which he responds to a feeble insult
about his nose by inventing a veritable fIyting of insults. In Rostand’s text,
Cyrano refers to a tragic work certainly known to a French audience:

Enfin, parodiant Pyrame en un sanglot:
‘Le voila donc ce nez qui des traits de son maitre

A détruit ’harmonie! Il en rougit, le traiitre!”?

Burgess remarks that the American translator Hooker produced a literate
translation but not “...a comédie héroique. Rostand is funny, as well as

pathetic and sentimental, but Hooker rarely raises a laugh.” (Burgess, vi).
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Yet Burgess commends the unhappy Hooker on achieving a cultural reference
that brings the nose speech to “a climax and a comic-heroic effect” lost in a
literal translation. Hooker has replaced the French allusion to Pyramus by a
cultural allusion English audiences would recognise, Marlowe’s Dr. Faustus
exclaiming of Helen of Troy: “Was this the nose that launched a thousand
ships...?” — Hooker’s parody substitutes “nose” for “face”. This alerted
Burgess when he translated Rostand’s play to the need for a similar cultural
parody to get the tone and effect of Ronsard. Burgess did not simply steal
Hooker’s brilliant solution but made an analogous reference: Hamlet’s cry
parodied:

“And finally, with tragic cries and sighs,
The language finely wrought and deeply felt:
‘Oh that this too too solid nose would melt!’

(Burgess, vi.)

By betraying the literal substitution of phrases both-translators at this point
find faithful renditions of the tone, vitality, and spirit of the original. Hooker’s
substitution of the Faustus reference is closer to Rostand, because it is, like
Rostand’s reference, an allusion to Greek legend. Burgess’s Hamlet reference,
though, works very well. In both cases, the allusions clearly depart from yet
pay tribute to the power of the original. Burgess in his introduction to his
Cyrano (because it is and it isn’t Rostand’s) points out another kind of
appropriation, comparable to the kinds we found with the filming of King
Lear or with the Arabic plays: it is the appropriation of the work to the
damands of the contemporary stage. The translator Burgess becomes a servant
of the stage director, Terry Hands, whose stage experience rules out a
translation into iambic pentameter, or prose, or “relentless heroic couplets”.
(Burgess, v). The aesthetic demands of theatre are different from those of
prose fiction or lyric verse. Stage plays must have vivid characters and
theatricality. ‘Cyrano is a brilliant creation as character and role for a star
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actor. Hands and Burgess tried for the spirit and famous panache of Cyrano
in English, confining rhyme to certain moments and speeches where rhyme
was working usefully and wittily. Cyrano, as a great role, is what endures
on stages around the world. If the translation can project that great, enduring
role, it will be more faithful than exactitude of actual phrases. A tricky
problem, though, with theatre is that there might be an artistic gap, as it
were, between the dramatist and the audience, such as Manzaloui found to
be the case with Arab drama. El Hakim has remarked that as a student he
was able to see French surrealist theatre in the Paris of the 1920s but “...when
he began to write he decided that the Egyptian public was not yet ripe for
such art. Forty years later, the sensibility of the public had caught up with
that of the artist.” (Manzalaoui, 30). In the 1960s El Hakim scored a great
success with an absurdist play, The Tree Climber. The creator appropriates
experience in a way she/he can communicate to an audience. Sometimes a
foreign audience may be more receptive to the translation (or original) of a
certain kind of art than is an indiginous audience. For many years, Graham
Greene’s novels were more highly regarded in France than they were in
England. It is possible that the source texts’ and/or target texts’ sensibility
was closer to that of French critics than to that of English ones. In the case
of Japanese theatre, it is well-known that Noh plays have a restricted, polite,
scholarly audience in Japan. They are not a good night out for most young
Japanese. Thus they are not appropriated into the culture of contemporary
Japanese. At the same time, they arouse considerable interest among foreign
audiences and theatre workers. They have a strangeness, a curiosity factor,
and a meticulous use of rich costuming and masks that never fail to impress
theatre audiences (not just professors) when a Noh company performs in
Europe or North America.

As a final word, I want to emphasize briefly that my own experience
working on translations with native speakers of the source language has
been fascinating for me and helpful. Working on Bonnefoy’s poetry with
the French woman I later married was an experience that helped me to
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encounter a very difficult poet with a rich resonance and a command of
words going back to their roots and beyond the dictionary meaning, things
that I would have only half understood had I been working alone, without a
native French speaker. Similar things obtained with the native speakers of
Chinese I worked with on the English translation of Chinese poems for
Hong Kong Poems (1999; 1st pub. 1997). Something else happens, too,
along the lines that Bonnefoy mentions. If one writes creatively in one’s
own language, translation of a foreign writer extends one’s own work and
sensibility, changing them in unexpected directions. My limited experience
has taught me that before I can produce a version of the source language
text with appropriations of its culture, I have to surrender myself, be
appropriated by the source text. For me this is the necessary pre-condition
for translation. I must submit myself to the darkest obscure regions of the
text and then emerge from a difficult climb back towards my target language
text. For the reader I hope I have supplied a text that is a map of the journey
there and back. Each translation is a new map, but it is also a new text. As
Susan Bassnett remarked in an article on Ted Hughes, “The translator is a
rewriter, someone who produces a text that is always quite new, whatever
its relationship with the original might be.” (Literature Matters, 12-13). Yet
the scholar-writer-translator has an allegiance to both texts and to loyalty or
fidelity and to necessary betrayals or treasons. The betrayals must serve
only the transmission of the source, betrayals in order to be the more faithful.
Betrayals must not serve or produce the lies of some propaganda machine.
Translators must not use this infidelity principle to become unprincipled
censors or servants of some external cause. Errors occur in many translations
(see Arthur Waley’s) but the best translations are explorations of one life’s
writing in terms of another. Translation is thus a profoundly human
phenomenon.

We human beings know betrayal. Yet when we betray we learn to know
and to recognize fidelity. We are at once faithful and faithless. Translation,
this natural human activity, is always both a betrayal and an act of faith. It
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owes its allegiance perhaps to the pursuit of impossibilities. Language itself
is both faithful and faithless, both plain and devious in its obliquities,
obscurities, ironies, ambiguities and allusiveness. At its subtlest, most
allusive, most suggestive best, language beckons and repels. Images,
symbols, idioms, syntax, word order and musicality mark our languages
indelibly, giving them something in common yet distinguishing them one
from another. The articulation of its sounds constructs — and is constructed
by — the human voice. These voices converse with one another and with
foreign voices — through translation. The translator wants to be faithful to
two languages and will doubtless betray one or both. Yet the betrayal may
involve fidelity to the spirit if not to the flesh. Readers know that absolute
fidelity to all but the simple formulae is elusive, even impossible, like the
unicorn, the situations of many a joke, or the actions of many a play. Yet
readers buy or borrow translations, placing a certain amount of faith in them,
they laugh at jokes, and they believe for a moment in the lives on stage.
Why? Because human beings willingly suspend disbelief for the sake of the
beauty, the effort, the humour or the drama that unfolds. The unicorn does not
exist yet the ladies in the tapestry and all who have heard of it want to believe
in it. It is an appropriation of the horse into a realm of the spirit. Having invented
it, we cannot forget its imperative but impossible strangeness and beauty.

Notes

1« Yeats is speaking, in the uniqueness and urgency of the moment: and primarily
it’s to that one has to stay faithful.” [My translation, Bonnefoy’s emphasis].

2 “It is through a relationship of one destiny with another, on the whole, and not of
an English and a French phrase, that translations develop, with unforeseeable
extensions....” [My translation].

3 Here is my literal translation of Rostand’s lines quoted by Anthony Burgess: “And

finally, parodying Pyramus with a sob: ‘That’s it, then, this nose which has
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destroyed harmony with the the same qualities as those of its master! It goes all

red, the traitor!” ” (Burgess, vi).
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A New Look at Classical Chinese Poetry in
Translation: Thoughts on Form, Structure,

and Expression

Lloyd Haft

Abstract
The perennial question of whether, and if so how, poetry can be translated
inevitably involves the sub-question as to whether a translation can or
should imitate the formal features of the original. This article starts from
the premise that worthwhile translations of classical Chinese poetry are
often formally structured in ways that indirectly but fruitfully ‘represent’
the original form. In modern translations, this formal structuring is often
so subtle that it is demonstrable only by examining formal aspects other
than those which are usually thought of as the obvious defining features
of the form. Two examples: (1) the classical liishi may sometimes be
more profitably construed as a sequence of couplets rather than as having
or not having lines of a given length, tone contrasts, or rhymes; (2) in
translating the classical ci, it may be worthwhile to skirt around both
the rhymes and the line-lengths of the original, concentrating instead on
repeated occurrences of certain tonal sequences ending in a rhyme, a
structure which the author calls a ‘cadential unit.’

Examining some fifteen poems in the liishi and ci forms in English

versions by well-known translators, the author points out the variety
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and appropriateness of these subtle formal features. Finally, suggestions
are given as to the relevance (perhaps limited) of applying such a
streamlined formal approach to the difficult business of translating

modern baihua poetry.

What follows is an essay, not an attempted treatise. In it I discuss certain
problems involved in the translation of classical Chinese poetry into English.
The main question I address is: even if the Chinese and English languages
are so different that it is impossible for a translator to reproduce directly the
form of the original poem, is it still possible and desirable to write translations
which do, in a meaningful way, represent at least some of the formal
dimensions of the original?

I use the word ‘represent’ here in two meanings, both given by the
Oxford English Dictionary (Second Edition): (1) to exhibit by artificial
resemblance, and (2) to symbolize. For example, if an English translation
uses five stressed syllables amidst a varying number of unstressed syllables
per line in rendering a classical Chinese poem in the shi #F form which has
five syllables per line, the translation cannot be said to reproduce the original
form, but it does ‘exhibit’ that form by a mathematical ‘resemblance.” The
resemblance ‘symbolizes’ the form in the sense that the reader can
consciously come to associate this particular type of verse line in English
with the relevant type of Chinese poetic line. But the resemblance is indeed
‘artificial’ in that it projects or maps the original onto a system of linguistic
relationships with which it is not intrinsically related.

Not all readers appreciate translations which embody such ‘artifice.’
But I do, and T am certainly not the only one, as witness the remarkable
continuing interest in such ‘artificially’ structured translations as those of
Arthur Cooper and John Turner.! And I think it can be useful to try to make
explicit what some of the available artifices are, and how they work.
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Undoubtedly most translators who have spent years trying to get Chinese
poetry into some kind of readable English would agree with me that there is
no such thing as a translation in which some degree of artifice does not
figure. But that artifice can be more or less systematic, more or less
consciously applied, and more or less aesthetically appropriate.

In judging the extent to which a translation can be said to ‘represent’
the form of the original, it is easy to be misled by the simplistic idea that the
form is only observed if a rhyme is always represented by another rhyme, a
reduplicated word by another reduplicated word, and so on. This idea is
misleading because it does not take into account the fact that the statistical
distribution of such features is liable to be very different in the two languages.
For example, rhymes on a given sound can be very difficult to find in English,
so that the choice of that rhyme-sound may drastically limit the field of
available words; on the other hand, in modern Chinese there are in practice
no more than one or two dozen possible rhyme-sounds, so that the available
words per rhyme may run into the hundreds. Using a rhyme to stand for a
rhyme, then, means using an eye-catchingly rare phenomenon in English to
represent a much less highlighted feature of the Chinese. Again, one syllable
in classical Chinese packs much more meaning on the average than one
syllable in English, so that a syllable-for-syllable translation gives a distorted
impression. Arthur Cooper, using a term from physics, called this
phenomenon a difference in ‘specific gravities,’ ? and in a brief article which
I published in 1994,* I suggested it applies so generally as to justify very
far-ranging editing of the original to suit the needs of the translation. I also
said a translation can run parallel to the original in subtle ways that may not
immediately match well-worn expectational categories.

In this essay I will be examining some of the less obvious kinds of
formal affinity that can be discovered between translations and the originals
they are based on. At times the features I demonstrate will indeed be so little
obvious that they would probably go undetected by anyone who was not
consciously looking for them. I do not believe this fact detracts from their
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importance. In a piece of classical music, a trained specialist can point out
countless structural features which go undetected even by experienced and
appreciative listeners, and who is to say that all those features do not
contribute to the total expression?

Another question is whether the translators themselves were aware of
these features. I think we should assume very often they were not. For
example, as regards the ‘cadential unit’ which I identify as relevant to the
strophe structure of certain translations of classical Chinese ci, it is certainly
not the case that the translators I quote invariably produce translations in
which that category is relevant. Perhaps it sometimes was, and at other times
was not, intuitively expedient to them to write strophes in which the relevance
and appropriateness of such units can be shown. The fact that the formula
‘cadential unit in Chinese = full sentence in English’ does not always apply
should not mean it is not worthwhile to point it out as a possible expressive
device for other translators to explore.

This essay was written in 1999-2000 while I was a visiting scholar at
the Mandarin Training Center, Taiwan Normal University. I am grateful to
the Mandarin Training Center and its director, Luo Qing #H , for the
generous arrangements and facilities accorded to me. Thanks go to my own
school, Leiden University, for granting an extended period of research leave.
The project was made possible by financial assistance from the National
Endowment for Culture and Arts (NECA, SCE %4 ) and the Sino-French
Foundation for Education and Culture (*FE (234 €). I would like to
thank Professors Li Ruiteng ZEFi/# and Li Guojun ZEB4& for sharing with
me their knowledge of Chinese poetry.

In my discussions of translations from the classical Chinese shi and ci
verse forms, it has not been practical, and in any case would often have
been impossible, to identify the editions of the original on which the
translations were based. I have quoted the originals in versions that were
easily accessible to me. None of the translations I discuss are so ‘free’ as to
make hazardous the identification of the original (!) as such, but it is
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conceivable that isolated words and phrases are not identical to those used
by the translators. I can only apologize for such possible divergences. In
any event, incidental discrepancies of wording would probably not be such
as to invalidate the approach taken here to the overall forms of the poems.

