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ABSTRACT

A N N A~ s z N A

that poetry translation appearsunfathomable, in particular the view exists that poetry
translation can only be successful as a form of rewriting or re-creation (Bassnett, 198),
while the difficulties and intricacies involved in poetry translation may have led to the
UUENTI E U bisoltetaesstoOnbimesous relevant studies. In this research study, |
propose Ul | ws EUT UOI OUEUDYI wxl UUxI EUDYI pywbihbEOEOa 4|
argue that description of the nature of poetry translation can be described in a relatively
objective manner. Seemingly incompatible with the strong lyric tradition of classical
Chinese poetry (Liu & Lo, 1975) but nevertheless a longstanding concept in Western
OPUI UEUAWUUUEDPI Uwep* 1 UUAT UOwWRNWWAOwWs EUT UOI OUz w
and meaning dimension. Using the comparative approach in translation studies
(Williams & Chesterman , 2002), | discuss how different translations of the same poem
can be judged against the threshold of whether or not the poetic argument of the source
text is transferred as far as possible. While different translation issues are foregrounded
as | discuss the two dimensions of poetic argument, the discussions concerned aregiven
coherenceby the common aim of demonstrating the usefulness of the argumentative
perspective in achieving my research purpose of an objective description of poetry
translation, as well as how such a description leads to a simple and accommodating
theory, the latter | propose in particular to be contribution to the field of translation
studies. All in all, the conclusions derived from adopting the argumentative perspective
should have generalizing power, and allow poetry translation to be understood in a

way which is rid of the mysticism, subjectivity, and isolated nature associated with

previous studies.
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NOTES

Romanizatiorof Chinese texiised in this research study:

Pinyin is used unless the word appears in cited quotations in WadeGiles in which case

the Pinyin is put in square brackets,ed 1 6 w3 z EOT wZ3 EOT ¢ 6
Word-for-word crib of classical Chinepeems:

When discussing classical Chinese poetry examples | provideword -for-wor d cribs to

give a rough idea how closely the translations correspond to the source text:

3 N S} Y

jade stair emerge white dew

0 € - L

night long soak gauze stockings
t t A Y

but down crystali curtain

© 1 b

clear T look autumnmoon

The ways | mark the poems word -for-word are illustrated in detail as follows :
Correspondence

SomeChineseterms which consist of two characterssignal a single sense

unit and therefore cannot be translated word-for-p O U Edngjisgz ‘u o), for

example, is U U E O U O BdererguRuilEuds#nd © G Bvegaud8 w6 1 1 Ul wUUET u
the case the slot which supposedly belongs to the second characterin the

term will be filled up by a dash (i). On the other hand, sometimes more than

1



one English word is used to translate a Chinese character, in which casethe

translated words are linked with a hyphen (-) to indicate that they are

translations for one word only Owl 6 1 6 wsuwd 1R U Oiug 6 Y DWE Oa
case,l have translated the poems word -for-word in a way that it might be

easier for the reader to work out roughly the meaning of a poetic line even

without reading the English translations.
Transliterationt

| have transliteratedsome Chinese words (because there is no exact
correspondence in English). The transliterated words are marked in Pinyin

Romanization and put in italics.
Word-classt

Without any change in word form as in English, a Chinese word may have
different word -class memberships and whether a word is, say, a verb or an
adjective can sometimes only be worked out in-context. To avoid confusion,
occasionally | mark aword as belonging to a particular part of speech with

short forms (see below).
Shortformst

As indicated above, some Chinese characters | need to transliterate. They
include prefixes, particles, quantifiers, onomatopoeias, and units of
measurement. For transliterated words as such | use a shortform to indicate

what they are.

| also use short forms to mark content words of different parts of speech.



The short-forms used are as follows:

adj.i adjective

adv.i adverb

aux. auxiliary

n.T noun

onoma.i onomatopoeia
part.i particle

pre.i prefix

pro.T pronoun

guan.i quantifier

u. of measuré. unit of measurement
V.1 verb

Inflectiont

Chinese isan uninflected language, and hencein Chinese-English translation

averb needs tobe translated as the past or presentform, and a noun asthe

singular or plural. Mostly | just translate a verb/noun into its base form

without inflection. The reason is that the interpretation of the poem may not

rule out either the past or present, or the singular or plural. However, if the

verbal context necessitates the use of a particulainflected word form 1 just
translate accordinglyOwlil 81 6 wbi wOT T Ul wPUwWEwWUDOI wEE
k T ) preceding the verb, then the verb is translated with past tense. In

addition, if there is a numeral above osnezmodifying a noun , or if in -context

TR

\l

U



the plural interpretati on is highly likely , then the noun is translated as plural.
In the latter case, obviously, the decision depends on some subjective

judgment on my part.
Explanation of thevord-for-word cribtranslation:

For the word -for-word crib/translation of a source p oem, if there is any word/term that
needs explanation, I mark it with an asteriskasterisksand the explanation is put
underneath the word -for-word crib/ translation . Explanations are sometimes put in

parentheses in a poetic line
The English translatins:

The English translations of the poems are largely taken from the sourcesfor this study .

The rest are my translations.
About the appendices:

| have included in the appendices information which the reader may refer to if

necessary, or if the reader wishes.
APPENDIX I: It consists of numbered noteswhich are referred to in the main text.

APPENDIX II: For Imperial Dynasties and poets which appear more than once in the
thesis, | do not include the years every-time | mention them, and so | have included a
chronological presentation of the Dynasties of Imperial China and its vassal state@nost
of the latter are mentioned when the anthology Book of Songs referred to in the thesis)
discussed, and also a list of the poets with their years of birth and deat h. The years of
birth and death of the more widely -discussed poem translators mentioned in the thesis

can also be found here.



CHAPTER 1

Basis of Discussion of the Poetic Argument and Overview of this Study
l. Introduction

| once read a report onfamous copyright infringement caseswhich happened in the

United States: several appropriation artists were sued because they had

UUEOUI OUOI EwUOO! wxl OUOT UExT | UUg Thedangesd Ul Uwi O
made included turning the photographs into painting s and adding/deleting details

here and there. The defendants claimed that by so doing they had come up with a

piece of work which gave new meaning to the original, and therefore the creations

amounted to a fair use of the piece and there was no question of copyri ght

infringement .

It is quite surprising to me how the court would sometimes accept such
by comparing the original with the so -called re-creation, the only conclusion that
could be drawn is the similarities between them were so conspicuous that even
with the changes the casesclearly constituted an infringement of copyright.
Obviously, such a judgment is made without any awareness on my part of the
nuances of the law, but it seems that no matter what, incidents such as the above
may propel one to think how, as a result of the accumulation of precedents and the
letting in of different perspectives over time, people can start to complicate what
ought to be straightforward matters in the first instance.

Maybe the same can be said of poetry translation, which happens to share
with the copyright issue the same substance of art and imitation. And translators of
poetry may likewise be perceived to have the poetic license, bas& upon the source
poem, to make changes to the original as a show of their creativity. That being said,
a view as such often leads me to ponder what the criterion O ifaitigulnessz OwO OO Pk Ow
for long to be the fundamental requirement for a good translation , should mean in
the context of poetry translation. In this regard, | can recall that J.Minford
suggested to mehow Arthur Waley (18891966 and other outstanding poetry
translators wereT 1| OPUUI Uwbl Owi EEwWUT E0ws SYEDOHLEOGOD WD @
heart of things g or an gnner x O b lot/theain part which E O U €eEtheg translations



apartz(personal communication, March 5, 2016) Minford (2016) also referred to

6 E Ol unfaitbful translation of aline inaci( ) poem, a genre of classical Chinese

poetry, whichis R kA Z(gu ru liu shui ma ru long z iA sTo the tune gazing

to the 2 O U ONagguliemgnan ee] ) written by Li Yu (936-978)of the Southern

Tang (937975 Dynasty (p.7). The line consists of two similes, and literally it means

s UVehiaes move like flowing water; the line of horses moves like a swimming

dragonz The more concise Chinese idiomR k4 Z(gushui-malongg which is still

commonly used means exactly the sameand depicts a scene of exceedingly busy

traffic on the streets, symbolic O wUT T wx UOUx 1 UD U a wéhblatighune OEE | 6
OPOI WEI EOOI Uws &OPET EwOa wET EUPOUOQWUOOOUT T Uw
comes to the quality of translation, analysts often tend to give a higher regard to its

w
91

artistic value than to its faithfulness ¢ J.Minford remarked to me that one could
forgive Waley for the unfaithful translation because of that(personal
communication, March 5, 2016). However, what he also implied at the same time is
perhaps that, other things being equal, faithfulness should be something that a
translator is expected to observe as a principle of translation. While one can
probably say justifiably that faithfulness is not a sufficient condition for a poetry
translation to be considered outstanding, at no time can anyone ignore it altogether
when it is often the least a translation should achieve to make it minimally
acceptable, and there seems to be no reason why poetry translation should be
considered any exception in this regard.