I spell all Chinese words and names, except for place-names, in the
Hanyu pinyin 55855 system which has come into very general use
internationally. I use the word ‘typographic’ in a very broad sense to include
everything which goes into the visual layout of a poem on the page, including
punctuation and lineation. I use the word ‘strophe’ to mean any group of
lines on the printed page, preceded and followed by blank space. Occasionally
I use such citation forms as 2:6-7, meaning ‘lines 6 and 7 of strophe 2.’

1. Translations from the Classical Chinese shi*

In the long “Note on Translation” which precedes his 1996 anthology
of Chinese literature, Stephen Owen details the overall principles of his
approach to form. Seeking not to imitate overtly the forms of the original
but to ‘recreate a set of differences to echo the basic formal differences of
Chinese poetry,”® in general he capitalizes ‘the first word in a thyming unit,
beginning subsequent lines with a small letter. In ‘poems based on couplets,’
he uses ‘additional space between couplets to set off the couplet as a unit.’
In general he prefers ‘inconsistency to obtrusiveness of form,” as his main
aim is to ‘call attention to groupings such as stanzas, couplets, and the thyme
units of song lyric, and to create a recognizable structure of differences.

What this amounts to is a strong focus on the factors I have elsewhere
called ‘vertical,’ that is, the elements which group more than one line together
into some kind of whole.®(To identify a ‘thyming unit,” one must have read
more than one line; likewise to see that a poem is ‘based on couplets,” and
so on.) What Owen does not mention is the ‘horizontal’ structure of the
individual line. He does not, for example, discuss any specific relation
between the number of syllables or stresses in his line and the number of
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such things in the original. On the other hand, he does ‘verticalize’ the Chinese
seven-syllable line by rendering it as ‘a pair of lines with the second line
indented, since the seven-syllable line began as a song line and was generally
freer and looser than the five-syllable line.”

The relative priority which Owen gives to the ‘vertical’ elements is
typical not only of his translations but of much modern poetry in both Chinese
and English. In that sense, Owen’s trénslations fit well into the esthetic
climate of contemporary poetry; they do not lay themselves open to the
criticism Robert Lowell in 1958 leveled at ‘strict metrical translators,” who
though they ‘still exist,” seem ‘untouched by contemporary poetry’ and are
‘taxidermists, not poets.”” Owen’s wariness of any ‘obtrusiveness of form,’
also, is a typically twentieth-century cesthetic stance. His placing ‘differences’
at the core of his formal concept (‘differences’ presumably meaning the
ways in which elements of a poem can stand out against other elements,
thereby gaining prominence or markedness) is yet another concept
compatible with modern poetry and theory.

Let us now look at the resulting translation of one of the most famous
classical Chinese poems, Du Fu’s “The View in Spring’ (Chun wang):

Bl e
WA FEARG
RA L
#kE=H
FELEE
AR
ERT 2

A kingdom smashed, its hills and rivers still here,

spring in the city, plants and trees grow deep.
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Moved by the moment, flowers splash with tears,

alarmed at parting, birds startle the heart.

War’s beacon fires have gone on three months,

letters from home are worth thousands in gold.

Fingers run through white hair until it thins,

cap-pins will almost no longer hold.?

The original is in the liishi 25 or ‘rule-governed shi” form. The translation
shows effective formal cohesion of a kind that goes beyond the minimal
requirements Owen has set for himself. In the original, every other line
rhymes, and truly enough, these ‘rhyme units’ are marked in Owen’s version
by the capital letters at the beginning, and only at the beginning, of each
couplet. But in addition, Owen uses exact end-rhyme to associate the last
two couplets as well as very prominent near-thyme in and across the first
two. The vowel quality of ‘here’ is obviously re-evoked by ‘deep’ and ‘tears’;
the latter is also definitely linked by near sight-rime with ‘heart.” The
consonant structures in ‘months’ and ‘thins’ are similar enough, at least in
this reader’s perception, to deserve mention as a ‘marked’ pair - so that in
this eight-line poem whose original has four end-rhyme occurrences (all on
the same sound), the English version has no fewer than four different pairs
of rhyming or near-rhyming line-final sounds. At this point in our discussion,
this numerical equivalence - a factor of four in the English standing over
against a different factor of four in the original (four different marked sounds
vis-a-vis four occurrences of the same sound) may seem no more than a
curiosity at most. Later, especially in our discussion of translations from
classical Chinese poems in the ¢i form, we will have to consider whether it
is meaningful.

The lineation structure, with its clear separation of the couplets, indeed
goes far to compensate for the inherent difficulty of representing in English
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the distinct role of the couplets in Chinese, especially the subtle interplay of
the two inner couplets, in which the ‘moment’ in line three is echoed at
another level by the ‘three months’ in line five (a term referring to time
echoed by an expression of length of time), and the notion of ‘parting’ in
line four by the longing for ‘letters from home’ in line six.” Owen himself
has aptly used the term ‘tripartite form’ to describe the feature, often easily
observed even in very free translations of liishi, of the opening couplet
establishing a ‘setting,” the two middle couplets giving a descriptive
expansion or concretization of the ‘scene,” and the last couplet comprising a
summing up or ‘response.’ '

Now let us see how the same poem is worked by a different translator.
David Hinton, in his The Selected Poems of Tu Fu, uses typographical means
to distinguish poems of which the originals were 5-character shi from those
of the 7-character variety. His formula is to translate ‘5-character poems in
quatrains and 7-character poems in couplets.” Hinton also distinguishes
between the ‘modern-style’ and the ‘ancient-style’ shi by capitalizing the
first word of each line in the ‘modern’ style.!! The results can be seen in his
version of this poem by Du Fu, which he calls ‘Spring Landscape’:

Rivers and mountains survive broken countries.
Spring returns. The city grows lush again.
Blossoms scatter tears thinking of us, and this

Separation in a bird’s cry startles the heart.

Beacon-fires have burned through three months.
By now, letters are worth ten thousand in gold.
My hair is white and thinning so from all this

Worry - how will I ever keep my hairpin in? 2

Here, because of the very different layout, the identity of the inner parallel
couplets, as well as the sense of their interrelation, is pretty much lost. The
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notion of a parallel movement between ‘blossoms scattering” and ‘birds
startling’ is weakened by the notionally rather unwieldy ‘this separation in a
bird’s cry, though there does remain a sense of both animate and inanimate
nature showing behavior which is relevant to the mood of the human observer.

The buildup in the successive couplets of the original seems to me
subtler than the way things are represented in this translation: in the original,
lines three and four remain grammatically and semantically polyvalent in
that it is not yet quite clear whether the ‘tears’ and ‘heart’ refer to the flowers’
and birds’ own tears and hearts, or to those of the human observer. The
specifically human impact of the scene does not become explicit until the
following couplet, in which ‘beacon fires’” and ‘letters from home,” both
man-made, place the emotion in a context of human society. It was partly in
the attempt to maintain this level of expressive ambivalence that in a working
translation of this poem,'* I once used punctuation to represent the caesurae
within the lines of the original, emphasizing the relative independence of
the first and second half of each line rather than their confluence into a
single smooth-flowing sentence:

Spring prospect

The state ruined; hills and streams remain.

City in spring: grass and trees thick.

Moved by the times, flowers sprinkle tears.

Hating separation, birds startle with chagrin.

Signal fires: throughout three months.

A letter from home: worth a thousand jin.

White hairs on the head: scratch them, they’re even fewer.

They’re sure to leave: no hold for the hairpin.
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Whatever the success or otherwise of this version, let us look more closely
at the structure of Hinton’s translation. His last couplet certainly has
memorable sound values in virtue of the echoing of ‘thinning’ and ‘keep my
hairpin in,” though the otherwise attractive flow of the sentence rhythm in
these lines is crippled by the initial grammatical ambiguity of ‘so’ (that is,
whether ‘thinning so’ is to be read as ‘thinning to such an extent’ or as
‘thinning; accordingly,...”). The single blank line at the middle of the poem
seems to create distance between the first and second halves in a way that is
not only not suggested in the original, but actually contradicted by the close
interrelation of the inner couplets. If the only reason for this typographic
choice is to represent the fact that the original is in 5-character lines, one
truly wonders whether this pretty serious disruption of the poem’s flow, and
the imposition of an ‘obtrusive’ break (to use Owen’s term) in mid-stream,
is well justified. Certainly the division of an eight-line liishi into two groups
of four is a rather unusual procedure.

Yet it does turn out to be true that this division corresponds to an overt
formal factor in the original, though at a level which Hinton does not mention,
and perhaps one which is so subtle as to be of debatable perceptibility. Though
this factor might seem of secondary hierarchical importance in the lishi
form, it will be important to our discussion of ¢i in what follows, so we will
need to discuss it here in a bit of detail.

Though everyone agrees that both (1) end-rhyme and (2) a system of
prescribed word-tones in certain positions in each line are indispensable
formal features of the classical ‘modern-style’ shi, it is not always borne in
mind that there is a link between these two features inasmuch as the rhyming
word also has a tone. The rhyme-class (that is, the group of possible words
it thymes with) of the rhyming word binds it vertically to each of the other
three rhyming words in the poem, but at the same time, its tone binds it
horizontally to the antepenultimate word in its own line, with which it must
show tonal contrast. Since the tone of the rhyming word is normally to
contrast also with that of the final words of the preceding and following
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lines, which in turn contrast with the antepenultimate words in those lines, a
Tittle thought will confirm that there is a fixed recurrent structure of relations
between the final and antepenultimate words of each line: the word which
carries the end-rhyme also, so to say, carries with it a particular tonal sound
in the next-syllable-but-one preceding it. In itself, this structure occurs four
times: once in every other line of the poem. But as Downer and Graham
pointed out many years ago in their concise clarification of these and related
matters,'* the penultimate syllables are also subject to patterning, though by
a formula which is independent of the sound of the final words of the lines.
Downer and Graham’s tabular presentation makes this clear:

o> > W s
> W w e
® o X o =

2

A
B
B
A

- A Y

Here the successive characters in a line are numbered from left to right; the
successive lines of A/B and x/y elements represent the word-tones to be
used in those numbered positions in the first four lines of the poem. Blank
positions indicate free choice of tone. The letter ‘X’ represents the tone-class
of the rhyme word and ‘y’ the contrasting class; ‘A’ represents the tone-
class of the second syllable in the first line and ‘B’ the contrasting class.
This formula is based on a seven-syllable line; it applies to the five-syllable
line by deleting the first two syllables. And very importantly for our present
discussion, it represents a four-line structure which is exactly doubled to
produce the normal eight-line liishi. (The formula as I have presented it here
is based on the most typical situation of the rhyme word being ‘level” in
tone, and of the first line not rhyming.) As Downer and Graham point out,
the interplay of the x/y and A/B dichotomies produces a recurrence system
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such that there are exactly four possible distinct structures for the prescribed
tone-sequence at the end of a line, and that all four possible sequences occur
exactly once within each group of four lines. I suggest using the term
‘cadential unit’ for each of these four possible ways in which a line can
tonally end, each constituting an interaction pattern between the final word
and the two preceding words. The thyming word is then important not only
qua rhyming word, but also because it participates in, and helps to define, a
cadential unit.

The liishi poem as a whole, then, comprises two successive replications
of the possible cycle of four cadential units. It is this structure to which,
however implicitly, Hinton’s typographical architecture corresponds. But
now the question is: given that the cycle of cadential units demonstrably
exists in the original, at what level of expressive relevance does it in fact
exist, and is it necessary or realistic to try to represent it as one among the
‘set of differences’ that are to be overtly present in a translation?

Our answer can proceed from the observation that the cycle of cadential
units exists at the sound or aural level, and only at that level. In other words,
it says nothing about the semantic, syntactic, or other levels involved in the
buildup up of what we may call the ‘text’ or ‘thought” structure of the poem.
On the other hand, the couplets are very centrally instrumental to that buildup.
From this point of view, if anything, it would make more sense even to split
up the lines on a 2-4-2 formula than to break the whole poem into four plus
four. Given the importance of the couplets, but also their individual expressive
function as seen in our example from Du Fu in which the third couplet
presented the human or social implications of what in the second was a
process in the world of nature, there may be something to be said for
maintaining some sort of overall typographic separation of the couplets.

On the other hand, it must be admitted that although the division of
Hinton’s ‘Spring Landscape’ into two halves corresponding (though not
intentionally!") to a cycle of cadential units does not tally with what might
seem the original’s more obvious semantic breakup into successive couplets,
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when read without thought of an underlying ‘tripartite’ structure (in Owen’s
sense) it does seem to have a rationale of its own. Consideration of the
Chinese original, with its formally similar and related inner couplets (in the
liishi, couplets two and three are each supposed to be composed of lines
having a parallel grammatical structure, and often, as here, there is also
much semantic parallel between the couplets) might lead us to seek a close
connection between the couplet about the ‘blossoms’ and the ‘bird’s cry’
and the one about ‘beacon-fires’ and ‘letters’ — but as the translation reads, it
is certainly plausible to take the first four lines as a unit, constituting a general
backdrop and statement of predicament, followed by the last four lines as a
reflective response in which the lyrical subject sums up what the predicament
means to him personally at his stage of life. (The curiously impersonal or
even remote tone of the first line, ‘Rivers and mountains survive broken
countries,” does much to suggest this reading.)

The separate expressive identity of the original couplets is very clear
in Arthur Cooper’s version of the same poem, which rewrites each couplet
into a four-line strophe:

In fallen States
hills and streams are found,
Cities have Spring,

grass and leaves abound;

Though at such times
flowers might drop tears,
Parting from mates,

birds have hidden fears;

The beacon fires
have now linked three moons,

Making home news

worth ten thousand coins;
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An old grey head
scratched at each mishap
Has dwindling hair,

does not fit its cap!'®

This translation, like Cooper’s other versions of shi, has a lineation structure
based on a ‘horizontal’ syllabic principle. According more respect than many
other translators do to the caesura after the second syllable of the five-syllable
Chinese line, Cooper translates the Chinese line as two separate lines in
English to represent at least in principle the two distinct expressive units
coming before and after the caesura (cf. the use of punctuation in my own
version). To compensate for the undeniable inability of English to pack
comparable semantic weight into the same number of syllables as in classical
Chinese, Cooper adds two syllables to each section of the line, thus obtaining,
per line, not two syllables plus three but four plus five.

The resulting structure is undoubtedly rather a useful focusing tool in
the mind of the translator than an obviously apprehensible form to the reader’s
ear. The resemblance to the original is undeniable in a mathematical and
logical sense, but it is likely to relate to little or nothing in the reader’s
experience of reading other kinds of poetry. Cooper is at least honest enough
to divulge his formula and explain its rationale. His method in any event
makes considerable sense. It relates a countable phenomenon on one plane
in the original (the number of syllables per line) to a countable phenomenon
on the same plane in the translation. It is linguistically intelligent in that
whatever the exact statistics of the matter, it undeniably is true that English
on an average uses more syllables for the same passage than does classical
Chinese. It is not disqualifyingly eccentric, e.g., it does not relate the number
of syllables in a Chinese poem to the measurements of the Great Pyramid
and does not represent the fact that the original has five characters per line
by using the letter ‘e’ in the fifth-from-last position in every line of the
translation. In short, it is not open to the sorts of criticism which such
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mathematical-formulaic techniques of translation easily invite.

Though Cooper in general claims not to use thyme systematically, in
this particular poem we see that he uses end-rhyme on four distinct sounds
(allowing ‘moons’ and ‘coins’): one rhyme sound per couplet. This means
that whereas the Chinese has four end-rhyme placements all involving the
same sound, Cooper has four distinct sounds in as many distinct strophes
(as did, somewhat more liberally, Owen in our very first example above).
Once again we will defer the question of whether numerical equivalence at
this level is meaningful until we consider various translations of poems in
the ci form.

In the long introduction to his book of translations from Li Po and Du
Fu, which after more than a quarter century continues to be read, Cooper
defends his unorthodox procedures with, let us admit, a few reminders of
points that are often forgotten in our present-day search for an innocuously
sophisticated, perhaps for an all-too-generally acceptable technique of
translation. Commenting on the widespread assumption that a straight prose
translation must somehow inherently tend to be a better representation of
the original, he says: ‘itis a fallacy to suppose that prose is notalso a “garb”...,”
adding that ‘prose also has its own kind of organization, avoiding repetitions,
rhymes and other kinds of echoes.”"” Emphasizing the decisive importance
of an attractive style in English regardless of the exact formal structure
chosen, Cooper recalls Arthur Waley’s much-imitated procedure of dealing
with ‘the problem of the different “specific gravities” of the languages by
representing each word of the original with an English stressed syllable,
then using unstressed syllables for the words he had to supply in order to
make sense in English; with which, feeling able to use as many as he liked,
he was very liberal. The success of his translations...was outstanding and
remains unequalled; but I think that his success was much more because of
his great talent as a prose stylist than because of his theory.”'®

Let us look now at some very different versions of poems originally
written in the seven-character shi form. One of Du Fu’s famous poems is
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the second of the group ‘Meandering River.” Hinton, in keeping with his
strategy of breaking up the seven-character /ishi into successive typographic
couplets, translates the poem as follows:

11 A N = N )

HE A A #E K
BHOERRR
BESETREA
ANEL T &R
ERN R )
L =R ]
B 55 A % 3L
YO OH AR

Day after day, I pawn spring clothes when court ends

And return from the river thoroughly drunk. By now,

Wine debts await me wherever I go. But then, life’s

Seventy years have rarely ever been lived out. And

Shimmering butterflies are plunging deep into blossoms

Here. Dragonflies quavering in air prick the water.

Drift wide, O wind and light - sail together

Where we kindred in this moment will never part.?

In this translation, the typographic division into couplets is partially
offset by the enjambement which repeatedly forces the reader’s attention to
cross couplet boundaries. So strong is this effect that one actually does have
to study the poem rather closely to identify a parallel structure in the inner
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couplets. There does not seem to be much of a compelling structure of sound
values linking the poem, so that the full force of expression must be borne

by the thought.
Kenneth Rexroth rendered this poem as follows:

By the Winding River I

Every day on the way home from
My office I pawn another

Of my Spring clothes. Every day
1 come home from the river bank
Drunk. Everywhere I go, I owe
Money for wine. History

Records few men who lived to be
Seventy. I watch the yellow
Butterflies drink deep of the
Flowers, and the dragonflies
Dipping the surface of the

Water again and again.

I cry out to the Spring wind,

And the light and the passing hours.
We enjoy life such a little

While, why should men cross each other?*

Looking at this version from a formal point of view, we first note that there
are no obvious structural divisions given by typographical or other features.
In comparison with Hinton’s version, the most evident difference is that
Rexroth uses much shorter lines and many more of them — in fact sixteen,
exactly double the number in Hinton’s translation. But the lines do not seem

to owe their identity as lines to anything other than Rexroth’s general stylistic
device of breaking up the flow of speech into shortish, irregular units on the
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page. In other words, it is not the case that a line in the original is regularly The frontier pass is unguarded.
transposed into two lines or whatever, in the translation. Rexroth’s practice It is dangerous to travel.
in this regard, not surprisingly for a modern poet, is a good example of Ten years wandering, sick at heart.
‘verticalization’. Comparison with Rexroth's versions of other poems in this 1 perch here like a bird on a
form reveals that the number of his lines is often not quite double that in the Twig, thankful for a moment’s peace.”

original, though nearly always his lineation structure involves more lines
Here Rexroth uses fifteen lines rather than sixteen to represent the eight

in the original. This time , though the overall effect remains one of
‘verticalization,” many of the lines clearly are functional as lines in a more
traditional sense rather than as typographical near-accidents. Starting with

than in the original.
This is true, for example, of his translation of another seven-character
‘modern-style’ liishi, ‘I Pass the Night at General Headquarters’:

Ta Jif “Who bothers to look at it?’ the rhythm is given by a succession of concise,
independent statements, one per line, leading up to the two-line summation

H & &I E % at the end.

B 15 L JE B Hinton’s version is as follows:

KRR A E

FTRAGCKHER Overnight at Headquarters

HEEHEER

B W AT B B Clear autumn. Beside the well, cold wu trees. I pass

cERAETEF Night in the river city, alone, candles guttering low.

BHER K%

Grieving in the endless dark, horns call to themselves.
A clear night in harvest time. The moon drifts — no one to see its exquisite color.

In the courtyard at headquarters

The wu-tung trees grow cold. Wind and dust, one calamity after another. And frontier

Passes all desolation and impossible roads, no news

In the city by the river
I wake alone by a guttering
' Candle. All night long bugle Arrives. After ten desperate, headlong years, driven
| Calls disturb my thoughts. The splendor Perch to perch, I cling to what peace one twig holds.”

Of the moonlight floods the sky.
Who bothers to look at it? Upon repeated reading, the apparently neat structure contrasts with the rather

mottled character of the thought. More than one passage is, for all its apparent

Whirlwinds of dust, I cannot write.
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conciseness, unclear in a way that impedes the rhythmic flow (line 3 as a
whole; the initial syntactic ambivalence at the transition from line 5 to line
6, in which it is at first plausible to take ‘passes’ as a verb meaning
‘surpasses’). The second half of the poem as a whole is almost opposite in
effect to that of Rexroth’s version. Hinton’s general tendency toward a rather
frenetic, tense phrasing in which a single sentence comprises a quick
succession of several elements already rather dense in themselves, contrasts
with the statelier, more quietly reflective sound of Rexroth’s version.

Now that we have examined three liishi in versions by a number of different

translators whose work is still current, it will be appropriate to recollect the

formal parameters we have seen in use. In one way or another, all of these
will be relevant to our subsequent discussion of translations from the ci
form.

1. Of our translators, only Cooper makes clear use of an explicit
‘horizontal’ principle. Treating the caesura in the Chinese line as a
sufficiently important break to justify separating the English text into
two lines at that point, he adds a specified number of English syllables
to the number occurring in Chinese before and after the break. We
have here one more example of a phenomenon we will encounter again
and again: the translation being related to the original by means of a
demonstrable mathematical device which is so subtle as undoubtedly
to escape the notice of all readers but those who are equipped with
foreknowledge of the device.

2. Cooper and Rexroth consistently divide the poem over a greater number
of lines in English than are present in the Chinese original. Cooper
does so predictably and by formula, Rexroth apparently in a more
variable way. The practice of these two translators is directly relevant
to the ‘verticalization’ of verse form (displacement of the locus of formal
identity/attention from the line to the strophe or even the poem as a
whole) which is characteristic of much modern poetry. The other
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translators, Owen and Hinton, respect the lineation structure of the
original in a general way, relating it as well to certain ‘vertical’ structures
which they consider important enough to mark by their manner of using
capitalization or interlinear spacing.

3. None of these translators attempt to duplicate directly the rhyme
structure of the original. In a few cases, however, there is mathematical
correspondence between rhyme in the original and a somewhat different
but rhyme-related factor in the translation.

2. Translations from the Classical Chinese ci

We will now go on to examine translations of the Chinese ci . From
the outset, the ci confronts us with a different ficld of possibilities than the
shi. For one thing, rather than being a more or less fixed form, the term c¢i
actually refers to a collection of forms which can be very different. Some
are long and some are short; some are divided into identical or similar strophes
while others read straight through, and so on. The text of a ci is associated
with the title of the musical tune to which supposedly texts in this form
were originally written. The musical tunes are long since lost, but the
formularies associated with the titles are quite strict, specifying the number
of syllables per line, the allowed or prescribed tone-class of each syllable,
caesurae if relevant, and rthyme-placements. Another difference, though in
the practice of most translators it is not likely to be noticeable, is that the
rthyme tables used for c¢i are less fine-grained than those for shi, so that it is
somewhat easier for the poet to find thyming words.

A .useful source of readable charts of the most-used ci forms is Xiao
Jizong’s well-known Shiyong cipu (Practical ci charts).”® Rather than using
Chinese characters to represent tonal placements and other formal features
of the prescribed models, Xiao uses arabic ciphers to represent types of
tonal and rhyming syllables; caesurae, obligatory refrains, and other
constructional elements are represented by simple symbols. A blank space
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between two strings of characters means that each of the strings is a ju: the
‘sentence’ or complete-statement unit which in English most often also would
be considered a ‘line.” For example, the often-used form ‘As in a Dream’
(Ru meng ling W#4) is given by Xiao’s formula

020117 020117 02211 020117 17 17 022117

where O signifies a syllable in either level or oblique tone, 1 a level-tone
syllable, 2 an oblique-tone syllable, and 7 a syllable in oblique tone which
rhymes with the other ‘7’ elements. The underlined two-syllable groups
toward the end indicate a refrain.

We will soon be looking at examples of translations from poems written
to ‘As in a Dream,’ but first let us spend a moment examining the form.
There are seven ju in all, and not all are the same length. There are six
occurrences of end-rhyme: that is, in all but one of the ju. We see also that
wherever there is end-rhyme, the rhyming syllable does not occur in isolation
but is accompanied by a level-tone sound on the preceding syllable. In four
of the six cases, the sound-parallelism is even stronger: the rhyming syllable
is obligatorily preceded by two level-tone syllables, so that the line ends
with a structure designated as117. As this unit is the aural structure with
which the poem ends (and, in my view, takes special prominence from that
very fact), it seems reasonable to consider that in conjunction with the other
occurrences of this identical unit at the end of the poem’s first line and in
two other places, this final unit functions as a recognizable cadence imparting
a feeling of esthetic closure.

Even a brief glance at a handbook such as Xiao’s reveals that such
three-character sequences, which occur more than once and conclude the
strophe, can be identified in very many ci patterns.?* In what follows T will
use the term ‘cadential unit’ to signify such a three-character unit, recalling
the terminology I have already used in discussing the possible tone-sequences
with which the lines of shi can end. We will see that in some memorable
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translations of ¢i, the number of occurrences of the cadential unit corresponds
to the number of sentence-final cadences in the English. In other words, the
cadential unit serves as a kind of intonational landmark which can be, if not
directly imitated, at least represented in another language.

In the still much-prized 1972 anthology of Chinese literature edited by
Cyril Birch, there are two translations by Birch himself which seem to echo
subtly but very effectively these cadential units in the original. Let us look
first at “Girl on a Swing‘ by Chen Weisong BRAERR, written to the tune “Water
Music Prelude’ (Shuidiao getou 7K FAHKEE) :

vk & A BT

ME B AR AR
4 H &M
¥ oM IE BE R S
H A A A
BoLE L ER
— o 8 3 E AR
JR&, i AT B
1B # R R
A%k &%

Wi & E
WAk E
wES

B AR A R &
gHaM
Z & B R [EE
R AE B B A A
BE —EE
R S B R
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(i
Girl on a Swing

Yesterday evening, lustration rites,

Today a gaming session claimed her.

Beyond the whitewashed wall, through the red gate
Lies Bronze Camel Lane.

From high silk ropes with love-knots tied

The patterned seat an inch in depth

Flaps like a banner in the brecze.

She looks down, tightens her sash,

Adjusts a comb or two.

Soar and swoop

Sweep the green grass

Whisk away the mosses.

Pink skirts coyly refuse to flutter

But flirt with her envious shadow.

Now a falcon stooping on the wind

Now a young swallow skimming the waves
As everywhere plum blossoms swirl.

With evening, the waxing moon

Catches a jade comb where it lies.