The principle of faithfulness brings me to the standards of translation in
general. One of the earliest significant proposals in the literature of Western
translation theory is Tytler (1978), who suggestsin his Essay on the Principles of
Translation(originally published in 1791) thatatranU OEUD OO ws UT OUOE wl DY u

A NN A~ oA N

applied to literary work can be difficult to explicate objectively becauseany
perception of an equivalence in style may vary from person to person, whether or
not the former two standards are met are perhaps comparatively speaking more
easily determined by objective judgment. And putting these two principles in even
simpler terms, a translation should be faithful as much as it should read smooth Yan

Fu( ;18541921)i EOOUUwi OUwl PUwWwUUEOU OEIEGGdOT w3l 00

6



Ethicsand one of the most referred to Chinese translatorsO wU UT T 1 UUA Guus BRBHDw w
( AOwE OE g ke thg tiwep standards of a good translation (as seen in Yan,

1984, p.6) which are commonly UUEOUOE Ul EwEUws i EPUT I UOOI UUz O
sl Ol T EOEI z nathdngsknuretbBsYoihed possible translations as presented

in Hermans (2003, p. 383) Based upon the common sense understanding that the
UUEQGEEUE WOIN BEOEXE zudOwl RxUI UUBDOOWExx OBl UwbOOa
PPUT wWUUET wEwWOEOT UETT wUUAaOl Ow+EOwphNWY Awl EUw:
sUOOOUT O1 UUz wbT PET WwEUI wi 1 Ol UEOCOaWEXxxOPEEEOI |
s%EDUTiUOOiUU@@w@m@@@b@ﬁﬁ@@@@@@@mmwmm

SEOOxUIT 1 OUDPEDOD U a zbe endsitiene Byddhyindds 5 bvidéhginuE E O w
+DOZ UwphNWKAWEEEOUOUWEUwWP]I OOOwPT T Ul wUOT T wUUE
EIT EOOI Uws UOO O UHUarg (1802 )uiikex dolcitedy addvey poposes that

UT 1 WUUOEOEEUEUWO!I wsEEEUUEEapy@®t &1 UOQHWERWEODI
achieved for all kinds of translations. 31T 1 wOP OWUUEQOEEUEUW®ET wUT 1 auw
SEOOxUIT | GJEEBEODEEAQWEOEwWs UOOOUT O1 UUz AOwWUOT
regarding the standards of translation mentioned above, all constitute the nature of

translation .! The nature of a translation proper, to me, has alwaysappeared to be a

relatively straightforward matter as such.

This is a research study onthe translation of poetry . With regard to the
Ul OEl OEa wU Ouws E @6 dethénktiated byuteEnfringkenukb of copyright
cases mentioned at the start such complication just appears something all the more
legitimate when it comes to studies of the translation of poetry, in which poetry is
often considered, amongst other things, difficult, and possibly the most difficult
medium to translate compared with other literary genres such as drama, prose, and
the novel. In the rest of this chapter, based on the acknowledgement that it is
perhaps legitimate to complicate discussions of the nature of poetry translation, |
elaborate on the difficulties of poetry translation , the attempt at defining its nature,
problems with defining its nature, and setbacks of poetry translation studies that
stem from the complexities of poetry translatio n, upon which | identify a research

! This tight relationship between nature and standards can be considered in the ligfkof | YR b A RIF Qa o6 mMdy
accountof the purposes ofranslation theoriegsee Appendix | Note 1 on p. 28® the purposesdiscussed&ndan
explanation of how thegonnectnature and standards

7



gap that enables me to propose my researchobjective, before | spell out in what
way my research contributes to the field of translation studig#is introductory
chapter ends with a summary of the chapters which follow .

Poetry translation | what are the difficulties about?

Poetry translation is difficult, not just because there seem to be no rules of thumb to
follow, but also because the attempts at its theorization are more often than not
doubted by expert translators as futile for the purposes of serving as any useful
guidance in the process. Regarding such a doubt,B. Holton mentioned to me that
sinologist John Minford once saidhe had never encountered any translation
problem which he could tackle by referring to a book on translation theories
(personal communication June 13 2014) Minford is echoed by Jay (1989) who

A N N A~ s o N A

nonbelievers in theory do themselves produce quality poetry translations,

seemingly some kind of a vicious cycle results: evidence shows that poetry
UUEOUOEUDPOOUWEU]l wEExEEOQawl EOEOI EwEa w0l OUI wki
a good position to dismiss theories, making poetry translation seem all the more

unfathomable and thus further confirming the validity of dismissing theorization as

pointless.

In addition , one can also look at the ways in which the substance of poetry
translation is presented, which perhaps is no less difficult to fathom than the task of
translating poetry itself. Any random search amongst the literature can testify to
that. An example is Wong (2012)on lines of a poem of John Milton (16081674)
before assimilating their style to that of the Tangpoet Du Fu (712770)and the
translation of David ' EP Ol UwOi wOOIl wodOi w# Uz Uwx O] OUo

The above lines are characterized by a grand sweep, a largescale movement, and a
ferocious onslaught suggested by the rhythm, all of which sh are a close affinity with
#U0w%Uz Uwx Ol OWEOEwW' EPOI Uz wOUEOUOEUDPOOB w#l xPEU
proportions, the images and the language inspire awe and trigger associations with

the sublime.... (p.109)

Difficulties of poetry translation are demonst rated in discussions as such
which represent an anecdotal and subjective approach in literary translation studies,

8



POUUDPUDOOUWE OE wHEMoude, 1998, . @257 Di@re is fblint@&tibrzomw
my part to devalue such impressionistic accounts as worthless, and undoubtedly in
some way the idea will remain valid that poetry translation is better left with the
talented, those who can manipulate languages well and possessa good sensitivity

to style. The role of such personal factors in translation is quite obviously
demonstrated by Malmqvist (2014) on the translation of classical Chinese poetry:

| always articulate the text silently when | read, which gives me a sore throat at the

| OEwOi wEwWOOOT wEEaAazUwbOUOBwW3T 1 wUI xI EUI EwUI EED
EUUT OUzUwYOPET w6l 1 Ow( wi YI OUUEOCOAWEUUDYI wEUw
breathing, are in harmony with the voice and the breathing of the author, then the
workisal OO U U WEOOT dw( WEOQWEPEUI wUT E0wOawdOUDPOOUWUIT
may sound like hocus-pocus to many of you. | am at a loss to explain how it works,

but I know that it does. Once | feel that | have arrived at this stage, | am ready to

devise a language and a style to match those of the original text.

This can be regarded as another highly intriguing translation experience, but other

than giving one an idea of how the way of translating poetry can be difficult to

explicate, a remark as such can hardlybe shared as any accessible knowledge.

Interestingly also, while Bassnett (1998shows her distaste conspicuously towards

the way that poet and the nature of poetry has been presented, branding the

OUOI UOUUWEOOOU wO O winduigentunigrigénsey U @G Uluk wg OO wi DOO L
OPEUEUDPI Uz wpx 8k AAOQwPOwi 1 UwET | is@ddctarOl wUOT T wOUI
suggesting translatability hinges on treating poetry translation as a matter of

adaptatiod based on a rich cultural and literary knowledge on the part of the
translatolO WOU WUEUT T Uwbl OOwUT | wEEOOUWUT T ws Ul PUDUI I
(p.75). While | can appreciate her point about the necessity of demystification of the

poetic discourse (and the talent of the poet), and her emphasis on the social function

of poetry, that successful translations can lead tosubstantive impact on a foreign

culture, it also appears to me that her discussion is somewhat paradoxical: it starts

out with a dismissal of the way that poets are unjustifiably regarded as some

s UUE£T BOT Uz Gwith &doneclugibi which strongly suggests that poetry

2 KAE S WERE LI G A 2 hediffekedt framranglidnh KoReE(&sRitediiSchaffner, 1999, p. 5), it
isusedinterch Yy 38+ 6t &8 A GK Wi NI adnlti20mD)se@ Appghdixil KGe 2fon [ 288zNA A 2 v
accountofK 2 ¢ WI RILIWGFGA2yQ A& RSTAYSR 06& KAY & I 1AYyR 27F @GN



A N N A~ s PN

UUEOQUOEUDOOWUT OUOEWET WwEOOI wEawlT OUIT wbi QWEUI

PPUT wUI Tinid) OOVEXQupOOT | ObwUl OPOPUET OUwWOI w, EOC

Her views can easily be taken to mean that in the end, the taskof poetry translation

is for those who have the realtalent and is therefore still something quite

DOEEEI UUPEOI wOOwWUT T ws EOOOOOWOPOEZwPDUIT OUU W |
Talking about the difficulty of poetry translation, perhaps no discussion of it

EEQwWEI I OUEWOOwWOI EYI woU U.considewior@xampethedi ws UUE O

infamous remark by the poet Robert Frost (187419630 W ( wkE O U OE w E 11 DOl wx C

oo~ A N N o~ s 2 N A N -

very term employed by translation scholars to define poetic nature (Catford, 1965;

Jakobson, 1959)and the view that poetry is un translatable continues through to the

present day. Perhaps it will remain a fact that poetic untranslatability is not

unfounded, when it is impossible to try to take into account adequately all poetic

i TEOUUI UwbOwUUEOUOEUDOT WE uer ittd @antke,imettichlwus b OU E |
UT a0pOT OwbOUI UUI R U Utetarts,Q600) .80R. ViessfE UUT UOUZ wop
untranslatability of poetry abound, which certainly have an impact upon the

perception of the nature of poetry translation , some rather intuitive :

" OO0BPOT wli 1 WOUEOUOEUDOOWO! wx Ol OUaOwo wbUwbEa w
pOOUPUPOOOWOOUT wUOT EQWEDWEETT UT OET wOOwWUT T wUUO
DOET POl wUOTl EVwWEOaA OOl WEEOWUUEOUOEUI wx Ol Uvaowl B
EUI EUDPOT wx DO WP BEFEIGED B O1T wx O1 sk Dui O T uEDaHA ullk
) EEORIREDIEGD E wb Uwx OUUPE O wp U O OWUE BwudBl mwE O Qi
Pl wWEEOWEEOOwWUT 1T wEUI EUPY!T wYOPET wOi wBNOQWUEOUO

O6EHBOA WEGK®O U

Views on untranslatability of poetry, in addition to suggesting that poetry
translation is only for the talented , alsolead to the common conception about the
OEUUUI woOi wxO1l DUAWUUEOUOEUDPOOOWUT ECwPUwbUwWOI |
creatioOz OwOUws EEExUEUDOOZz OWOEOI UwUT E0wUI 1T OQwU O wl
substance of What defines atranslation proper. ! O AawEOEwW! I ONE @B 6ﬁ)¢pE U w E {

EDEVOPODpI WPERO WU wWOE Ol i¥noBdlibuirud thad® Gabdate 01 E 0 ws
x Ol UUAwWwOOT wo pM)wBw B T Wl BluyxBA 1 FOyw U1 E Quuw OO wiu®x@a wUT E
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EUUUODPOT OAWEUWEOWEEYEOQOUET I OUUwWpEOEWOI 1 PUDOE
E Ul E Ubsum,tha dificulties of poetry translation can be understood in the

light of its mystification, untranslatability, and being looked upon as some re -

creation. Now | continue with addressing issues associated with defining its nature

and standards, followed by a discu ssion of problems concerning such attempts at

definition, and problems with poetry translation studies as promised at the

beginning of this chapter, which will ultimately lead to my research objective.