In this translation, each of the two strophes comprises four complete sentences
each ending with a period. Numerically as well as positionally, the ends of
these sentences correspond exactly to the four occurrences, in each strophe
of the original, of the cadential unit ‘oblique-level-level rhyme,” with which
the strophe ends. (These are also the only occurrences of end-rhyme in the
original.) We can make this situation graphically clear by repeating the
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translation below, putting a frame around the positions corresponding to the
cadential units and indicating which words in the original those units are:

Yesterday evening, lustration rites,

[Today a gaming session claimed her. & % [ |

Beyond the whitewashed wall, through the red gate
iLE_s BTinzﬁamel Lane. H $ #
From high silk ropes with love-knots tied

The patterned seat an inch in depth
|F@s li_ki banner in the breeze. &8 HE F;FEJ|

She looks down, tightens her sash,

B\d?u_stszﬁb_or two. %Té H—Eii

Soar and swoop

Sweep the green grass

Ehismy the mosses. b £ §|

Pink skirts coyly refuse to flutter

B_ut flirt wi{h her envious shadow. & %’_M [

Now a falcon stooping on the wind
Now a young swallow skimming the waves

!_As everywhere plum blossoms swirl. — K& 1

With evening, the waxing moon
iCatches a jade comb where it lies. 18 & |

In the English, each sentence occupies either two or three lines, lending to
the translation a pleasant quality of unhurried flow. Though rhyme is not
used, there is an interesting sound texture achieved by alliterative repetition
of certain consonant sounds (in the first strophe, the many -s- sounds,
‘whitewashed wall,” ‘banner in the breeze’; in the second strophe, again the
-s- sounds, ‘soar and swoop,” ‘refuse to flutter but flirt,” ‘young swallow
skimming’).
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A poem in the same form, by Su Shi BRH | is translated by Stephen but fear
Owen in a somewhat similar technical vein: those marble domes and onyx galleries
are up so high I couldn’t bear the cold.
I A A I rise and dance, clear shadow capering —
THEHER what can compare
AHK L= to this world of mortal men?
45 AT
AT £ Curving past crimson towers,
NRABEETF then lower past grillwork doors,
R AR it shines upon the sleepless.
EIEFE R It should not trouble me,
(CEVEYNG] but why, when people part,
is it always full and whole?
LS N For mortals there is grief and joy,
R&F coming together and going apart;
Jisgiidiiy the moon has bright and shadowed phases,
REE R wholeness and then something gone —
i 3% 1] 7] R things never stay at perfection.
NBEEEE So I wish that we continue long
RAEEERLR to share across a thousand miles
i ey ey its lovely graces.
HEARA
T B 4L Here again, each strophe is made up of four sentences ending with a sentence-

To “Song for the River Tune” (Shui-diao ge-tou)*

How long has the moon been up there? -
I ask blue Heaven, wine in hand.
And I wonder
in those palaces of sky
what year this evening is?

I would ride the wind up there,

39

final punctuation mark (period, question mark without an immediately
following long dash, or exclamation mark). The longish sentences and
leisurely, ‘considered’ tone seem appropriate to the structure of the original,
in which the cadential units are preceded by longish portions of intervening
text, so that they seem to represent fairly substantial intonational ‘periods’
where they do occur. Since in this Shuidiao getou form there are no end-
rhyme placements other than those which enter into cadential units, Owen
can combine this easy, fluent use of sentences with his practice of capitalizing
. the first word of each ‘rhyming unit.” In other words, wherever the original
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has a cadential unit, the translation naturally comes to the end of one sentence
and the (capitalized) beginning of another.

We can bring out the visual effect of these ‘capitalization groups’ by
repeating the translation, framing each group separately. Again we will
indicate the position which corresponds to each cadential unit by adding the
latter in Chinese:

How 1&1g has the moon been up there? — _“|

1 ask blue Heaven, wine in hand.[H| & X

'And I wonder
in those palaces of sky

what year this evening is &t/ 4F

I would ride the wind up there,
but fear

those marble domes and onyx galleries
are up so high I couldn’t bear the cold AN 3E

I rise and dance, clear shadow capering —

what can compare
to this world of mortal men?7E A [H]

Curving past crimson towers,
then lower past grillwork doors,
it shines upon the sleepless. fEfEHR
_It sh_ould not trouble me,
but why, when people part,
is it always full and whole?/3! FF[E

For mortals there is grief and joy,

coming together and going apart;
the moon has bright and shadowed phases,
wholeness and then something gone —

things never stay at perfection. vy # 42
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'So I wish that we continue long
to share across a thousand miles

its lovely graces. JLIE 48 |

In these first two examples, then, the ‘fourfold’ element in the
translation, represented by the four sentences in each strophe, corresponds
both to the number of cadential units and to the number of end-rhyme
placements in the original. In Owen’s poem, in the first strophe the necessity
of capitalizing the word ‘T’ somewhat obscures the way in which the rhyme
structure of the original is observed - that is, not by rhyming sounds at the
end, but by capital letters at the beginning, of each ‘rhyming unit.” This
feature, which becomes clear in the second strophe, in Owen’s own words
‘sets off the semantic units articulated by rhyme, which serves as a

punctuation.’”

Another translation by Birch involving effective sound-values is of the
poem ‘Wild Geese’ by Zhu Yizun R#% % | the original is written to the tune

‘Long Halt Lament’ (Changting yuanman & 54818 ),
REELE JE

Fr b A
de &L B
% EMIK
&A%
1R A &F
| 7T *E ¥
R &
T v fE

2Bk
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5 B AR In calligraphic forms: ‘dewdrops,’ ‘poised needles.’
2 E£F K The writing wavers as they lose strength, flutter low,
Merge at the eye’s limit in turquoise dusk.
I Still inarticulate
HEREEE But charged afresh from the cold waves, off they fly.”
— B EW In this poem again, each strophe is divided into four typographical sentences
EFFY BHER each ending with a period or question mark. Again the number of sentences
Wa g EHMKEHE in the English corresponds to the number of occurrences in the original of
EHZ® BEXE the cadential unit with which each strophe ends: ‘level-level-oblique rhyme.’
EARATHA But in this case, that number is not the same as that of the total end-rhyme
SR R R occurrences in the original: five in each strophe. Also, in this poem the
positions where Birch’s sentences end do not in all cases correspond to the
Wild Geese positions of the cadential units in the original. These relationships emerge
clearly from the presentation below. The Chinese characters indicate the
Uncounted company of the autumn-stricken positions of the cadential units in the original; frames indicate the positions
Joined in annual purpose in the translation where sentences end.
To plane the northern winds.
Wild-goose gate is the loneliest pass, Uncounted company of the autumn-stricken # {3 {5
The moon is cold on Gold River Joined in annual purpose
But who will tell their griefs? 'To plane the northern winds. /& X B
The river flats twist and turn Wild-goose gate is the loneliest pass,
But longings linger The moon is cold on Gold River
In valleys of the South. ‘\ ‘But who will Wgriefs?_
They light at will on level sands The river flats twist and turn
Their ragged line like the stepped frets of the zither. But longings linger
lIn valleys of the S;)lm
Leaving the bank, They light at will on level sands
Wary as always, never a fixed place, Their ragged line like the stepped frets of the zither. % % # |
Timid before rain spatters on year-end lotus.
Threaded by wisps of cloud Leaving the bank,
43 44
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Wary as always, never a fixed place,

ﬁ‘imid before rain spatters on year-end lotus. fif Eﬁ_rﬁ_|
Threaded by wisps of cloud
I_In calligraphic forms: ‘dewdrops,” ‘poised needles.’ & % #% |

The writing wavers as they lose strength, flutter low,

\Merge at the eye’s limit in turquoise dusk. & X % |

Still inarticulate
!But charged afresh from the cold waves, off they fly. i ¢ i_l

Though the English does not rhyme, it has effective aural underpinning by
virtue of the repeated short -i- sounds, many in two-syllable words: in the
first strophe ‘stricken,” ‘winds,” ‘twist,” ‘linger,” ‘will’ ‘zither’; in the second,
‘fixed,” ‘wisps,” ‘limit,” ‘inarticulate.’

In the two poems we have just examined, we have seen how the full
sentence, as a typographical unit standing for a discrete intonational unit,
effectively takes on a ‘specific gravity’ equivalent to that of a cadential unit
in the Chinese original. The two underlying ci patterns perhaps lent
themselves to this structuring of the translations in the sense that they were
rather long, thus accommeodating a translation technique which does not
attempt to duplicate directly the original thyme schemes, but does work
with a rhythmically perceptible, measurable sequence of longish ‘vertical’
units. Let us now consider the strikingly various approaches which translators
have taken to a famous shorter c¢i by Li Qingzhao ZX¥& & | written to the
tune ‘Dream Song’ (Ru meng ling).

n % 4

HLE=HE
ULWE R AR BE
B W E Y

®A AT R
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F
T
BE—-HBEE

Kai-yu Hsu’s outstanding version is as follows:

Often remembered is the evening on the creek
when wine flowed in the arbor and we lost our way.
It was late; our boat returning after a happy day
Entered by mistake a patch of clustering lotus.
As we hurried to get through,
Hurried to get through,
A flock of herons, startled, rose to the sky.

The original form is only 33 syllables in length. There are six occurrences
of the (oblique) rhyme. The cadential unit is ‘level-level-oblique rhyme,’
and this unit occurs four times in all, thrice before the refrain (the second-
and third-from-1last lines) and once after. If we wanted to see a strict parallel
between the structure of Hsu's translation and that of the two poems by
Birch above, we might conceivably note that the sentence beginning ‘It was
late...” is of the type traditionally called ‘compound’: that is, it actually
comprises two full grammatical sentences joined by a semicolon. This would
give us the freedom (or license) to claim that in this English poem, also, the
total number of sentences equals the total number of occurrences of what
we have been calling the cadential unit in Chinese. But intuitively, the
accumulation of sentences does not seem as salient a factor in this poem as
the marked alternation of long and short phrases and clauses: another
operative ‘set of differences.” The refrain, which in the original is a mere
two-character unit repeated, is slightly expanded and varied by Hsu with
the addition of ‘as we.” This slight alteration is typical of the subtlety with
which Hsu skirts closely around the original form without any rigid effort to
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stick rigidly to it. The seven typographic lines over which Hsu divides his
translation do correspond, but not word-for-word, to the seven ju which
Xiao lists as standard for this form. At some abstract mathematical level,
then, there is a demonstrable correlation between ju in the original and lines
in the translation. But the function or ‘gravity’ of the lines in the translation
could be said to be different in that they are mostly unrhymed. In English, in
such a short poem, if six of the seven lines rhymed as they do in the original,
one wonders whether many modern readers could still take the poem
seriously other than as a technical stunt.

Nevertheless, at a subtler level this translation does embody sound-
values which contribute to the satisfying sense of integration and closure it
conveys. In the second line, the vowel and semivowel sounds a-o-y in
‘arbor...lost...way’ form a sequence which recurs in the last line of the poem,
with ‘startled...rose...sky.” Line three is allied to this structure by virtue of
the sounds of ‘late’ and ‘happy day, which again connect with the ‘mistake’
in the following line. The refrain, unlike the same passage in the original, is
not connected by rhyme with the rest of the poem. But again, if we consider
that the striking effect of the refrain is achieved exactly by its sharp
differentness from the other lines, its suddenly breaking the rhythmic flow
with the insertion of an apparently unrelated unit, then it may be all the
more appropriate to leave it, as Hsu does, without the similar vowel sounds
which connect so many of the other lines.

The ambivalence or innuendo in the vocabulary (‘lost our way’; ‘hurried
to get through’) combines with the elegant, cultivated diction to produce, at
least in this reader’s opinion, a poem both sophisticated and passionate,
both informative as to-the content of the original and rewarding to read in its
own right. The form, without directly parallelling the original, is like an
appreciative and imaginative representation of its expressive features.

An obviously different approach is taken by Kenneth Rexroth and Ling
Chung in their translation of the same poem.
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Joy of Wine
TO THE TUNE ‘A DREAM SONG’

1 remember in Hsi T"ing

All the many times

We got lost in the sunset,

Happy with wine,

And could not find our way back.
When the evening came,
Exhausted with pleasure,

We turned our boat.

By mistake we found ourselves even deeper
In the clusters of lotus blossoms,
And startled the gulls and egrets
From the sand bars.

They crowded into the air

And hastily flapped away

To the opposite shore.*

By comparison with Hsu’s translation, surely the first impression this
version makes on the reader is one of length: here it takes us fifteen lines to
get through the same scene which Hsu covers in seven. Barring the possibility
of a textual variant (unknown to me), it is not immediately evident why the
last three lines were necessary. On the contrary, they seem discordant: against
the background of the first three lines (‘all the many times’), which in this
version seem to insist the poem refers to a repeated experience rather than
to a poignantly remembered unpremeditated episode, it is contextually
implausible to see so much imagistic detail here, as if the flight of the birds
was exactly the same on all occasions. (In the middle of the poem it is, of
course, even stranger that every single time all over again, the ‘we’ of the
poem should have ‘by mistake’ found themselves among presumably the
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same lotuses.)

In this version the refrain has altogether disappeared. It has made way
for the smooth flow of text in the rather discursive, extensive (as opposed to
intensive) style that is typical of many of Rexroth’s translations as well as
his original poetry. Unobtrusively, though, this translation has four complete
sentences, corresponding to the four occurrences of the cadential unit in the
original.

Sound qualities of another kind are prominent in Rexroth and Chung’s
very different, much less ‘verticalized’ translation of another poem written
by Li Qingzhao in the very same form.

WER I B2 B
TR T BT
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Spring Ends
TO THE TUNE ‘A DREAM SONG’

Last night fine rain, gusts of wind,

Deep sleep could not dissolve the leftover wine.
I asked my maid as she rolled up the curtains,
‘Are the begonias still the same?’

‘Don’t you know it is time

For the green to grow fat and the red to grow thin?”

This time the distance between the beginning and end of the poem is so
short that the sound of the last words in lines one, two, and six (‘wind,’
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«wine’ and ‘thin’) remains in mind to the end of the reading, tightly integrating
the poem by a kind of near-thyme. The sonant sounds in ‘same’ and ‘time,’
though more tenuously related to this group, do seem close enough to be a
recognizable echo. Also, the final consonant sounds in ‘same’ and ‘time,” as
they both involve the final -m sound which occurs only in these two lines,
give the translation a distinctly marked element corresponding more or less
positionally to the refrain in the original. The translation has an overall
structure of nearly perfect consonant-rthyme as follows:

wind (-n-)
wine (-n)

curtains (-n-)

same (-m)

time (-m)
thin (-n)

The occurrences of the -n sound in this pattern correspond in number to the
cadential units in the original: three before the refrain and one after.