Poetry ¢t its translatability and the goal of its translation acknowledged

With regard to the views of poetry untranslatability which are based onthe

difficulties of poetry translation mapped out above , it appearsthat one should not

only stay at the level of acknowledging remarks like s UT 1 wOIl U hpdEHEO wx EVUUIT U
source poem which are closely connected to themono-syllabic feature of the

Chinesewords EEOOOU WET wEEUUDI EwOYI UwUOOwUT T wUEUT T UL
with such rich cultural connotations which will be lost if translated literally in  to

anOUT 1T U wO BPvigwshg dudhgppear to have almost become some common

knowledge to which nothing much can be added. The general consensus these days,

POwi EEVUOwWPUwi OUws UOUEOUOEUEEDPOPUAZ wOil wx Ol UUa
that it is not h elpful to treat poetry as absolutelftranslatable or untranslatable for

anyone who aims at a sensible discussion of its translation. The following

suggestion of Sallis (2002 UwE wEPUIT EVwUI EVUOIT wOOwUT 1T wEOEDOuU
s/ Ol UUa w,imdny hawebdEc@d, is untranslatable. Yet translations of poetry

also abound. Even the poetry of those whose poetic gift and artistic gift and poetry

OEUUI Ua uub(")UOELuUi i OwUOwOEOI wOT T DUwpP OU Oquo wU()Ul

EEUOOUUTI wlOI-BOUDWHAEBEWMEwpBOBEWUT EDUWEOCOOUUwWOOWUT Ul
it due consideration anymore (personal communication, 28" May, 2014). A

meaningful discussion of poetry tran slation should, instead revolve around the

EEOOOPOI ET Ol OUwOIi wsUT 1T wUOET UPOT WEEEITI xUEOET w
| OOUOPUa wOE QW E BUDIEW@EWUT T wx UUx OUIT wdOi wUl EVUET E
as much as possible of the original poetay E1 WUE Y1 E wb O wWonnalif) UEOUOE Ut
1998, p.176 my emphasis). Compared to opinions about the absolute

untranslatability of poetry due to features inherent in the poetic discourse, the view

11



mentioned just now seems a more practicable perspective in tha it allows for a room
of discussiomf poetry translation issues.

Defining the nature and standards of translation objectively ¢ what are the
problems?

However, a statement like that of Connolly z tited above is not entirely

unproblematic when it sounds reasonable while at the same time beingelusive:
reasonablbecause no onewould dispute UT EQwUOwx Ul Ul UYIT ws EVWOUET
OUDIT bOE O thegddl to athievetdtidnsliate poetry properly (presumably one

would not suggest the goal is to preserve the original poetry any lessthan it could

have been preserved) elusivebecause the features of a source poem are of different

magnitude, and therefore it would be difficult to appreciate the quality of different
translations of the poem as merelyaOE U Ul UwOi wEOOxEUDPOT wbi PET wU
I PTTTUUWOUOET UwlOi wi T EVUUTI UwoOi wiOi 1T wOUDPT DPOEOZ
source poem¢ for example, who is to say that a translation that rhymes just like the

original and seems to be able to captureUT I ws i UUT OET z wOIl wUT 1 wUOUUE
translation approach is necessarily preserving more/less of the original compared to

a prosaic translation which does not rhyme but is accurate down to the tiniest

details? It is doubtful that any poetry translat ion studies should propose such a way

of counting numbers andargue for it as aviable basis for quality assessment and

understanding the nature of poetry translation.

It will remain true perhaps that different attributes are of different
magnitudes, as much as they are accorded different levels of significance by
different translators, rendering it difficult to describe the standards of poetry
translation objectively. A similar attempt at delineating the nature of translation or
poetry translation can be illustrated with referencetowt T 1 UUT UOEOOwPki Ow
EEOOOPOI ET T UwUIEIWwW-UEUDEL®WOUWRI WUOE wi EYT wEOW
Ol wul Ol Y E O lpeEWnn@EmdH EaUBBi u) 001 UOw! YhhOwx 3+ Awbb
PUwWwOOUwWUUUx UD upduiEadil BUEwWEWEICWOEW D OOEOwUI OEUD
OOUDPOOUwWIWWEET WEEOWET wEl EOCOI OT 1 E6w( Owl PUWED
OEEI wEOOOT UUWUT Ul 1 wUUE OU O BEEOIUWO+ Dbl E Bdgu PH
UT EUlI EWEQEWEDPI 11 UPOT wYPI PUWEUwWUOwWPT EUwWPUWE O
UPOwUIl RUUOWEOCEwWPT EVwUPOPOEUDPUPT UwaUl wOOUU wUI
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"T1 001 UOECuG| byEnud | AuE EPAIU BUAG Bl OENW BEED@MBO0 auuE & wE D
30UUAO0wWUT T woOmI E W W uBEwI A wlOwET wEOOUDPET UI
El ws EQURAWIEOwWUI OEUPOOUT Dx wET UPT T Owl0i 1T wOPOwWU
Ul U0UPOOws 61T EVWOPOEU WOl wbOOUEBOUREUPOOEIOQBOD ¢
Ul EOPADPOT wUOT E0w3OUUVUazUwWET | DODUDHOO WS EixusO BQul
UT 1T wOOUUwWT 1 61 UEOQwWOT YI OOwbkhl WwEEOwx1 UT ExUwWUEa wl
Ul O1 YE O QuuBErualE Bedual il 1 OQwUE b U iwdw EidlwE @ Wwis Wi o & E
EQCEwWPOEI | Ewbl EQwkIl wOl EDWEEwE WHEDDOEWDHG @ u QuEp
Ol wOUEOU omlipOUDREUPEORX@wUT T wUUENT EUPYPUAwWPUUUT wC
UEOT Ol EwbPIl EwOi wYE OUK UE DE (udG B@EmDM@E b F@E@uLL w

UUEOQUOEUABOOwWxUOXxI U

OOUT T UWEUUI OxUWEUWET I pOPOT wOT 1T wOEUUUIT woi
EPEI OUOODI UwET UbI1 1 O uksl B G EUURE OXurEul B GBI sEUI BRI uisz(X
P PET wUl OEDOWUGET EOTT EwbOwWUT 1 ermwidcsl UUwOi wlUI
applies to the description of different kinds of translations and Which invoIves a

A N N A~ s s

EOCOCEPUPOOWUOWET wdOl UDwET | OUT wOT T wUU EBKkér,l UwOx 1 |
Koster, & Van Leuven-9 PEUUOw! YYNOwx3 ! +t NAS w31 1T Ul T OUI Ows -
EOQOOUT T UwUI UOwi OUwsUI Ol YEOUwUD@inGE UDPUDI Uz wb Ot
UUEOUOEUDPOOEOWUI OEUDOOUT DPx OwEUwWUT 1 wUEOT wUbOI
U b O b O BHe Bagudnessin definition, while what the word means exactly is also

UUUETI xUPEOI wUOWUUENT EUPYPUawWEI EEUUI wEOEOGaUUL
UT OUOEwUI OEPOws UGET EOT 1 EzZwUOWET wedUOUI EwE Uwl
DU wil O U XY EAbumRadUsmeuaspects should remain unchanged then some

OUT T UUwPPOOWUOET UT OWET EOT 1 6ws 21 PI Uzwl EVWET T
PT DPET wbPhUws EPEUEUI EwEaAawEDI 11 UI OET UwEITI UPI1 1 OQwoH
EEQWET wsExWwi Elwl@®WE OUOEUOUwi OUwUUaOPUUPEOWHEI
p. 271). In another study, it is noted thats UT D1 UUwi EYI wo wubOYEUDPEEOOa L
deliberate distortions, incompetence on the part of the translator, or linguistic

incompatibiOPUa wET Ub1 1 OwU i(Genilep, #0010 €8) TheEqlLioke thayw

also be seento implyUT DI UUWEUWOEOPT EUOUaA wpEUT wOOws OPO1
UT 1T wOPOWOEOT UET 1 Uz KWEOE wOx UP O Odropaseyitadin 6 wUT 1 ws
the context of poetry translation, translators will think differently concerning what

shifts are obligatory and what optional , and whether the shifts initiated are
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acceptable (for optional shifts) or necessary (for obligatory shifts). Such different

views will lead to discrepancies in perceiving what counts as a translational

relationship. For example, a certain shift, while it may be considered acceptable or

necessary by a translator, may involve changing aspects which other translators

consider should remain unchanged in the translation simply because from their
perspectivel UET WEUxT EUUWEUT wUOT T ws Ul O YEOUwWUPOPOEU-
Ul EUTl wPpDPUT wOT T wUOUUET wUI RUOWOUwWUT T ws POYEUDE(
translation so that it can establish a translational relationship with the source text.

Ol WEEOQwUI | wUOil EQwpT EOWUUEUUEOET wUT OUOE wEI
sDPOYEUPEOUZ OWEOEws Ul Pi Uz wPUWEUWET UOWUEUT 1 Uwl
phenomenon being an example to demonstrate why it is difficult to delineate what
counts as a translation proper or poetry translation proper clearly and objectively.

With regard to the said problem s of vagueness and subjectivity associated
with the notions used to describe a translational relations hip, | can also refer to the
idea of stretching the limits of the target language, which can be seen to be related
UOws POYEUPEOUZS ww3T 1T wi 6600O6pPOT wgUOUI OwUlT OUT 1
the social sciences, seems to hold true for poetry trarslation as well:

Translators must create the means to relay the peculiarities of the source language
and culture without alienating readers of the target language and culture; they must
avoid the Scylla of slavishly reproducing an argumentation process that may be
incomprehensible to the intended reader and the Charybdis of refashioning it into a
process with which the reader is familiar and comfortable. There is no set answer to
the question of where they should position themselves between the two extremes:
each text issui generi® 6(American Council of Learnt Societies, 2006, p. 8)

By stating that it is necessary to stretchas far as possible the limits of the
target language, the quote in a way echoes the standard of to retains EUwOUET wE U w
x O U U b Ehd sogreePdem.But then again, it is reasonable to assume that there is
Nno consensus amongst translators with regard to how far exactly the stretch for a
UUEOUOEUDPOOWEEOWT OWUOWEET BT YT wUT 1 WUEPE wx UU x ¢
shares the prablem of vagueness and subjectivity that characterize the
UOEI UUUEOGEDPOT wOi wsUI Ol YEOUwWUPODPOEUDPUazOws O
demonstrating again that it can be difficult to define the nature of poetry translation
objectively with the employme nt of terms as such
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The attempt to account for the standards of translation has also been made
with reference to the role of readers in translation, a dominant theme in translation
studies.( OWEEEUI UUDOT w liolpeeins, sbe vwitdrs, ke KeDdséi (2010)
and Rosenblatt (1978), for example discussthe part that readers have to play in the
reading of poems and their interpretation. Eliot has commented on the meaning of
poetry, that s x O1 O w @hatréaters take them to megam qpE U wE B Y19E7upp Ow, DO O
161; my emphasis).One of the earliestx UOx OUE QU wOIl wUI EET UUz wUIT U x (
from the perspective of translation is t he responseoriented approach (Nida, 1964),
which suggests thetargetUl R UwUI EET UUz wUIl Ux OOUIT wOi T EUwlOu
readers of the source text for a translation to be considered successfulTheodore
Savory, in his renowned The Art of Translationpublished in 1957), proposes that
s UUEOUOEUD OOz wb U eqwitaetee afithoddintieh fied behikdihe E O w
differeOUwY 1 UEEOwI BRxUIT UUPOOUWOI wEwUT OUT T Uz wopE U wk
1 OxT EUPUAGwW-T1 POEUOZ UwphuNWI AWEOOOUOPEEUDYIT wll
readers aneffectas close as possible to that obtained for the readers of the source
text. The ideas albve seem to suggest that meaning in poetry, as well as meaning in
poetry translation, comes into being with subjectivanterpretationon the part of the
readers, and since interpretation is initiated by the readership, it appears that
interpretation can beconsideredE wUl EOPAEUDOOQGOUWWPEEUD WUt @El U
response is based updimere are views on the interpretation of translated meaning
on the part of the target readership illustrated from paralinguistic perspectives: the
cultural and context ual factors. House (2016), for example, proposeghat translation
EEOQwWETl wUOEI UUUOOEWEUWE Wi OUOwWOT wsUI EOOUTI BUUE
UUEOUOEUDPOOwWOOUwWs UT 1T wuil OET UPOT wOi whOUEUWE a wl
(Malinowski, as cited in House, 2016, p. 64), andBassnett (1998kuggeststhat
poetry translation is like the transplantation of seeds which gives rise to a new
meaning for the target readership of a different cultural background. Blumczynski
(2016) addressedJ T 1T wUl EOPUAWEOEwWUDT OPi PE&YPdE T woOi wlOi 1 w
EOOUI RUzZ wbPi PET wl EVWEwWs EVUVUEDPEOQwWUOOT wbOwUT 1 wb

Having explored the above -mentioned perspectives, | put forward the
following questions: H OP WEEOQwWOO1 wEI | POl weOws 1 gUBDYEOI OEI |
El OPOI EUI WEWsUPOPOEUwWI i1 TEUzyw$Y!l Owbi wlOi 1T wll
response can be clearly defined, how would it be possible for anyone to ascertain
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any effect or equivalence isactuallyrealized in the end? In any case, how can one

I EYl WEEEI UUwWwUOOwWUIT EET UUzZwUI UxOOUT wbOwUI T wi U
determine what impact exactly a different cultural background has upon the wa y

readers interpret a message, the same indeterminacy applies to how the complexity

EQEwi OUPEPUa wOi wEOOUI RUWET I 1 EQwUl EET UUzZ wbOUI
Ul UxOOUI zOwWwRUUOwWOPOT wUOTT wYET Ul wOl UOUWEUws O
different interpretations and understanding, as much as it is inaccessibland

unpredictablemaking it anything but a reliable criterion to define the standards of a

translation.

Problems with poetry translation studies ¢ the prescriptive paradigm

Based onthe earlier discussions that poetry translation is difficult and seen to entalil
much personal talent, and that it is difficult to describe the nature/ standards of
poetry translation in objective terms, can it be said that the choices entailed in the
translation process are bound to be highly discretionary, to the extent that theories
are at best wellintentioned attempts at generalizations about poetry translation, but
which in fact are of low applicability? And are the attempts at defining the nature of
poetry translation objectively prone to failure ?

The answers to the foregoing questions may be awellNU U U DI BPI Ews al Uz Ol
would like to point out, focusing firstly on the doubts on usefulness of theorization,
that attempts at mapping out translation the ories for practices are by no means
lacking. Concerning the prescriptiveparadigm in translation studies, there have been
numerous suggestions on howpoetry can be translated over the years. Typical
iBEOinUwEin+iiiYiUizwaMHWQiME@£H®®H@mmeI

A N N o~ s s N A A N N o~ s PN

UUEOQUOEUDPOO7zOws EOEOOwWYI UUI wOUEQUOEUDPOOZz OWE O
p.8HEOEwW7 Uw8 UEOAT OO01T zUwx UPOED % G1U W@ IUEEDES T Bpiz YOO 1
1 wsEIl EUCawbPOwuKOWs EWwepY 8 0D H gl dAI@UEEQ Eugss B IDEDWD!
POwi OU Oz wus RuOIDS?,ipEsg).Acthur Waley, whom | have mentioned

at the beginning of this chapter and who is hailed as the one personwhose name is

the first to come to mind whenever one talks about the translation of classical

Chinese poetry (Soong, 1973), emphasizes the importance of retaining the image in

the translation of classical Chinese poetry, and while translating the source as a

rhymed verse for him is not a necessity, he made up any loss inprosodic feature by
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matching each syllable in the original line with a stressed syllable in the translation

(Wong & Chan, 2001), a metrical pattern based uponthe seE EOOIT Ews Ux YU OT wUT
a name given by Gerard Manley Hopkins (Soong, 1973, p. 40).This approach is

somehow echoed by the muchEDPUEUUUI Ews 1 OUOEUDPOOwWOI UT OE 7 wx
translations of poetry from English to Chinese (Huang, 2004), which is chiefly

characterized by a strict adherence to formal features: a certain number of Chinese

characters should correspond to a certain number of English syllables, or a certain

number of pauses (often put at the boundaries of Chinese words and phrases; see

Appendix | Note 3 on p. 2 93-294 for examples of the caesuras that divide Chinese

poetic lines) to a certain number of meters in a line of an English source poem.

These are all attempts at theorizing, but with questionable general
applicability. The reason echoes the very nature inherei in poetry: its form
interweaves with its meaning, which leads to the untranslatability of poetry as
mentioned in section Il. The proposed strategies to translate poetry, therefore, often
imply a tacit admittance of the indispensability of the need to giv e up some of the
poetic features of the source poem in translation. This implication is perhaps more
OEYDPOUUWPOwW+T 11 YIUI ZUwxUOxOUEOQWEDUI EWEEOYIT Ol
able to retain all features of the original. To put such a difficulty in substantive
terms, one can considerU1T 1 ws E1 E U UrapbeOadhiévadbl g rhyming
pattern, a formal feature, which usually needs to be given up for the sake of
attaining a closeness in meaning, and vice versa+ DUz UwmphNWI AwOxpOP OO wWE
UUET wE Db OI ndntepwhish$s@ikiquitous in classical Chinese poetry except
for a few very early poems, can be reproduced in English, but this is often achieved
at the cost ofdistortion of meaningunnatural inversions, omissions, or padding z
(p.47; my emphasis).

These prescriptive rules, therefore, are as much attempts at theorization as
they are demonstrations that no one can ever achieve a poetry translation which is,
POwUT T wPOUEUWOI w3OUUaAaOWEOUT wsEET gUEIU] 7 wWEOE wi:
p.147)2 As a result, numerous principles mapped out for poetry translation have

®This juxtapositiomequiresa bit of explanationToury(1995)associateshe two words concernedvith his notion