Owen’s translation of another poem in the same form, this one by Nalan
Xingde #4 B 7E, is underpinned by sound-values so subtle that it takes
close re-reading to identify the appropriateness of their placement:

mE 4%
IE R WE e

B — &
LER M EE
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to “Like a Dream” (Ru meng ling)

It was the moment when the pulley creaked
on the golden well, and fallen petals
filled the pavements, cold and red.
All at once I met her -
no telling for sure
what lay in her heart
or the look in her eyes.
Who can think it through and know? But now
it begins:
striped marks on body from bamboo mat,

a shadow in candlelight.*!

The repetitive or recursive element in the refrain seems here to be evident it
the close conjunction of ‘know’ and ‘now’ (or perhaps in the quick succession
of two alliterative pairs: ‘think” and ‘through’ and ‘know’ and ‘now’). The
section of the poem before the refrain is full of short -e- sounds: ‘well,’
‘petals,” ‘red,’ ‘met,” ‘telling,’ but also of consonantal repetition: ‘pulley,
‘well,” ‘fallen,” “filled,” ‘cold,” ‘telling’ and ‘lay’ with the -1- element, as well
as a number of words with initial p- : ‘pulley,” ‘petals,” and ‘pavements.’
After the refrain, the short -a- sound in ‘bamboo,” ‘mat,” ‘shadow’ and
‘candlelight,” though not identical to the short -e- group, is close enough in
American pronunciation to evoke a certain parallel. It is as if, similarly to
Hsu’s treatment of the poem by Li Qingzhao above, the sections before and
after the refrain are linked by an inexact but perceptible resemblance of

vowel sounds.
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In this translation, the occurrences of sentence-final punctuation do
correspond numerically (four) with the cadential units in the original, but
their position is not always the same. The basic structure of three before the
refrain and one after, however, is maintained:

It was the moment when the pulley creaked ¥ 4> F
on the golden well, and fallen petals
?_illeT_the pavements, cold and red. Tt 4T ¥/

All at once I met her -
no telling for sure
what lay in her heart
'g_rtm_in her eyes. I $ |
'v% can think it through and know? But now

it begins:
striped marks on body from bamboo mat,

[ a_shadow—in candlelight. £ %

Going on now to examine poems in the form ‘Butterflies Love Flowers’
(Die lian hua Y5#1E) , we can find examples by Birch and Owen in which
their translations suggest the form of the originals in ways we have not yet
seen in the examples above. First, Birch’s translation of a poem by Wang

Fuzhi ERZ :

FTECH AT 5L
HEE
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RERER Now to an example by Owen, from a poem by Ouyang XiulX[51& (or
R BRI R Feng Yansi HIEE):
F RGO

Sentry Fires at T’ung-kuan

Drumbeats announce our sailing to the customs guards.

This endless voyage home

Marked by remembered cloud-high forests.

Sunset on Changsha, and in the swift dusk

Hunters’ torches light the shrouding mist through the central lands.

Where is this, that oars cease and voices mutter in the night?
The river black, clouds too thick

To sail on to the sky’s edge.

Here Jong ago came the wandering Tu Fu

To climb a rise, look down on the water and rhyme his grief.”” '

The translation features, per strophe, three sentences ending with sentence-
final punctuation. But this time their number is not equal to the number of
occurrences (two) of the cadential unit (Jevel-level-oblique rhyme) with
which the original ends. Rather, it corresponds to the number of occurrences
of the seven-character lines or units with which each strophe of the original
begins and also ends. It is as if this time, that especially salient line-length,
rather than the somewhat sparser presence of the cadential unit which in
this poem occurs only twice per strophe, is taken as the landmark of the
poem’s rhythm. Another feature, acting contrapuntally to the overall rhythm
of the English sentences, is that each strophe of the translation appears as
five typographic lines; five is also the number of ju in each strophe of the

original.
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Deep, so deep within the yard,
how deep I cannot say,
piles of mist among willows,
veil behind veil beyond number.
His jade-studded bridle and well-wrought saddle
are there where he takes his pleasures;
from the upper chamber she cannot see

the Zhang Terrace road.

The rain is violent, winds blow wild,
it is the end of May;

the gate stands shut in twilight,

no clever plan to make spring stay.

With tears in eyes, then ask the flowers —
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but the flowers have nothing to say:
a tumult of red flies away

past the swing.”

In this translation, the typography is arranged so that in each strophe, there
are five lines which begin at the left margin, suggesting that they are full
lines and not merely continuations. Their number corresponds to the number
of ju in each strophe of the original. Their regularity is in addition to that of
the sentence structure: in this poem, too, each strophe contains two sentences
which end in a sentence-final punctuation mark. They correspond both in
number and in placement to the occurrences in the original of the cadential

unit (even-even-oblique rhyme):

Deep, so deep within the yard,
how deep I cannot say,
piles of mist among willows,
| veil behind veil beyond number. M E B
His jade-studded bridle and well-wrought saddle

are there where he takes his pleasures;
from the upper chamber she cannot see
|the Zhang Terrace road. A

The rain is violent, winds blow wild,
it is the end of May;
the gate stands shut in twilight,

[i&clever plan to make spring stay. B EF E |

With tears in eyes, then ask the flowers —
but the flowers have nothing to say:

a tumult of red flies away
[past the swing. ® T JE
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Yet another feature of correspondence is that in this case Owen rhymes
very forthrightly, using the final long -a sound four times in the second
strophe. In the original, that is the exact number of end-rhyming positions
per strophe. In the first strophe of Owen’s version, though that sound is only
used once in final position, the strophe is shot through with occurrences —
six in all.

Another translator, Sam Houston Brock, has used near-rhyme with great
effect in working with this ‘Butterflies Love Flowers’ form:

BRERRES
i
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Nightlong I wander aimlessly about the palace lawn.

The Ching Ming Festival is gone.

And suddenly I feel with sadness spring’s approaching end.
Now and then a splashing raindrop comes along the wind

And passing clouds obscure the paling moon.

Plum and peach trees, lingering, scent the evening air.
But someone is whispering in the swing,
Laughing and whispering in the swing!

The heart is a single skein, but with a thousand struggling threads that tear.
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In all the world is no safe place to spread it out and leave it there.*

The words in the translation seem obviously chosen for their prominent
sound-values. Neither ‘air’ nor ‘tear,” for example, can be traced to a source
in the original. The status of the repetition of ‘in the swing’ is Iess clear.
Superficially it looks like a technical device inserted by the translator for
emphasis,* but perhaps it could be taken as a representation of the repetition
of the morpheme giarn in the original, which occurs once as a syllable in
giugian FKT ‘swing’ and once in an entirely different meaning: ‘thousand.’
In that case, the translator would have used two semantically identical
occurrences to represent what are aurally identical occurrences in the original.
(Actually, in this case it seems doubtful the translator was actually working
with this end in view, as he subsequently does use ‘thousand’ as part of a
later sentence unrelated to these two. But this possibility - of using semantic
recurrences to represent repeated aural features - will be worth keeping in
mind.)

In Brock’s translation of the second strophe, the rhyme sounds of ‘ait,
‘tear, and ‘there’ are exact; in the first strophe they are parallelled by the
three near-rhymes ‘lawn,” ‘gone’ and ‘moon.” This tripartite structure per
strophe recalls Birch’s three full sentences per strophe, which, as we have
seen, is a numerical counterpart to the seven-character units with which
each strope of the original begins and ends. In other words, both Brock and
Birch make use of some factor of equivalence to a factor in the original, the
equivalence being specifiable in numerical terms, though in both cases the
relevant feature of the translation is not the same as the feature being
represented.

One of the ¢i forms frequently translated into English is Wan xi sha 3% 1%
P (variously translated into English as “Washing Creek Sands,” “Washing
Her Robe in the Creek,’ etc.). In the original, variant forms are possible, but
the structure basically involves three end-rhyme placements and two
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cadential units in each of two strophes. Each strophe consists of three seven-
character lines.

Ayling and Mackintosh take varying approaches to this form.
Translating a poem by Li Yu Z¥ & (937-978), they maintain basically a
seven-stress line in English, in addition using exact end-rhyme in five of the

six positions in the original:
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Aimless, adrift in time, I dreamed that I returned. In vain
Seeking old haunts, I found the faces changed and felt the pain.

My every wish denied, their stark reverse the heavens ordain.

Terrace and lake, for moonlit parties planned, like water spilt
Had gone. On flower and palace shone immense the sunset mane.

I climbed and gazed and had no thought for tear-wet sleeves again.*

Probably few present-day readers would fail to find the diction of this
translation objectionably forced. The unusual word order of ‘their stark
reverse the heavens ordain’ seems obviously dictated by the necessity of
coming out in a rhyme word at the end of the line. The same goes for the
implausible ‘sunset rane, which upon inspection is truly difficult to associate
with anything in the original. Meanwhile the length of the lines, with their
rather ‘hobbling’ sound, generates the need for some sort of resting-point -
for which these distractingly unnatural-sounding words are especially
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inappropriate.
In the case of another poem, by Ouyang Xiu, Ayling and Mackintosh
apply a more relaxed and thereby more effective method:
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Strollers on the river-side are following the pleasure-boats
Where spring-tide waters lap the banks under a tented sky.

Willows frame in green a tower and jutting outline of a swing.

Do not laugh because a flower is hanging from this hair so white;
But think, as the ‘Lu Yao’s’ restless beat urges the toasts around,

Has life a place can match with this in front of a cup of wine?”’

This time the more prose-like rhythm gives the poem a more restful, readable
quality. At the same time, rather than all lines but one being linked by exact
rhyme, exactly half the poem’s lines show occurrences of near-rhyme on
the long -i- sound in ‘sky,” ‘white’ and ‘wine.’

There is also, of course, the theoretical possibility, however rare it may
be in successful practice, of using still more rhymes in the English than in
the original. An example is the translation by Ayling and Mackintosh of a
very famous poem written by Li Yu (937-978) to the tune ‘Gazing to the
South’ (Wang Jiangnan 2 71 B ):
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No end to pain!
Last night in dreams - where still I reign —
My spirit wandered, as in old times, over my domain.
Carriages flowed like water and horses like a dragon.

Flowers and the moon greeted spring winds again.

The form of the original is a single strophe with five successive ju of three,
five, seven, seven, and five characters respectively. The cadential unit is
oblique-level-level rhyme. It occurs, besides in the last line, in the second
and fourth of the five lines. These three positions are also the only occurrences
of end-rhyme.

In the translation above, the typographical arrangement, with its varying
degrees of indentation, reproduces in an approximate way the relative length
of the character-groups in the original. But in addition, four of the five lines
thyme, even aside from the oblique but perceptible echoing of the final
sounds of ‘dragon’ and ‘again.’ Curiously, despite this thick texture of
obviously deliberate sound patterning, the translation has a more natural
sound than some of the others by these translators.

The same Chinese poem was rendered beautifully but un-
characteristically by Arthur Waley. Waley is proverbial for his thymeless
translations of poems in the shi form. But in translating this poem by Li Yu,
he abandons his typical usage of one stressed syllable in English per Chinese
syllable, recasting the poem into a somewhat longish but smooth-reading
lyric, using no fewer than five different exact rhymes spread over lines of
varying length:
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Immeasurable pain!

My dreaming soul last night was king again.

As in past days

T wandered through the Palace of Delight,

And in my dream

Down grassy garden ways

Glided my chariot, smoother than a summer stream;
There was moonlight,

The trees were blossoming,

And a faint wind softened the air of night,

For it was spring.®

In terms of sentence-final punctuation, Waley’s version shows three full
‘sentences,” corresponding numerically but not positionally to the three
cadential units in the original. In other words, the feature of ‘triplicity,” which
in the original is borne by the three positions where end-rhyme occurs, is
reflected in the translation in a different dimension, while end-rhyme is used

in the English more intensely than in the original.

3. On Valences

In some of the translations, we have seen that there is a numerical
equivalence between the number of distinct rhyme sounds in English and
the total number of end-rhyme placements in the original. In these cases,
we may say that the individual rhyme sounds in English play a role in the
translation by virtue of the fact that they occur at all, rather than by the
number of times they are repeated. The fact that the total number of distinct
elements which ‘occur at all’ is four, or five, or whatever, may well go
unnoticed by the reader (who presumably does not automatically count and
keep in mind the number of distinct sounds while reading a poem!). The
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question of whether or not the translator consciously adhered to these
numbers as a structuring device while writing the translations begs a larger
question: whether a translator who rolled a die to determine the number of
distinct sounds to be used would have come up with the same results.

This question is a serious one which applies throughout much of the
material I have examined in this essay; it deserves a name and some serious
discussion. I will use ‘The Statistical Fallacy’ to signify the attribution of
too much significance to formal elements which might almost as plausibly
be described as products of chance.® For example, given normal English
sentence structure and the attendant conventional punctuation, a given
shortish poem or translation is inherently much more likely to contain three,
four or five full ‘sentences’ than, say, fifteen or twenty-eight. Over the course
of a small collection of translations, there are bound to be a certain number
which contain the same number of ‘sentences’ as the originals contain
‘cadential units’ (or ‘end-rhyme placements,” ‘salient line-length units’ or
whatever). The question is then whether a correspondence at this level of
things, which may seem expressive and appropriate at the level of the

- individual poem in isolation, is actually worth mentioning.

The answer starts from another question: ‘worth mentioning in which
context?” If the focus of discussion is to reconstruct the features of a given
translator’s style, it may be relevant to point out that the translator sometimes
does and sometimes does not use the overall number of sentences as a device
of representation. If we are looking intensely at an individual poem to identify
any and all representations of formal features in the original, correspondences
do not need to be earth-shaking to be worth pointing out.

Especially in cases where the correspondences, though they be not
especially arcane, occur in a way that contributes to a pattern, even quotidian
features are worth taking seriously. Arthur Waley’s use of stressed syllables
to represent classical Chinese syllables led him to produce hundreds of
English sentence/lines which could be read so as to have five stresses. Surely
sentences of that length must be among the most statistically frequent in
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everyday English usage as well: but the context of Waley’s application
(‘producing an equivalent to the ju unit in a classical Chinese shi’) made
this type of line a ‘marked’ form in a way that it would not normally have
been.