2F WYy 2NX¥QY WeKdza>s gKSNBIFa | RKSNEBy &équatyas canpaadiddhe y 2 N &

puji
w

source text, subscription to norms originating in the target culture determinesciteptabilin®  6-£3dmy c
emphasi3. Simply put, an adequate translation is soutert oriented, while an acceptable one targeixt
oriented, thus the terms can be employed to depleé dilemmaa poetry translator has to be confronted with
from time to time
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doubtful general applicability, as the translation scholars themselves might be
aware of. It seems that the very nature of poetry which leads to problems of
translation has led to the result that prescriptive rules at best signal suggestionson
how a balance can be struck (perhaps painstakingly) between an adequate and an
acceptable translation, the daunting task that Qian Zhongshu (¢ ;191019984
was confronted with from time to time. His opinion below in a letter to a friend can
be consideredE wb Ea wOIl wx Ul Ul OUDPOT wlOi 1 webOl OOEwWEI UPI
SEEEI xUEEPODPUazo
Your views on verse translation are very pertinent. But you of cours e know Robert
%UOUUz UWEOUOUOawWwEDPUODUUDYI WET I DOPUDPOOWOI wx Ol
rather inclined to say ditto to him. A verre clairrendition sins against poetry and a
verre coloréne sins against translation. Caught between these twohorns of the
dilemma, | have become a confirmed defeatist and regard the whole issue as one of
a well-considered choice of the lesser of the two evils or risks. In my experience of
desultory reading in five or six languages, translated verse is apt to be perverseéf not
worse This is not to deny that the verse may in itself be very goodt s 51 Ua wx Ul U0&a Ou
/[ Ox1 Owa OUwOUU U wao Asbid Beat@ysaid (Asucited @ 1XW £998,p.379)
The dilemmas suggested above imply that it is up to individual t ranslators to
adopt a method which they consider appropriate, a methodp T PET wEOUOUUWE Uws
Ol UUT UwOi wli T wOPpOwl Y DB OU z pefhips hothimpQdd wUT 1 DUwWwOP O
meaningful is left to be said. The consideration of dilemmas explains why accounts
idiosy ncratic to the taste or claim of some literary translators may not have been
taken too seriously by the others: why should | follow your suggestion swhen |
have a different view which could be considered just as valid? It appears, therefore,
that there wil | always be disagreements, and dichotomies will remain a stalemate.
Such is a fact about poetry translation studiksthe prescriptive paradigm, certainly
researcherscanalways theorize about what shouldbe done; however, a dismissal of
their theory may be considered justifiable so long as the above mentioned
difficulties of poetry translation which stem from the very nature of poetry itsmié
true and real. Because it is not possible to cater for all the formal and rhetorical
aspectsof a source poem,and because a translator is often torn between preserving

* Qian is one of th most renowned Chinese scholars of modern times who had almost attained perfect mastery of
several European languages.

® Alexander Popél6881744)is best known for his translations tid and Odysseypy Homer (1?—8th centuries

B.C-?).
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the source-text and target-text features, it seems s/hes always entitled to exercising
his/her discretion and preferences in choosing what s/he considers to be a central
concern in poetry translation, the art of concession

Other much-discussed dichotomies include the argument of whether to
x Ul UT UYT wUOT T wsi OUO7 wOU uss tiscBseditFengPBelandiO UE QU O |
Liu [1994), or a preference of translating a poem as a poem over tramlating it as a
prose, and vice versa® But whatever convincingness these accounts have may be
diminished when even the definition of the working concepts themselves can pose

x UOEOI OUB wunOUwl REOx Ol Owli OPWEOI UwoOOT wEl | POI w:
NURUExOUPUPOOwWUOwsi OUOZ OWEEQwWOO!I wEOUOWEEET x|
UxPDUPUwWpEUWEDPUEUUUI EwbOw' UEOT wZhNNNZ wEOEw) DI

partially defines the latter? ” And would anyone consider the insistence on
translating a poem as a poem convincing enough when it can be hard to determine
where exactly a poem ceases to be a poem and that, in the words of Watson (1978),

PUws UOEEOI O2U¢awbOUOwxUOUI Zwmpxdl t Ay

In the end, | wish to point out that | do acknowledge there should always be
EwYIl OUI wi OUwUI Ul EVUET T UUwPT OwkpPUT wOOwx U0 wi OULI
translation which arise out of their own experience and revelations, and that
proposing prescribed rules need not be considered an end toitself: through learning
the views of a particular scholar, there is often the possibility to engage a bigger
picture. Nevertheless, as the foregoing discussion implies, the value of these
research studies does not appear tdie with the fact that they are convincing enough
in appealing to objectivity. Decades of translation studies have witnessed numerous
researchers continuing to go on their own route, giving an account of poetry

A N N A~ s s N A

UUEQUOEUDOOwWPBUT wuUl i 1T Ul OET wOOwPT EVws (7 WEOOUH

® The prefeence for a prosaic translation is based on the belief that it has merits which are able to make up for the

losses in poetry translatigihe discursiveness allowed in the prosaic form makes an explanatory translation

LI | dzaAof SY WwWXo S fility & gostidEansiation ierfd & adsertltiatdf poktiy is to be translated at all,

LINPAS Aad GKS 2yfe (Comdlyde998P2RR). (G KI 0 LIdzN1I2 &aSQ

" NRR&1& NBYFNJ SR (GKFEG YSGSNB Ay OSNADirtdabmiagniddes f&rz2 v & G A G dzi
GKAOK y2GKAYy3 OFly 0S &adzoadAiddziSRQ 6Fa OAGSR Ay 2SAaaocz2l
®In this regard | can refer to a translation by W.A.P. Martin of the narrative pdatan which | discuss in Chapter

4. Interestingly, the translationisFeSNNBR (2 Ay &a2YS a2dz2NOSa dzyBSoJ 6 KS GAGT
WikrtSQ o0¢ LI YZI YyOROO D LG asSSya GKFG AF | GNryatrdazy
what is a poem and what is not have no clear boundary twéen. This would remind one of Labov (1973), who

sees the categorization between entities to be inherently fuzeg (Appendix | Note 4 on p. 2285for a

RAaOdzaairzy 2F [ 0620Qa&a @OAS¢ 2y OFGSIA2NART A2y 0D
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VI.

~ A N N A

Ul Ol EUI E wUUE OAs@ Eesul &) prescippivedulebutkaktbey propose
OEEUxawUi |l wUOEOOI OUUEEOI wxOUPUDOOWOI wEl BDOT wl
i OO0O0OPz Owbk i b (G pandydlity isudftéh finiltadDandukelr tapacity to

convince arguable.

Problem s with poetry translation studies ¢ the descriptive paradigm

With regard to the issue of the difficulty in defining the nature of translation and

poetry translation objectively as analyzed above, generalizations in poetry

translation studies are also realized in endeavors in the past decades to adopt

systematic and scientific approaches in thedescriptiveparadigm. James Holmes,

renowned poet-translator and translation theorist w ho represents one of the earliest

attempts at theorization in translation studies, stated explicitly that s ( Uwb U6 x 1 UT E x (
worth our while to lay aside prescription in favor of descripti@md to survey

systematically the various solutions that have been foU O EHolmes, 1988, p.25 my

emphasisk 8 w0 O00OPPOT whbUw' OOO0I Uz wUET T Ol wOi wOUEOU

Translation Studies
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translations analyzed in the socio-cultural context in which they appear (ibid). The
descriptive approach is largely based upon objective facts, and is not about
prescribing rules from the outset which involves subjective value judgments on the
part of the analyst. Instead, rules are proposed based upon the results of DTS,
Ul OET UPOT ws#1 UEUDxUPOUwWBUEPUPEUDOADWOOWEBU WG ¢
EOUOUI UXxEUUWUOGET UwUT 1T ws/ UUI ZwUPET wwpbdl 6 WEE
s3I 1 OUI UPEEOZ WEUEOET WEOOEI UOBPOT ws xUDPOEDxXx OI U:
the description of translations [ibid, p. 129]). *°

There are quite a few examplesin the field of Descriptive Translation Studies
from which widely -accepted theoriesare derived, including Toury (1995; 1999;
2000), Hermans (1991), Chesterman (1997), anfchéaffner (1999), who argue for the
reality and usefulnessol wUT | wWOUEOUOEUDPOOEOws OO6UOz wbOwET U
translation; Blum-* UOOE wphuN Wt A wE | b Edndakon Bhdifidirl ws UT i OUz¢
inevitability , an idea also discussed by Catford (2000) and Toury (2000), thdatter
explicitly confirm ing its universe OPUa o ws 31T 1 wOEEUUUI OEl woOi wUT B

N A N oA~ s oA N .. N - ~ AN e N oA - A N N A~ s PR

EEOOOPOI ET Il EWEUWEwWUUUT wUODPYI UUEOwWOT wOUEOUOE!

The descriptive approach also lets in an empirical dimension for translation
studies like soft science(i.e. based on the assumption that translation studies can by
definition be a social science with its inter-disciplinary nature [Kuhiwczak & Karin,
2007; Munday, 2009]) As far asthe research methods of translation studies based
on an empirical approach are concerned, Chesterman (200®), for example,
x UOx OUI EwOT T wOT UT 1 ws OOET OUZ wpEOOXEUEUDBDYI OQuwx |
discernment of patternsin translation which assumingly have good predictive and
explanatory power ¢ a typical example of how the goal of translation studies can
identfyw PUT wUOT T wxUUxOUT woOi wlOT T wal OwOOUIsees OENIT EU
Appendix | Note 6 on p. 2 95 for an explanation of the purpose of hard science).

Talking about achieving objectivity by a descriptive approach, it would seem
the translatedtextisaUl OEUDY1 Oa wOOUI wEEEI UUPEOI wpbdl 6 wE

UUEOUOEUOUWEOEwWs I UCEUDPOOGE WOl WUPEOBDOGUPR®OY wo |
above) and substantive target of study for achieving that purpose. The comparative

" Thisrelationship also leads tthe idea that descriptive translation studishouldnot beregarded: & WA y
2LI2aAdA2y (2Q A qseddyferdi® Nibte Kok @i 385 GreetydiatiNafBudhlan idea)
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model proposed by Chesterman just mentioned, for example, is based upon

translated texts for analysisOwbP T DPET wx 1 UEIT DY E ByStématizdtich) OE wEET D]
generalization, and the development of rules zusing the words of House (1998, p.

257). The central concern of the textbased approach iscomparingtranslations of a

source text and pinning down regularities in syntax and style, amongst other

linguistic and paralinguistic aspects. For example, the corpus-based approach to

translation studies (Baker, 1993 Baker 1995; Laviosa,2002; Olohan, 2004)s typical

example of a text-based approach, using theparallel corpus or comparable corptiso

(200(n) as features that are shared amongst translated t&ts, and asthe behavioral

patterns shared amongst translators (p. 26). But despite such efforts towards

systematization, ever since the corpusbased approach began to receive attention in

the field, and ever since it started to extend to the analyses of lterary translations

(as noted by Laviosa [2002]), there has been a tendency for many researchers to fall

back on very specialized studies, some examplesbeing Emami (2014), Ji (2010, Li,

Zhang, and Liu (2011), Naudé (2004, Olohan and Baker (2000, and Wang and Li

(2012). As early as the eighties,Lefevere (1981), in discussingpieces of research on

the corpus approach to study translated literature, aptly observed that the response
UOwUUUEPI UWEUWUUET wOOWET ws UT 1T wUT anedcadl woOi wi 1 I
nature of much writing on the subjeahd the generally diminished respectability in

PT PET wUOT EOwWUUENTIT E U wb U ubw wittEthewdepeldpmentidha O a wi O x 1 |
corpus-based approach to study translation in a way that generalizable results can

be produced, the irony exists that for corpus-based studies which focus on very

minute issues, they have a subject matter so narrow and so specialized that any

sUOPYI UUEOUZ wOi wUOUEOUOGEUDPOOwWPOUOEWUT 1T OwUOwWEI
limited general interest as well as application, i.e. their meticulous methodology

and sound arguments regardless. For example, one only needs to look at how many

translation studies make use of Blum-* UOOE z UwphiNWt Awl BRx OPEDUEUDC
further developed by Baker (1993, 1995, 199&)ver since the term emergedfrom

corpus-based studiest generally speaking, this notion refers to the nature of a

1t puts a collection of source texts and their translations digieside for comparison

121t consists of a collectipof texts written in a particular language, e.g. English, and another collection of texts
translated from another language into Englishs the name suggests, the comparable corpus is for purpose of

comparison of features betweeexts written in a parttular language in the first instance and translations in that
language
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UUEOQOUOEUI EwUI ROwUT E0wPbUwhUws OOUIT wi RxOPEDUZ wl
words of Olohan and Baker (2000),DP UwdP Uws UT T wUxT OODPOT wOUUwh OwE
DOI OUOEUDPOOwWPT PET wbUwOOO0a wirlecl3®dds Buthuihé& wE wU O U |
is acknowledged to be an authoritative research with originality, one that involves

Ul 1 wET UDPYEUDOOWOI iveyshl ReatDefiord &derpud 6f Ganslatet) wE wU O
texts through a bottom-up approach, has generated an idea which becomegaken

for-grantedand continues its developmeimto numerous corpus -based studies which

just delve deeper into very specific dimensior{e.g. Baleghizadeh & Sharifi, 2010;

Beikian, Yarahmadzehi, & Natanzi, 2013; Désa, 2009;Huang, 2008 and Kriger,

2019.s $Rx OPEPUEUDPOOZ wbUwWOOT wOi wlOT OUT wi REOx OI UL
descriptive paradigm (which assumingly have the purpose ajeneraliation) having

fallen back on studies of anisolatednature. Studies of an isolated nature, in the sense

POwkPi PET w( WEOQwWUUDPOT wsPUOOEUI EzwbOwUTl PUwWUT 1 U
translation such as the use of specific sentence structures in a corpusor are based

upon EWWUOEOOWOUOET Uwdi wUOIl ROUwWwhOwWUT (k.pThw& | UDYEUD
Jiang [2017], andWang [2009). In a word, it may not appear unfair to say that any

such analysis is prone to be regarded as something which is simply done & an end

in itself.

| would make the assumption that when it comes to translation studies (or
perhaps academic studies in general) it is easier to rely on takenfor-granted ideas
than to be original, as much as it is more manageable to conduct isolated sudies
and focus on the trivialities instead of attending to the bigger picture. In particular
for poetry translation which is so complex anareain itself, it is all the more
understandable an analyst might just find it more feasible to go with the flow of the
trend and attend only to the details. It needs to be concededthough that any
research has to start somewhere and there is always the research objective to justify
the research approach,not to mention that for any research study there can be
sPOEOPBOUZOwWI PUT T Uwi OUwWi UUOT T UwUIl Ul EVET wOU w:
Therefore, any remark in an attempt to discredit all research studies mentioned as
pointless is certainly too judgmental. For any kind of research undertaken in the
field of translation studies, so long as it has a sound methodology, clearly-stated
goal, and good arguments presented with coherence, it should be viewed as making
its contribution to the field as one of the missing pieces of the puzzle, as Honig
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(1985)once remaJ O1 Eo ws - OwOO!l whbUwl YI UwOP Ol awlOuwil EYI
(p- 1).

However, undertaking translation in an isolated manner may still be
problematized if the original purposeof theorizing about translation is taken into
account. Holmes suggeststhat theorizing should aimfor s Ewi UOOOwWPOEOUUDY I
DTDETwEEOwsiBXOEDOwEOEwXUiEDEUwEOwaTiOOOIOE

PT POl ws UUEQUOEUPOCEQO&@ DIut @®0GET UOADEOE wWI EOOD
EPUI EwbPOw' EUPOwWO w, UOEE a O ugkngrglKUDELG B (NEX@ Qui Wil 1UG
Pl PET WEEOWET wUOET UUUOOEwWs POWUUET wEwWUOUUT wuil O
needs to be a theory able to achieve the goal idetified above ¢ it is the original

purpose of translation theories to delineate the difference between translation and

non-translation. Such delineation, | argue, should naturally include a description of

the standards of translation explicated in simplete UOUWE Uws EEEUUEEaz wEOQE
sUOOOUT O1 UUzZ OWUUEOGEEUVEUW( wi EYT wOl OUPOOI EwWEU
EIl I DOl wOUEOUOEUDPOOG W) POWEOEW- PEEZ UwphN WK A WE |
E1 1 DOl wOI 1 ws OEUVUUI 7 wEOE ws UUE O BefethéingzhanOi wUUE O
EPOUWOl wOT T wsT 1 Ol UEOQOWUOUEOQUOEUDPOOWUT 1T OUPIT Uz w:

their views represent also what translation studies were like in the early days of

development of the discipline when purposes of theorizing were presented in a

Ul OEUPYI Oaws UUUUPEzZ wEOEWUUUEDT T Ui OUPEUEWPEA ¢
studies in translation nowadays is that they, as mentioned, discuss translation in an

isolated manner and so tend to address the minutiae. And therefore they may, in

the end, be prone to be seen to just constitute some kind of@arcanumzand convey

the impression that research on translation is about nothing but the demonstration

of academic esotericism and elitist abstraction, which seems to have lost touch with

the purposes mentioned of general translation theories. The following remark

addresses the setback of translation studies that are specific in their scope, which |

propose can also be used to describe the problem of isolated discussionsvhich lose

sight of the bigger picture:

NN~ s 2N A

are in fact not general theories, but partial or specific in their scope, dealing with
only one or a few of the various aspects of translation theory as a whole. It is in this
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area of partial theories that the most significant advances have been made in recent
a | E WHdlnes uaswited in Hatim & Munday, 2004, p.129)

It was also Holmes who stated that quite a few analysts conducting research study
specificintUWUEOxT wbkl Ul wEl DOT ws xUOUI EUPYI QawEEUUD
UOOI UT DOT wi OPOT ws UOPEUEUzZ wUT 1T wEOOUUUUEUDOO W
not studies that had actuallyachieved such a purpose (ibid). Such a fact also

indicates a tacit understanding: translation studies are insufficient and pointless if

their purpose in constructing a general translation theory is not at least

acknowledged. Based upon my suggestion earlier that translation studies in the

descriptive paradigm easily fall back on iso lated discussions because they seem to

be more manageable, | argue that the trend of theorization described above has

continued through to the present.

Perhaps the problem is more conspicuous if considered from the pedagogical
perspective, that theories which are derived from isolated studies and which are too
limited in their scope of application may not be particularly relevant to the learning
needs of students, who generally speaking would not be interested in
understanding translation through observations based onstudies such as the above
Translation students would , presumably, appreciate a perspective that helps them
Ul EOPAal wbpi EQwUT PUWEEUDY P Ua winim&&funddmantaE O Ows U U |
terms.*® Taking this concern into consideration, | argue that for researchstudies as
Uxi EDI DELJEUU@[J.%UEMQ@EUG‘Ew$ R xi ubl GUDE@mgrﬂr@z@a L'JE)L’JLuOi

A N N A~ s s N A

lectometry in corpus -based translatlon studies: Combining proflle -based

EOUUI UxOOE] OEl wEOEOaUPUWEOEwWOOT PUUPEWUI T UI UL
Plevoets, 2012); orLollocations in popular religious literature :an analysis in

corpus-E EUT E w0 UE O U OMdiaiz @ Qaudé) OB, kvdrrifithgy might be

EOOUPEI Ul EwWUUUEDPT UwUT EVwl Ows UOPEUVUEUZz wOT 1 WwED
their usefulness in helping learners understand the nature of translation is but too

subtle for them to realize.

3 Obviously this is not to say that all research studies on translation should aim at the betterment of translation
teaching, even aguite afewR2 Of F AY (2 KI @S t A20Y 3 A BuosSRa Vg S@mda @014, A Y LI
Tsai, 201p

“Du Mu (803352) was a&hinesepoet.
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VII.

Research objective: what makes the poetic argument useful?