This phenomenon of patterned repetition of a line-type that is in itself
unremarkable is, of course, a feature not only of the translations but of the
Chinese originals also. In the ci ‘Sentry Fires at Tung-kuan’ by Wang Fuzhi,
we saw that each strophe showed three occurrences of a seven-syllable line,
occurring as the first and last line as well as one of the intervening lines.
That line-length is, of course, one of the most perennially familiar in all of
Chinese poetry; nevertheless, Birch's translation represents it with expressive
effect by duplicating its number of occurrences with his number of full
sentences in English. Brock’s version of a ¢i in the same form represents the
same element by an identical number of rhymes or near-rhymes in each
strophe of the translation. One may well wonder, of these two different ways
of representing in English the same phenomenon, which is the more
perceptible to the reader. Superficially it might seem that Brock’s aural means
are more incisive, hence also more obvious. But to me at least, the subtle
but moving cadences of Birch’s poem also have an unmistakable esthetic
effect; they were in fact one of the things which first got me interested in
this business of sentence-counting.

As for the use of full sentences in English to represent what I call
‘cadential units’ in Chinese, though it certainly is open to criticism on
Statistical-Fallacy grounds, I believe that with this technique there is a
particularly felicitous match between sentences in the translation and what
they represent in the original, in that there really is something intrinsically
cadential about both. A sentence, both syntactically and intonationally, can
be perceived to come to a definite end. Normally that end is also the end of
a clear unit of meaning. These features also apply to a strophe of a ¢i. In
other words, in this case the match between the representation and what it

represents is not just numerical or statistical but analogical.
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In view of the remarkable spectrum of different translation techniques
we have seen being applied to the translation of classical Chinese poems in
a variety of forms, it is good to keep in mind this question of the inherent
appropriateness of the representational technique to its counterpart in the
original. In the case of using sentences to recall cadential units, that
appropriateness is clear enough, in my opinion, to Justify the technique
against the two main objections that can be raised to it. One of the latter —
the notion of Statistical Fallacy — we have already mentioned. The other is
that the technique represents only one particular feature, judged to be salient
in the original, while ignoring other features not really very different, which
might be claimed to be almost equally salient. For example, in ‘As in a
Dream,’ the strophe contains four occurrences of the cadential unit which
Xiao writes as 117. As we have seen, by stretching a point (that is, reading a
compound sentence as ‘really” two distinct sentences), one could claim that
Kai-yu Hsu's translation contains as many sentences as the original does
cadential units. But what about the fact that the original also contains two
additional occurrences of 17, which although it is not strictly identical to
117 surely is reminiscent of and aurally interactive with it? In this case the
question might perhaps be dodged by claiming that the two positions
concerned, comprising the refrain, are already separately represented by
being repeated in identical words, so that the different or “alternate’ character
which in the original they have by virtue of being much shorter than the
other lines, is embodied in the translation by virtue of being translated by a
different technique. But this is getting to be rather tenuously strung
argumentation, and in the case of other ¢i forms even this holdout argument
could not be sustained. Nevertheless, I think it is reasonable to maintain that
a longer recognizable string, even if it is longer only by a single character,
has more legitimate claim to prominence in representation.

In any case, approaching the original as a structure of cadential units

‘rather than of ‘lines,” and relating the cadential units to ‘sentences’ rather

than to specifiable ‘lines’ in the translation, accords well with much modern
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poetic practice. Avoiding ‘obtrusiveness’ of form, it gives a ‘verticalized’
picture of the original by focusing on the whole strophe as the basic rhythmic
unit.”

Another possible technique is to ignore any notion of a specially salient
‘cadential unit’ in the original, and simply to represent each ju or ‘line’ of
the original by one typographic line in the translation. And indeed, in the
example of Hsu Kai-yu’s translation of Li Qingzhao’s ‘Dream Song,’ this
equivalence applies. But the equivalence is strictly mathematical in that
there is no attempt to make a line in the translation roughly parallel in meaning
to a ju in the original. (See also Owen’s version of ‘Butterflies Love Flowers,
in which the number of margin returns corresponds to the number of ju per
strophe.) My personal view is that more generally, it will be seen to be
impractical to require too great a degree of direct resemblance between each
line in the translation and a corresponding line in the original: but this has to
do with my position on the misguidedness of ever expecting Chinese syntactic
structures to be meaningfully transferable by direct means into English
equivalents. The general notion of returning ‘a line for a line’ in an overall
mathematical sense, however, is not only workable but one of the most
obvious of all straws that the translator can still grasp at in the seeming or
actual absence of all other formal anchorage in the original.

In Birch’s version of ‘Wild Geese’ by Zhu Yizun, in addition to a
countable structure of full sentences, we saw him using near-rhyme with a
density comparable to that of the end-rhyme in the original. This technique —
broadly speaking, treating assonance in English as an equivalent of thyme
in Chinese, which in a stricter conception could require the near-rhyming
English words also to be in line-final position — is one which I have elsewhere
discussed in detail in connection with the Chinese sonnet.*! I think it has
much to recommend it both theoretically and in practice. It represents an
aural element in the original by an element on the same plane in the
translation; it can be applied in a way which is immediately obvious and
does not normally require too much hair-splitting or strain on the conscience
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(which the equation of ‘full sentence’ with “string of text ending with a final
mark of punctuation’ sometimes does); and it obviates the known problems
of any simplistic demand for the English translation to rhyme fully at all the
points suggested by the original.

Whatever the level on which our translations ‘represent’ the form of
the classical Chinese originals, the ‘representation’ is no more than a
simplification, an abstract distillate, of that form. One or two parameters are
given more or less symbolic representation while the rest — notably tone
patterns — are ignored.

This simplified or formally oblique character makes the translations
resemble modern Western free verse rather than either the Chinese or the
Western poetry of centuries ago. I hope soon, in a subsequent publication,
to address the problem of translating modern Chinese verse from a
perspective similar to what I have applied in this essay. For the time being,
let me suggest, speaking very broadly, a few ways in which even these
seemingly very schematic formal notions may be too conservative and
‘classical’ to be generally adaptable to translations of modern poetry:

1. One cannot approach a modern poem on the assumption that it is
structured so as to embody ‘unity’ of conception, theme, sound, imagery,
or whatever. Rather, there may be various kinds of perceptible
relationship between and among elements in incomparable dimensions —
semantic, aural, syntactic, lexical, associational — without those
relationships necessarily underscoring each other or running parallel
to each other, and without their necessarily adding up to a coherent
‘effect.” As Alastair Borthwick has observed (in relation to modern
music, in words which I feel are applicable to much modern poetry as
well), ‘...many, if not all, analytical methods are biased towards
uncovering (or possibly imposing) unity and coherence...the underlying
aesthetic principle that equates unity with beauty is, increasingly, open
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to question.’*
Corollary to this is the observational fact that many modern poems do

not end on a note suggesting perceptible ‘closure’ whether formal or
notional. In some cases, the translator may actually draw comfort from
this principle: the fact that the translation cannot be written so as to
lead up to a satisfying feeling of ‘rightness” does not necessarily mean
that the translator is going wrong somewhere. The original itself may
be intrinsically obscure.
Corollary also is that the notion of a specifiable hierarchy of formal
structuring elements, of which some are more ‘salient’ or ‘dominant’
than others, may or may not be workable in a given poem. In much
apparently ametrical modern poetry, the whole burden of organi21ng
the rhythm is thrown upon the reader’s subjective ability to group words
meaningfully, and in the words of G. Burns Cooper in his recent book
on free-verse rhythm, ‘since rhythm is essentially a perceptual (and
therefore subjective) phenomenon, and the mind presumably perceive.s
phonological, syntactic and semantic form almost simultaneously, .1t
becomes difficult to focus on the perception of one aspect of poetic
language to the exclusion of others.’* In poetry whose only identi.fiable
‘objective’ structuring element may be the occasional repetition of
words, to quote G. Burns Cooper again, ‘the recurrence of words, or
even images, may be somewhere on the same continuum of rhyth@c
figures as the recurrence of stress.”* In other words, it may be impossible
to distinguish ‘sound’ and ‘sense’ dimensions. ‘Form’ can no longer be
expected to be primarily an aural factor, and this is likely to mean that
it is no longer mathematical or ‘countable’ dimensions in which
structuring is to be found.
In traditional poetry the search for ‘similarities’ would normally
discover, with almost mechanical predictability, ‘recurrences’ at the
level of elements other than individual words. These would include
features recurrent over certain ‘periods,” e.g., thyme sounds at the end
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of five-foot lines. The easily discernible regularity of such items is
made possible by an underlying substratum of ‘horizontal’ features
(countable feet in English, dun in Chinese, etc.) which serve as it were
to count time in the background of whatever may be going on in other
dimensions. In modern poetry, under the pressure of ‘verticalization,
this underlying ‘horizontal” structure may no longer exist. As a result,
the focus or perspective of ‘repetition’ may shift from a passive premise
of countable regularity to an increased active awareness of any and all
similarities which still exist, however irregularly they may be spread
over the poem’s text. Exactly because repetition can no longer be
presumed, it is all the more obtrusive or salient where it does occur.
The resulting heightened sensitivity to repetition means that the modern
reader is used to getting along with a much lesser density of overt formal
markers in the text. As I have said elsewhere in the context of the modern
Chinese zushi, ‘in the modern poem the suggestion of recurrence, hence
of an overall operative form, can function as what formerly would have
been form. The local implication, the allusive partial mimicry of form,
suffices.”*
The search for symmetrical repetitions or recurrences, however vesti gial,
may have to be seen as an anachronistic clinging to the ‘unity’ model.
In Borthwick’s words, we may have to concede to ‘...non-identity an
equal logical status to that of identity, enabling elements to be grouped
together by virtue of their differences.* Though it might seem that
this principle, if taken strictly, amounts to the death knell for any realistic
survival of the idea of ‘form’ as traditionally applied, it actually can be
a positive guideline to the translator. Consider, for example, the
possibility of a poem in which not a single word is repeated, either
literally or in the form of a close semantic equivalent. It may be
positively important for the translator to try for a translation equally
free of repeats. This might seem a trivial idea, but in the case of
translating from a language like Chinese, in which (to name but one
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example) pronoun subjects are often left unexpressed, it can be really
difficult to avoid inserting a presumed subject at regular intervals in
the interest of maintaining normal English grammar, in a way which
may amount to imposing an anaphora-like sound which is not there
(that is, not explicitly!) in the original. For an example of this problem
in translating a traditional Chinese poem, we need look no further than
our various versions of Li Qingzhao’s ‘As in a Dream.” Owen’s version
contains six occurrences of the word ‘" and construes the entire poem
as a diary-like record of a scene experienced by the ‘I.” Repetition of
the I is perhaps the most immediately striking feature of the translation.
In Rexroth and Chung’s version, there is quite a division of labor among
the pronouns: ‘T’ in the first line is expanded to ‘we’ in much of the rest
of the text, until in the last three lines ‘they’ is introduced. In Kai-yu
Hsu’s version, in the first line the question of pronominal reference is
skilfully dodged by the use of the passive ‘Often remembered is...,”
obviating the necessity of inserting a pronoun; thereafter, as befits Hsu’s
construing of the poem’s sense, the subject is ‘we.” The interesting
thing about all this is that in the original, the whole poem contains not
a single pronoun.
The seemingly obvious alternative of simply writing pronounless
English is, I think, objectionable as regards style and tone in that the
resulting subjectless sentences would sound more obtrusively deviant,
hence ‘marked,” than do the corresponding sentences in the Chinese
poem. Another serious objection in this case is that 1 believe Hsu’s
translation, unlike the others, to have captured the intended import of
the poem, which could not have been brought out without somewhere
explicitly designating the subject as ‘we.’
Symmetry, like unity and closure, may no longer be an indispensable
or even a desirable factor. The search for possible symmetries (most
obviously present in the various forms of repetition) on the presumption
that they are always formally significant, may actually obscure a formal
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structuring which is, so to say, vaguer but larger. In some cases it may
be m01're. insightful to construe a poem as for all practical purposes
compnsmg two different sections which cannot be analyzed on the
same continuum. That very character of an obstinate internal disjunct
may be the feature which stands out in perception and memory as giving
the poem its ‘rhythmic inimitability.” What this could mean in practice,
f.or example, is that in a short modern Chinese poem three of whose ten
lines rhyme, such that the rhyme words occur in lines one, three, and
ten, it may be difficult for the translator to decide consciously whether
to ‘put in’ thyming or near-rhyming sounds at that same level of density.
Is the recurrence, at the poem’s end, of the sound at the end of the first
line significant? Would it be bound to occur (the Statistical Fallacy!) in
a certa?n proportion of poems? Does the same author demonstrably
use a similar technique in other poems written in something like the
same Reriod? Would ‘putting in’ the thyme sounds, by imposing
c.onstramts on diction, seriously distort what may be going on in another
dimension of expression which may be more truly the dimension of
this author’s ‘inimitability’?
These features add up to the conclusion that in making the crossover
from traditional to modern (say, from classical Chinese verse to the
modern English verse of a translation), we are not only faced with
accepting simpler or more summary forms as valid representations of
what were more elaborate forms in the original. As becomes especially
obvious in the case of much modern Chinese verse, it is the notion of
form itself which must be reviewed. In the absence of a clear premise
that the end of the poem must be somehow on the same continuum as
the beginning (whether by sound, structure or thought), we may be
thrown back upon very abstract ideas in the search for anything that

_could still validly be called form.
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were first published in book form in 1976.