It seems that the difficulties of poetry translation which arise from the complexities

of poetry itself mean that problems associated with defining its nature, and the

subjective and isolated translation studies of the prescriptive and descriptive

paradigms will persist. When the nature of poetry translation is so difficult to define

clearly and objectively, when prescription of general rules agreeable to all to be

good for translating poetry is almost impossible, and when it would always seem

easier to attend only to the minutiae in the description of poetry translation, the

x UDPOEDxXx Ol wOil wxUI Ul UYDOT ws E U wO gseemaurth hauex OUUDE Ol

got lost amongst all the subjective and isolated accounts, and has become an

DOEEEI UUPEOI whPEI EOQwpPI PET wl BRBUUUwWs OUOwWUT T Ul z
The foregoing discussion leads me to the intent and research purpose of

revisiting the nature of poetry translation through addressing the problemsin the

literature which have been identified . To this end, it should be desirable to conduct

research based on bidirectional poetry translations (e.g. taking into account poetry

translations from Chinese to English andEnglish to Chinese) to achieve greater

generality. However, due to the concern of space, only poems translated from

Chineseinto English will be discussed. Still, the conclusions derived for this

research study may hopefully be adapted to the understanding of the nature of

poetry translation in general in addition to the translation of classical Chinese

poems in general. | have chosen classical Chinese poetry to analyze for its general

brevity in form and conciseness of the classical Chinese language. With regard

specifically to my research objedive in this research study, | wish to demonstrate

the following: ! EUT EwOOwUT I wOUEOQUI 1 Ul OET wOi wOT 1T ws x Ol

as far as possible as a goal in its translatiba nature of poetry translation can be

accounted foobjectiwely. The transference of the poetic argument as far as possible in

UUEOQUOEUDPOOwW( WEEOOwWUT I ws EUT UO1I OUEUDYIT wx1 UUXxI

in this research study. With the acknowledgment at the beginning of this chapter

that the nature of tr anslation embodies its standards, | propose here that whenever

UT 1T wsOEUUUI zwOi wOUEOQUOEUD OO wWH U us@I OGCEEGA BRI W D |

371 wWEOOUT wuil OEUPOOUI DbxwET UP1T 1 Ows OEVUUI z wEODE

description of the nature of poetry translation achieved at the same time spells out

AN S ~ - zZ_ N A

theP Ea wU Ows E Oz wU Ugkaticeds Briapplic@ionfobt@nsiatior 1 1 w
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The argumentative perspective represents an almost entirely unexplored
perspective in poetry translation studie s. Obviously though, such a perspective
should not be adopted just because it is new, but becausedt enables me to address
the problems identified and achieve an objectiveaccount of the nature of poetry
UUEOUOEUDPOOWEUWUUEUI E wb®&uDia kullgropasEEdIZd uux UU x O U |
Ul EOP4l EWEUWEDI 11 UI OUws OENEEUDY¥UWUBDDOEGUDPOOY
translation, a mapping out more clearly of the senses of the elusive terms as
sUI Ol YEOQUwWUDOPOEUDPUDI Uz OwsexlbaryddtheretdntoD WE OE ws |
sUUUI UET zwEOOOPI Ewi OUWEWUUEOUOEUDOOG w. ENIT EUH
describing translation in the light of the argumentative perspective does not take
DOUOWEEEOUOUwWUT Ul UT OOEUWUUE T unpddiatable andiU1 EET U U:
inaccessible, but rather it is based uponU 1 E E1 U Uz detinedint€mdsibi the
interpretation which can be reasonably expected by the translatgrUl EUOOEE Ol z OQwb
sense, would intend that translators of classical Chinese poetly, or translators of
poetry more generally, could expect ¢ borrowing the words of Jacques Derrida ¢ an
POUI UxUI UEUPOOWUT E0wPUws EOOPOEOUZ wgp+EPOOU wb 1
minimal consensugDerrida, 1988;0'Regan, 2006) on the part of the readers as they
try to make sense of, in my case, the translation of the poetic text. Such an
study. In addition, | wish to demonstrate that the argumentative perspecti ve can
lead to objective descriptions of the nature of poetry translation because it can have
rules to follow, not subjective rules but rules which consist in acknowledging the
inevitable individual discretions in decision making. Finally, objectivity also
consists in a description of poetry translaton PT DET WEYODPEUws PUOOEUI EO
description in its fundamental terms suitable for teaching purposes which is, again,
made possible by the argumentative perspective. The descriptions above which
constituth wOT 1 ws O E Ndalizdd Paydin[aa differéntisbbjective dimensionsz 6

Furthermore, as will become obvious, the perspective covers a reasonably
large number of poetry examples and their translations, and so it has relatively
great power of generalizationt DPOUUI EEwOi wi OPOT wsET 1 x1 Uz Ow( w!
again with a referral to a much underexploregberspective, the poetic argument.

To achieve the research purpose of describing poetry translation objectively,
the discussions of this research study address the problems identified in the
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foregoing sections in this chapter, and by doing so | alsorevisit long -existing notions
and themes in translation studies as | explain below.

The fundamental standards of translation mentioned earlier in this c hapter,
of translation which | refer to from time to time in this research study in the light of
the argumentative perspective. And while | am still on Chapter 1, | clarify wh at |
intend them to mean exactly. ( WUE Ol ws i EPUT I UOOT UUz wOOWET wdO
mps a1 O&1 Uiofhe ntent of the original , which makes the standard a kind of
sUxPUPUzwEUwP]l OOWEUwxUDPOEDXxOI wUOWEETT Ul wl O w!
sl BUGUI zwUl OET UPOT OWEOEWPUwWOOUI wEwWOEUUIT Uwbi v
translation PBDUT OUUwOPUUI x Ul Ul OU DB Okkewidedl T wOUDPT POEOZ Ul
sEOOxUIT I OUPEPOPUaAZ WEOEwWsUOOOUT Ol UUZwWEUT wbOO!
x UOxOUI wOT 1T wi OUOT Uwli EVwUT T woOl EOPOT woOi ws OEOD «
what is conveyed intelligible (if no t actually agreeable or convincing), while a
sUOOOUT zwUI CET UPOT whbUwOOUwWI EOxT Ul EwEawoOEOT Ul
way akin to the habit of the language the source text is translated into (see
Appendix | Note 7onp. 2961 OUWEwWEDUE U U 0D W iUbED QOQYD OE wbh ¢
sense in the literature of translation studies). The perceived differences between
acknowledged, for me the two groups of words will always have overlapping
senses:an @ccurateztranslation | E U wU O wE | weE, arg Vite Deish; iatthé game O |
UPOI Owx Ul UUOEEGa wUIT 1 Ul wPUwOOWUUET wlUT pOT wE U wl
SEOOxUIT I OUPEOI Zwpbdl 6 wPOwWUT T wUI OUI woOi wigl BOI
applies the other way round. In a word, | do not impose a clear sense demarcation
between the two terms in the same setz, At the same time, following the idea of Jin
(1984), Jin (1998), and Lao (1980) about the dialectical relationship between
sUOOOUTA B uLUREE wEB®Zz OUl wUOT EVwWwEwws i EPUT T UOYEE
| OUEPOWEUUOOEUPEEOOawWws EOOXxUIT 1 OUPEDPODPUaz wOU
However, for the reason that poetry or poetry translation often tolerates relatively
unnatural use of language, | would just consider that in the context of translation of
classical Chinese poetry, any presentation in understandable English not hampered

*Such a dialectical relationship is captured succinctlyitiy (1998) words'A translation that is not smooth but
accurate cannot exist in princiflip. 124;the Chinese original 1 A n¢ A N¥K T Al Q
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For the themes on translation studies | revisit, | would like to point out also

the fact that the each of the thesis chapters (more specitally Chapters 4 to 7 which

address issues ofpoetry translation) has a different focus (as discussed below), and

in each of them particular topics on translation which have been addressed in the

literature are foregrounded as appropriate. Therefore, while | demonstrate the

usefulness and desirability of adopting the argumentative perspective to explain the

nature of translation of classical Chinese poety, at the same time | also demonstrate

how the argumentative perspective is able to shed light on the substance of existing

views in poetry translation studies, more particularly how the observations derived

may echo, reinterpret, or clarify such views, or make them appear questionable, if

OOUwWUI T UUPOT wUOT T OWEOUOT T UT T UBw( OwUOWEODOT Owl

EOEWEUwWUT | wUEOT wUDPOT wsxUUUDOT wOil pwubbOl wbOwE (

derogatory sense in both, because the result should ke a refreshed understanding of

the nature of poetry translation. After -E OO Ouws I EUEOa wEOa wOl pwUT 1T OU:

POUxDPDUEUPOOWEOODOT wi UOOwWUT OUI wEOUI EEawbOwl R
VIII. The argumentative perspective: what it has to offer for tr  anslation studies

At the beginning of section V of this chapter, | put forward the question whether

UT 1 OUDI U wE U-Intergidadd attempis@ugener@ligations about poetry
UUEOUOEUDOOz wbkl PET wbOwi EEVWEUIT woOi hatg®ed b WE x x Of
Ul 1 wEOUPI Uws al Uz wUEEDPUOGad w( OUUI EEwOIi wol EYDOI
will, as promised earlier in this chapter, continue in this section with discussing

contribution to the field of translation studies by the argumentative perspe ctive,

which is construction of a translation theory based on the poetic argument.

The discussion which follows, however, should not be considered an isolated
account that stands by itself. Perhaps it needs to be pointed out how | intend my
research purpose, discussed in the previous section, of achieving an objective
E1 UEUDxUDPOOwppbl PET wedOUPUUUWOT wlOT 1T ws OENT EUD®
translation to be related tacontribution of the argumentative perspective to the field.
| try to discuss the relationship between the two along the lineof T Op wUT T ws EDOI O
of objectivitycan lead tothe new translation theory mentiondéurthermore, since the
key parts of my research study, the four aspects of the poetic argument (discussed
in Chapters 4-7), consist of translation examples on which an objective description
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of the nature of poetry translation is based, these four aspects naturally also have a
part to play to construct such a new theory.

The new translation theory | propose is characterized by the features of being
sUPOx 0Ol z wk OFE ws GdadraiyGpeaki@u(budd E@luus UDOx 01 z wl OwC
POUEwWPUWUUUEOOaWUEO]I OwUOwOl EOOwWDPSE] dws UOEDOOX
s EEE x UgpéciidalpiuE | D OT ws UPOx Ol z wE O Fowbe tndeist00d OOEE U D
as features which set the theory concerned apart from theories already existent in
the field of translation studies, in order that the new theory can justify itself as a
contribution. How the features are understood in this way | elaborat e later in the
same section.