2 Arthur Cooper 1973, p. 82.
3 Haft 1994. My article focused specifically on the aesthetics of translation for a

literary and not a scholarly readership. Some of its conclusions would be debatable
under the conditions which often in fact apply, i.e., translation for an indeterminate
range of readers in the hope of being at once reasonably accurate and reasonably
readable. I still support much of what I wrote then although ironically, having said
(p. 31) ‘thymed translations sound ridiculous’ nowadays, I have since gone on to
publish my own near-rhymed translations into Dutch from the classical Chinese
poetry of Meng Jiao % %B (751-814). As for ‘editing’ the original, cf. Turner’s
casual-sounding remark (p. xvii) that ‘sometimes a line must be omitted” for the
sake of ‘clarity.” In my perhaps rather brash enthusiasm in 1994, I said (p. 34)
‘many modern Chinese poems could be...made more publishable for a Western
audience by wholesale, even massive, deletion.’

For brief descriptions of the form and history of the types of classical Chinese

»

poems discussed in this essay, see Idema and Haft 1997.

s This and following short quotes from Owen 1996, p. xliv.

6 See Haft 2000, especially pp. 207 and following.

7 PFrom the foreword to Robert Lowell’s own book of translations, Imitations,
London: Faber and Faber, 1961 (orig. 1958), p. Xi.

¢ Owen 1996, p. 420.

9 For discussion see Haft 2000, p. 208-209, and Qiu Xieyou 1981, pp. 192-193.

10 Owen 1977, especially pp. 234-255.

I Hinton 1989, p. xi, xiv. The liishi is called ‘modern’-style because its form was
‘modern’ in the early Middle Ages and the term has stuck!

12 Hinton 1989, p. 26.

13 Tn Haft 2000, p. 208. This translation is based more or less on the literal character-
by-character version given by David Hawkes in Hawkes 1967, pp. 47-48. I have
adapted it in the direction of making the grammar somewhat more fluent while
keeping the parallelism and caesurae of the original as visible as possible.

14 Downer and Graham 1963.
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'* Hinton’s rationale for using quatrains for 5-character and couplets for 7-character
poems is evidently just to maintain some sort of typographic distinction between
the two. Since in the Chinese forms the four-line cycle of cadential units applies
to both 5- and 7-character forms, the device of quatrains could not be used in
translations to distinguish these forms if the intention were to imitate or represent
the cadential units in English. At the same time, both Chinese forms observe strict
grammatical parallelism in the second and third couplets of each poem, so that
here too, from the viewpoint of any harking back to the original’s form, it is a bit

strange to use a form which foregrounds couplets in the 7-character but not the 5-
character form.

16 Arthur Cooper 1973, p. 171.

7 Arthur Cooper 1973, pp. 77-78.

'8 Arthur Cooper 1973, p. 80.

! Hinton 1989, p. 34.

% Rexroth 1971, p. 13.

2 Rexroth 1971, p. 25.

2 Hinton 1989, p. 69.

3 Xiao Jizong 1957. As far as I know, the most recent reissue of Xiao’s book is the
third printing (1990), published in Taipei by the Guoli Bianyiguan 37 @324,
My own analyses are based on the 1957 version. Many of the ¢i forms included in
Xiao’s book are also treated in Wang Li 1979, but the extreme compression of the
formulas used by Wang, making them at times more logically sophisticated than
practically readable, can be daunting.

* Looking back at the formula for ‘As in a Dream,’ the reader may well wonder
why I consider the three-character unit 117 ‘cadential’ while leaving out of
consideration the partly similar but shorter 17 unit which occurs in the refrain.
The reasons are (1) that as a basis for comparison with many other c¢i forms,the
three-character unit, being much more fine-grained, is infrequent enough to be
more distinctive as a marking device where it occurs, (2) that the refrain is already
distinctly marked in virtue of its being a refrain, and (3) the three-syllable unit,

though it may not necessarily coincide with the syntactic segmentation of the line
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suggests comparability with the preponderant three-syllable cadence with which
each line of a shi, whether of the five- or the seven-syllable variety, ends. Without
seriously taking sides in the long-standing argument as to whether the ci should
be considered to have evolved from the shi, I do think we should keep in mind that
Chinese scholars often point up similarities between five- and seven-character ci
lines and those of the comparable shi forms.

25 Birch 1972, p. 138. In the third-from-last line I have corrected the ungrammatical
‘gwirls,” which seems obviously a misprint, to ‘swirl.”

26 Owen 1996, p. 577. In the title I have corrected ‘ge-fou,” evidently a misprint, to
‘ge-tou.”

27 Owen 1996, p. xliv. Cf. David McCraw’s practice (1990, p. ix) of using ‘terminal
punctuation to indicate a thyme in the original text.’

28 Birch 1972, p. 142.

2 Ip Birch 1967, p. 367.

3¢ Rexroth and Chung 1979, p. 3.

31 ¢Owen 1996, p. 1137/

32 Birch 1972, p. 137.

3 Owen 1996, p. 570.

3 Birch 1967, p. 354. Original by Li Yu (937-78).

3 Tn that case, the idea might be to read each strophe as having an identical structure
of mood or feeling: the first line embodying a verb of ‘spreading’ motion (wander,
scent), the second and third lines a sudden perception evoking emotion, the fourth
an expression of extent (scarcity of raindrops, manyness of the heart’s threads),
and the fifth a statement of unresolved movement.

3 Ayling and Mackintosh 1967, p. 53.

% Ayling and Mackintosh 1967, p. 97.

3 Ip Birch 1967, p. 357.

3 Theoretically, of course, it is incorrect to say that the choices made by an author
during the compositional process might ‘just as plausibly’ have been products of
chance: the notion of ‘chance’ does not validly apply to choices made other than

randomly. Nevertheless, in evaluating the extent to which the linguistic features
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of a poem are or are not ‘marked,’ I think it can be useful to have some background
awareness of what the statistical distribution of those same features is likely to be
in other, and presumably non-marked, domains.

4 Whether in East or West, modern readers are accustomed to poetry in which there
may be no clear rationale as to why lines end just where they do. Clive Scott,
writing about French free verse, concludes that the ‘rhythmic organization’ of this
type of poetry has its ‘real locus’ not in the line but the stanza: ‘with this difference,
that the free-verse stanza affirms a rhythmic inimitability, which supersedes the
line.” See Scott 1993, p. 22.

4 See Haft 2000, especially pp. 101-102

“ Borthwick 1995, p. 13.

* G. Burns Cooper 1998, p. 91.

4 Tbid.

43 Haft 2000, p. 196.
* Borthwick 1995, p. 104.
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Abstract
Beginning by a brief critcism of two recently published books concerning

translation criticism (later abbreviated as TC), this article argues that it
is necessary to study TC systematically—the TC system contains three
levels: TC principles and criteria, TC methods and TC targets, which
consist of various elements. This article explains the three levels and

some relevant elements in a general way.
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Abstract
This paper presents the application of the Skopos Theory from the German

functionalist group to the translation of Chinese medical documents with

special reference to the following concepts: textual functions,

translational action and the prupose of translation.
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Abstract

In this article, the characteristics of translating film names are discussed
and the reasons for to these characteristics are analyzed. There exist
numerous translated film names in Hong Kong, Taiwan and mainland
China. These names, especially those translated by Hong Kong and
Taiwan translators, are marked by various translating styles. These
colorful film name translations result from the special features of film
industry and the cultural differences between Hong Kong, Taiwan and
mainland China. It is proposed that it is not contradictory to pay attention
to the audience's taste and the film industry’s characteristics at the same
time. There is a great urgency to unify translated film names, which is

ultimately determined by translators’ responsible and hard work.

EIRRTERBISHRLA =4 > NN “Efk” - “ARIK
AT BT o GREZHER > 1990:47) - A SLHER
238 FEIA R G B R M AR R B B Y
RUEA TR - HESTRNERZ BARE 1L - S hmm
A E I ARE L RE - R RBIEEL REZEMR > 1990) -
TEE S H TG RATRIER GG R EFIEU TR A AKNEE -

100




BRRL RSB MBS

Hﬁﬁﬂ%?} Pretty Woman > St ZMHE /R AN - (B

- (R EEY 1 JRAFEEN) - %ﬁfﬁiﬁtiblj\/J\E"J
%@ hHEREEANBEHE  TiRRASPENEN ET?’J
=L (BEE 5 2000) > HBBEA—ZEETLEE > NMEPEM
LB fH G I o ASCGRE TR ERN T —ERES
g T EOR HEAT AR ETE > B TARR L T — 2o
= o

l. BRI

11 BERE

TR 35 B SCE R R A R A > BIRETR - DA
Z ; EREHEHA SN EhEAN—ADHER “—HZ
27 T o CEMER > LHELE R EA LE—EH
e (HEPBLIAR > —PEXETEAEMESSERL > F
EFEYNHREMELNER—CeEE2E 2 sl

BERL Hibk#s BERY 2

American Beauty (1999) BT EAL JOAE ERE (B A ]
Matrix, The (1999) 22 HEASRNABEK BEHE YETR - BELE
Mercury Rising (1998)  BRATEH, - KERH Wrﬁﬁ%ﬂ KEES - FRIKE

Dh FRE A ESE - B A TR - B e =R
o 2 BT BUE AR RS > B A SCER BN R ERR AN
ARKRHBIR - SCRIERIRERD > WRWARSHRNRNEZ
o R —ERSCER R SRR — RR R SR B R e — B (W=

101

M=EN B =+H

FCREZ) - BLORBREGE 5 T BRI 5N 2 R
R’ RANEERE . — BB - EBAIRR - &
BRI » — MR AW R @2 B4 M i &
TR > ML ) A B A ARG TS SRR > 4
WEATHR - MR E I LA R R - [
BRITHIRA BIREETCHN 5 N2 B 1% L8 AR 4/
A > M B4 A R LTRSS E T T - ‘%H@gﬁ%%
THEABEFER T MR ANE BET » B — A
BEYRT RORLERRIE -

1.2 =3t Bl JE A 2 L
“HRERA IR NEEE B RIIES - XA SN
WA NIREERT Y > HRES TR A SLNL: wERE R Bl

VAR - MR o A BTE DL MR SR A B o]
B

EXRL Fik#s, =l 2 RS
As Good As Tt Gets (1997) BREE REOANER  REdz
City of Angels (1998) PN EAT XA K25
MuchAdo About Nothing (1993)  #/SHHE  HBEEAZNE  mm4)
Face/Off (1997) EHEi 2 i
Brave Heart (1995) BURTH ke BHML
General’s Daughter, The (1999) ST WEEE HENLR
Sliding Doors (1998) &OWE EmEA REFT
Conspiracy Theory (1997) e BakRE B

TERIIR > AT LB 2 BB 0% 424 B (T

102

-—--------ﬁ----!!!!-..-!!!.!!g!----g—————




£ 4 AL e s il

FRA—B TR HRMERRABARE LRZAE o« B Primary
Color (1998) » TR 5 CEMABAEKIE) - HEE N RNE—
S A GR SR R R RRE ; RiEs (RA) AR
O BERE B A RRIATR T B BB A R A T B LR
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SR RS LT RS RE L BT R - % My
Best Friend’s Wedding (1997) » SEfe— 2 BiE R # 2 (€id-38
B OIS 17 B AES (ERNBER GHIRARZED
IEUR e 4 (DT HR P B B FRAHIER - AR
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Have you ever heard something called Double Jeopardy from the fifth
amendment of the constitution, or Double Jeopardy provides that no
person may be tried for the same crime twice? You got that?...... The
state says that you killed your husband, they can’t convict you of it the
second time. That means when you leave here, you track him down, and
when you find him, you can kill him. That’s right, you can walk right up to

him in Time Square, put a gun to his head and pull the fucking trigger, and
there is nothing anybody can do about it.

W BT IR AT 2 HENE > Double Jeopardy # IR
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Longman Dictionary of Contemporary English. (1995). 3 rd edition.
Essex: Longman Group Litd.

Longman Dictionary of Contemporary English WA (EEM
SRR > TR SR - B MRS
JTH AR AR ARARRHECE > AR T EA AR
(o7 o (8 RS > MR RZEIEAMER - FHE > BT
MEERROEA L THE—BAT - AR FaEE AR
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(—) B BEAAR T RATHRTMESSE 88 T > ERXE
BRAETTHRE - T E b AT AT E W RBISCE R
A I o BINEHE A S “wannabe” —F > FEBISC UM
o P S PR S SE T AR (FRBAEMEIND) o R - B
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EAEB S S o FIEE I A S Y5 BT (collocation) » ¥FE23 b,
EHRBRAED -

(Z) ZEWER LIERERFOFE (RA)  FRERY
YRR B IR0 T B0 SR > B0 SRR R TS
FEER - FAFWHEEES]] WI%#HT S o5 spoken

texts > S1FR/RNZT R OFERH ANE 1000F « WRREGHE -

W3 FORE AR E A 30007 > BRILAEHE - B530M a1

ST > BRI R RBEEY - LY IR E W ESshE

ALIHIE AR O BERE A T S 00 A% o ST e AN BT

“several” JEIERGE » WA A o TERISC S RRE a0 R AT o #2003

ZhR > “several” 2 [S1] > B % B O3 1000 FR > WA MBI HE

BIRE R EX S o
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WERAF ARSI (HSCE R

Collins Cobuild Dictionary (T Cobuild) #i¥EF FRIL BT
12 TR o B - AT AR ARG PR 51 LA B
=23 o IS S ARE AR A TR R o B4 “gure” —%F > M
TR TR o — - EENERSEEERM = I Erigr B LR AR
22 o B FIEAIEEEMRRAT - B ] - BRE A
HLiRseBE — AREHA B S = R L AU DR SR > PTER
%1 “one of the president’s foreign policy gurus” > MR REESMEE
EHEFHEREYE - BT = R AR ) -
(M) ZHMmE SxAATE THEZE - REPNN=3 G kN
KT Dil‘lﬂ?%?iﬁiHfl%?E"J%ﬁ‘ﬁﬁ@?f’ﬁ%ﬁ%iﬂ@ﬁiﬁ%ﬁﬁﬁ?ﬁﬂ
WA BCITESCERN TR - B =Rt 2T a AE L - 68
AT B TR AT 8 FER A T - R
A VR FEWERSE (Bl story 2 T4y %y for entertainment,
news, of a film %) > BK[AIF&# (fFl story Z T excuse, events
5) o AT BB EE ARSI AL (B4 it's a long story, to cut a long
story short %) — 5| E AR — AL T B RYUE TR E
FIRERGFARE  TERIE R LR T TG 2 R DY R BT A D
WE SRR B ©
(F) £% Wscss—rms b w A TR AN
Hy o L E B A A TR B R R B B SC = A R — ETEE S
B EALCHEE > REHT T —Fwl e B ORI R SR R
EEE W ? ﬁ?)ﬁZ*%ﬂﬁ%Kﬂ%%ﬂj’a‘:fjiﬂﬁféﬁ?ﬁ%%@ﬁﬁ%%ﬁgﬁizﬁ
% o Bl “join” > BIC=RREFRE “to begin to take part in an activity
that other people are involved in” B2t CRIBIAT > MR 2
I TR o B “ B AR AHEBURL “T join a class” °
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AN > “Join a contest” (HI2E3&HmMA) EENFERTZY
“official” fEA T » FHIUREES “a person who holds a
public office” MEAKEHE - 3 “HE - ABMAE » AKE” IR
ETH o B =MREFKS “someone who has a responsible position in
an organization” BUE R - 2 “Hongkong Bank officials” 7 i [
YRITER > MEEYHT &K mg” .
SBIIA R B RS0 BB — R AR 4

“He travelled a lot around the city” > [F]Z2 ¥ G858 “Heil” o {Heh
3CViRdE” AR BUCHETE » T “travel” FH IR o 4 mp s
# “travel” % “to make a journey” ; Mt [ A9 A 47k 1788
TERAT > " > BREAKRE » X EMEEL “o go from one
place to another, or to several places, especially to distant places” {61
BOAEHE o ZRHEPUAR [ 2 9404 “She travels to work by bike” » Hi5E
TR WS BATEE R o MR AR SR A - B S K
1) “travel a lot” SBE “PUREHERE” JREEATT o BISC=FRE “travel”
—FIRIERE SRR (usage note) - JFAK “travel” FRFE i
177 B ER MM AR RARE AALZELS (If
someone moves from place to place over a period of time, you talk about
their travels) « BAISCZMUETE “usage note” HLi T “journey”, “trip”,
“voyage” 535l -

ERRT N RN B [ RS IR
¥ (componential analysis) > 5 — 1 7 ) 5 3 SR P 5 RE A A5
KB o BREMHTIEARAR — W TR R ER 4 B
BREEN—IR -

(N) RERFHE BICERMAAN®E T ORGSR - 5
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RERHNOAEBESM (FIXE RN

posgEn , EEFREARREANEEATEER - EHHEH
SR (pragmatic force) FEMIX =M HE i “of course” »
FEPUPRILTE course — M2 T - B 1R AE i3 (4 B F R 2 A BT
BRENERBRER) » BE “certainly, naturally” > g “H
gR IR o BISCERRTE course Z K —EMRE of course (k3C
OB ARSI F) - ATERRE (LEERE?)
a. used when you are mentioning something that you think other
people already know, or should know.
b. used to say that what you or someone else has just said is not
surprising.

¢. spoken: also course, informal, used to agree with someone, or to

give permission to someone.

d. spoken: also course , used to emphasize what you are saying is

true or correct.

B = BB R A SR > 1E usage note 1§ Hi “you use of course
as a polite and friendly way of agreeing to something or agreeing to do
something someone has asked you™ ° {HXFEH “Itis not usually polite
to use of course or of course not as a reply to a request for information.” °
AR INEA AR “May I borrow this book?” #RTI &t : “of course” >
AR Ky 5 (HAn A AR © “Is this the way to the station?” (i)

s wof course” o BhErEABHMER T —EEME > §8 S AR
1T o AEHNM > 7E usage note B > BISCZ RS ) “except when
you are answering questions, of course is not usually used at the beginning
of a sentence” © BASC=MRERFIFE i > BAMARD B “We play a lot of

tennis and polo. Of course we have our own swimming pool.” ES
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“We play a lot of tennis and polo. We also have our own swimming
pool, of course” & | BH3C = Wt 2R BE AN 4 o

WISC=ROR A 8 2 B “of course” MUZEBE A R IR FORLE >
EHEEBENENEESHR (presupposition) Fl{& 47 A (politeness)
IR o IR 2 IR € S8k » AR N S RN BIA
(imposing) > BN C A B A E R T 85 E A -

FHEE—F] » “Would you kindly” = FRAES - RAMER
FATHIEEZ —  [ERISC=RFE H © “A request like would you kindly...?
Or Would you kindly shut the door! is formally polite. In informal contexts
it sounds though you are annoyed and Could you possibly...? would be
more usual” o %5 8 EORHBERT B M 4 78 A BTRE B 5534 (pragmatic
failure) » BIRESCAREIETE R 22 1735 1 2 B 278 R 2 LB A AUR o
(€) 3UEER  BICEAHARRIE YR - 1 HLE TRty
RIARBI DR & » BT L SCRRM TR sER SRR - &
T BHEEE 2O BAAYNE > SFI (BIERE - W35 > Ex > T
2o SCEDFEHR o SRR Y T BISCIRE TR BER - il
e L etE (U] RFEAT 8 (uncount), [C] FREZE W (count)
HREXH [usually plural] [never plural] %357R © 7£ }fﬁﬁﬂfi’iﬂﬁ [only
before nouns] [not in comparative] & §78 ©

By B AR B SCE — KRR - BRSO R B TE B 5 S B
i) 72 (verb-patterns) » LAJ5 % > GIUNTE “suggest” —<F T LA
2] THED R EA) - “suggest doing sth”, “suggest +how, where”,
“suggest sth to sb”, “suggest + that”, “suggest sb for” %5 o 3= HLBHSC —
SREMER S RRERITE T AD o RELZ > A ER USRI A kAt
s (B0 T, Tw, Tg) -~ AENEEREEERBRENEEA
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el R i RS S (O AR A

B R REEEREARIERE - BE|BEME R > B
SCE RN usage — R > BIBIEIOLF I AL - & R B AU
M Rk — /NSRS -

A S S 1 P R R B O PR > TR W A IR
FE 5 A “need” W PR “need sth”, “need to do something”, “need
sb to do sth”, “need not do sth”, “need doing”, “need do sth” » ZET] R
Y B — I - IR EED R ? B S = A P A A
FAR > BT —EeSCEERME A R -

(N\) BB ERSHEERNIT - B S = REER N G E o il
“keep your fingers crossed” — 3 - FEEEETURR o FRFE “cross” Z T

fRF2 % “hope that one’s plan will be successful” * {2 FLEBER “keep
your fingers crossed”? CobuildfE “cross your fingers” —JERRT R
>4 5 BN —4) “Sometimes you do not say anything at all, but
simply put one flnger on top of another to indicate your hope” ° YRE
SRT[REAT B3 /S 4 “put one finger on top of another” 5 BI3C= hix
1& “finger” *ﬁ?@zﬁﬁ% B “keep your fingers crossed” —8 > T
Hin biEE > #E R o “bagel” HREETEET—ENT
({25 a small ring-shaped type of bread) ° B SC = R B E

—EFHEIA T “bagel” REEHLT T o

B AN SRR 24 BV EEE - BFE ARG S (I gE
% BIES) > ARYE  (BIER - BES) > ANFEELE -
B - WA o iELLE HMEENRIRG R - A UE R B
g WAR “TE - SRR B AR Hb i Y BRE R
H o “Describing people” # “Physical contacts” i E B AR
M- mAEE R FEIRTE “broken-adjectives” YE Bl
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BREET Bt

“chipped cup” > B /A EFFR “AIOASRB OB —a: > & “
[ S T BT -

4 42

mnex g

BISCERRTER TR BOE » B T BGE S SR ER AT
FEN T (S B AR o BSOS RUSTAR B AY British National Corpus
(BNC)? BRI 5 — MM (general) A& 4% (synchronic) » X IF
Un At DLEOR B 2 AR E B — B 5 B SC S MR OR BT Rl v
(descriptive) FYJRRAI - #FATH T2 - FEalfiids - A% 5
SCHEHYE RS LUE RS 5 BB AR > A— kB — (R — B¢
BENEEME BRI RE M (normative) FH AR o A4S 8930
SRR E P A 2 & “Real English” 19 Cobuild S8 3 €r—k
BPHTF o

BENE > EERAPXCRERNTRE - fMafEs e
MR > B—AEH - 21 SEAENS ATWEENFH -
HEMEEERAENEERNELEALEEEY - SR aRaem -
AR o [ FEEA R R AL PR TFRT .

T

' A ERSZEE AT EABE I E A i
FHI Cobuild ¥ -

2 BASCZRR AT ARYE Y British National Corpus (BNC) Hi 22 B ket [R &
WIBELEREDFEA (HI40 Lancaster KA Centre for Computer
Research and Innovation Centre, Oxford University # Oxford University
Computing Services) ~ AR (H140 Oxford University Press, Longman,
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R P R R W CBASCE RIERE R L)

Chambers) FIEA#HE (4140 British Library, British Academy) % &
BHES I 4124 B E > BT - HhHEEE LR - O —
o ERCERET AR A E A - TR B SCERESCE o ORET
> AR ARRBEEHA=HRNOEENERS > mA—FRAFR
FIESEH O%E (PIHnEE - B E8%) - FE&5BNCHH -

3 Cobuild F 3R LVEH AN FHA 48 - 41 “Bank of English”
FHERTFESB T ILEF -

Hha

EHEXAREPELL L FHARTALWEREEXSEHLI AR

BB AEEAE T L XEEL - RAEFBATALEEXEHR

Eﬂi IR AMAEHEE R ERON  FEEB - WER - XK
CHEEETEE
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B LB

@%%%ﬂﬁ%%@%%@Z%ﬁ>ﬁﬁ*‘%XK%&%%*
Zﬁ#%%(%%ﬁi&ﬁ%ﬁﬁ)°ﬁ%ﬂ%¢%ﬁ%ﬁ%>%ﬁ
HIRHE .
= e R

LAR—X=0  BERARE » 1505 -

2%%mﬁ%ﬁ%tiLﬁ%ﬁ@;Zﬁﬁ%%;&@ﬁﬂﬂ

B HE B TR -
&%ﬁﬂﬁ%ﬁ%ﬂ>W%@§§@%EE1‘%E‘EE%E
BRRMASS W% SRR E R FIB B I L -

¢ RRERUS BB E - FTFHE -

5. KFAMEE R AT - BT > eIk 3% 01

T BRGHT - WakmpE R .

= BB

L BERBAARRERYE (O) MERLE (O) BRI E
KPR ELBELR
2. " BRI O WAESISER A .

= F A

FBEZR/MEE > RS RTFBEW > KT -
~ /AL a /() ()

M~ BHEAF LG

LOEXCPS—RIB 2 2 SEE B3R5 SHER
£ o

2. BURIRSC ARG B TE  BRTHE > BAR
1 NSRBI 4 > BREATATIRSN > 08— BEE S
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WA LB

RERGIH% > BITRALE -
i B

LB - FUBLAERE > SBHCURSHE ERHSD - 5118
—EAMRESE T > WA () WL EXCPZARRE
i 3

2. BEER
SRFT . 2% BHIEGE 1 B8 R/ 2 FE
TEEA > 3. HAUh > 4 A 5 B HREA 5 6. |
BEER > Bkt - I AFREEIILEE - SHLE

|

> AafEst -
AR B
RAGTIESE - IR HARE BT A - (T HH M RERE -
&
w3 RS B SRR ] o
I\~ BERA
OB - (R T EMA =T - EFHEE TR AT o
AEEE > UBSRIER -
- FEF

ARAR SRR R ORI - B E R
HRERTRA -

- AR B PR S B 5 D MR T)
s -
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Guidelines for Contributors

1. The Translation Quarterly is a journal published by the Hong Kong
Transtation Society. Contributions should be original, hitherto
unpublished, and not being considered for publication elsewhere. Once
a submission is accepted, its copyright is transferred to the publisher.
Translated articles should be submitted with a copy of the source-text
and a brief introduction to the source-text author. It is the translator’s
responsibility to obtain written permission to translate.

2. Manscripts should be typed on one side of the page, double-spaced and

submitted in triplicate.

3. Besides original articles and book reviews, review articles related to

the evaluation or interpretation of a major substantive or methodological
issue may also be submitted.

4. Footnotes should be kept to a minimum, typed single-spaced, and placed

at the bottom of each page. Page references should be given in
parentheses, with the page number(s) following the author’s name and
the year of publication. Manuscript styles should be consistent; authors
are advised to consult the MLA Handbook for proper formats.

5. Chinese names and book titles in the text should be romanized according

to the “modified” Wade-Giles or the pinyin system, and then, where
they first appear, followed immediately by the Chinese characters and
translations. Translations of Chinese terms obvious to the readers (like
wenxue), however, are not necessary.

6.  There should be a separate Reference section containing all the works

referred to in the body of the article. Pertinent information should be
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10.

Guidelines for Contributors

given on the variety of editions avaliable, as well as the date and place

of publication, to facilitate use by the readers.

All contributions will be first reviewed by the Editorial Board members
and then anonymously by referees for its suitability for publication in
the Translation Quarterly. Care should be taken by authors to avoid
identifying themselves on the first page, in the top or bottom margins,
or in footnotes. A separate cover page with the title of the article, the
name of the author and his/her institutional affiliation should be

provided.

Book reviews are to follow the same format as that for submitted articles;
they should be typed and double-spaced, giving at the outset the full
citation for the work/reviewed, plus information about special features
(like appendices and illustrations) and prices. Unsolicited book reviews

are as a rule not accepted.

Final versions of articles are to be submitted in a hard copy and a
computer diskette to the Editor, The Translation Quarterly, c/o Centre
for Literature and Translation , Lingnan University, Tuen Mun, N. T,

Hong Kong.

Contributors of articles will receive three complimentary copies of the
journal, but these must be shared in the case of joint authorship. Book

reviewers will receive two complimentary copies.
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