Now | take a step back and discuss the general scenario in the field of
translation studies as a basis on which the value of the argumentative perspective in
translation theory construction can be proposed. Research studies ontranslation
have come a long way ever since the subject started out as a myriad of anecdotal
and impressionistic accounts on the nature and standards expected of translation,
and developed eventually into an area which incorporates influential proposals
widely adopted in the field (e.g. Baker, 1993;Holmes, 1988; House, 1981; Newmark,
1988; Nida & Taber, 2003; Nord, 2018; Pym, 1992; Reiss & Vermeer, 2013; Srell
Hornby, 2006; and Venuti, 1995, to name a few). The academia develops in a way
that generally speaking, newer proposals emerge either as competing perspectives,
or as reconfiguration/remodeling/revision of previous studies. Translation studies
as an academic discipline, as | have somewhat suggested earlier, is no exception in
this regard. And yet, tr anslation is not like other subjects such as medicine, law, or
engineering, either as a skill or a concept.For one thingthe practice of translation
and understanding of its nature are more susceptible to personal values and
discretionary judgments as di scussed;at the same time delving into relatively
minute issues, a phenomenon which | have addressed, seensto be all the more
legitimate to expect for research studies in translation. In addition to being a result
of the suspected tendency for analyststo consider it easier to avoid addressing the
big question of the nature of translation as | have argued, sucha phenomenon
possibly also has the multi -disciplinary nature of translationto s EOE Ol z OwUT EUwbD |
I DT T 1T Uws xOUI OUDBE Oz naginerniaky sted@£ The dhbvesrdeitione® O U O wi
subjective elements in the perception and practice of translation, and the possibility
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of adopting multifarious perspectives in its studies, | would add hergexplain why
translation studies is a field that lacks a relatively solid framework of knowledge.
Ol EDEPOI zOws OEPzZ wOUws 1 O1T BOI 1 UDOT ZOwET EEUUIT wi
can have assumptions and expectations that someone vio knows any of those areas
should be equipped with a knowledge which is necessary to identify that area. For
instance, it would be unthinkable that a doctor knows nothing about human
EOEUOOAaOWOUWEWEDYDOwWI O1 POI 1 UWEOI (amextérbaluU OE T U
force or pressure, applies to a structure. For translation, it seems that a good
knowledge of the subject can mean every existing theory counts, while it might be
argued that none of the theories is really criterial.
(OwpOUOE wUId Ak EBX Wi QusE OOEUEUDOT wul Ul EU
constituted by the issuesl have identified in the previous sections (more specifically
sections Il, 1V, V, & VI), has also exemplified the nature of the discipline of
translation studies just mentioned, i.e. being hampered by fluidity and uncertainties
t so many proposals have been put forward, but none of them seems significant
major reasons for their lack of status as criterial knowledge is the usefulness of the
theories that arise from research J UE D1 Uwi O OO O b h@Hethedih thaus OOE wx E (
description of the nature of translation or actual application, is often called into
doubt. In this regard, one can consider again the issuesdiscussed: poetry translation
being presented in a mystified way, fragmentary discussions on the nature of
translation using terms which are inherently vague and defy objective definitions
I RDPUUOws Ul EET UUz wUI Ux OOUI gowdtaddardahEsU D UT UD OO wU «
remained as it is, i.e. inaccessible and unpredictable, and therefore unreliable;
prescriptive rules of translation prone to be regarded subjective one way or another
are proposed time and again; and finally, research studies on translation which
delve into trivialities of the subject keep emerging. All these phenomena constitute
pieces of evidence that the discussions in translation studies often fall into these
categories: (1) they imply a dismissal of theories altogether (when poetry translation
PUws 0auUPi Pl Ez wbOwPUUWEDPUEUUUDPOOAOwW®! AwUT 1 wl
unambiguously @E OOUDPET UwOT 1 wYET Ul wOl UOUAKWEOE WOENI E
response) the standardsof translation, (3) they do not point at the general direction

A N N o~ - P NN
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studies foll owing the old path mentioned will only add proposals of a similar

nature to the pool of those already in existence that characterize the fluidity and
uncertainties of the discipline. In other words, any persistence in conducting
research in the same directon will either continue to imply a dismissal of theories,

or produce more theories the significance of which to the understanding of the
nature/standards/practice of translation is marginal/questionable. | would therefore
see acontributionto the field to be realized by the proposal of a new theory which
addresses th@oblemf the field delineatday refraining from the existing trencand |
would propose the way to do so is by mapping out an objective description of poetry
translationas stated in my research purposeand constructing asimple and
accommodating translation thegry theory which is relatively convincing and

generally applicable for understanding the nature/standardss well as practiceof
translation (the former entails the latter as suggested in the last section).

My discussion having progressed to this stage, | present schematically how
step-by-step the argumentative perspective contributes to the field of translation
studies:

Existing poblems in the field of tranation studies
haveinspired

The argumentative perspective

helps to illustrate

The four aspects of poetic argument

l achieve

An objective description of the nature of poetry translation
leads to
A simple and accommodating translation theory

Figure 2:How the argumentativeperspectiveontributes to the field of translation studies

What can be discerned in the chartabove arethe relationships amongst the five key
components of this research study: the problems in the field of translation studiegve
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inspiredmy proposal of the argumentative perspectivié helps to illustratehe four
aspects of the poetic arguméagain discussed in Chapters 4-7) in the sense that
discussion of translation issues under the four aspetizsisd upon thargumentative
perspectivérefer to p.62-63 on a discussion of how this relationship is realized) as |
indicate time and again in the foll owing chapters on the four aspects. Then the four
aspectsachievean objective description of the nature of poetry translasisisuggested.
More specifically, translation issues of the four aspects provide observationgr
evidence$or such an objective description. These evidencesrefer to consistenciesf
the translation approaches adopted as can beobserved in the translation examples.
Where translation example s fail to exhibit such consistencies, | propose in the
discussion concernedwell-reasoned pota of viewon the nature of poetry translation
based upon the argumentative perspedtvep. 62-63is a discussion of the presumed
validity zof this perspective) to achieve the said objective description. The objective
description finally leads to a sinple and accommodating translation theas/presented
above. lintend UT 1 wx T UE U koungad th& thenevUtleprwis derived fronan
objective description of poetry translation : the theory is an extractionof the ideas
described in the objective dimensions; it encapsulates their substance in a concise
way. How exactly the derivation works | explain in greater detail in the conclusion.
Since the translation issuesdiscussed in Chapters 47 are used to explain how the
objective description of poetry tra nslation is achieved, the four aspects are
UOOI PT EQDws EPUUOOYI EzwbOUOwWUT lindithted, BawlyNT EUD VY I
have a part to play in constructing the new and accommodating translation theory.
TheUPOwi 1 EUUUI UwlOi ud i G-EEBROROEZFWDME wEUUD E U
the new translation theory, as | have suggested, theyneed to be understood also in
the light of the setbacks of the existing trend of translation studies in order that |
Pl PET wPUWOEEODOT wPOwUT T wi I OES w31 1T wi 1l ECUUIT w
argumentative perspective is exemplified by a focusupon the preservation of
sUT EUI EOI UUz wOU ws Ub OB OE U Byet BahgUageu( doibk bringO wlO T T w
UxwET EPOwPOw" T ExUI Uwl A3 w31 I winbtiustigdideds® wEIT DO
UOOT wil O1 UEOQOWUOET UUUEOGEDPOT WUUET wEUwWs OOwUP Ow:
in such a way, then the adaptability of the new theory is realized as a cliché only,
EQEwUT 1T Ul wPhUwOOwWT UOUOE wU O wU U ithaticdnsliwtesaE EOOOOE |

T N
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from the argumentative perspective, in the sensethat they can be equally acceptable

so long as they are justifiable within the confinement®f the poetic argument.

Bl EEUUI wOl wUUET wi T EVCUOUT Uwdi wgotuBodx OPEPUA Z wpb 6
manipulatn T wWUDOPOEUDPUDI UAWE OE itk possible meskeEa 3O OOEEUD
illustrate in detail in the conclus ion, the problems delineated in the field of

translation studies concerning the doubts on the usefulness of theories in describing

the nature of poetry translation and in application. Such use explains why the

from theories which arise from research studies conducted along the old path.
3TTwiTEOUUTI UwBwggEEBOOODEBUDPDUE AEUTI wUPOwO]

permeate my discussion of translation issues associated with the four aspects of the

poetic argument through to the objective dimensions of an objective description of

poetry translation . | will not spell out what exactly the simple and accommodating

theory | intend to construct is until | reach the last chapter, but from time to time,

more specifically at the end of Chapters 4-7, the discussions are done in a way as if

UT 1T wUOT 1 OUuawEOUI EE a usp teffder di€htlyzhéwuihe dour BIpept® df w U O O wi (

the poetic argument with actual translation examples serve to substantiate the

chapter | discuss the next step,i.e. the objective description of poetry translation , on

which | map out what exactly the simple and accommodating translation theory is .

In other words, the objective description is, as the purpose of this research study,

presented as bearing a more immediate relationship to the contribution to the field

as construction of a simple and accommodating translation theory, the latter

presented as the final step in the flowchart (i.e. Figure 2 on p. 32).

| would like to addressalso the relationship between theory and
practice/application with regard to the new theory as a contribution to the field of
translation studies. A common understanding is that the value of theories is derived
from the possibility to apply them , or there is no point for theories to exist. The fact
that it i s perceived there is a need ofa practical dimension to theories can be
demonstrated by the scornful attitude of translators to the descriptive paradigm (on
the ground that the studies concerned fail to address issues ofpractice as discussed
in Chesterman [200]). OOT wOl wUT I WEUPUDPEDPUOUWOI w) EOI Uw' &

34



studies, that it separates clearly thegheoreticalzside from the sapplied zside

(discussed in Appendix | Note 5 on p. 295) is example of a view that the practical

dimension of theories needs to be acknowledged when it can be discerned.
SUEOUOEUDPOOWUET OOEUOW&DPOET UUwwnOOT Owl EVWEOOOI
translation studies (Lefevere & Bassnett, 1990keems to have turned nowhere, and

recently there is a renewed interest to address the basics through discussing thehow

of translation (G. Fong, personal communication, March, 5, 2018) | have mentioned

in the last section that an objective description of the nature/standard s of translation

| aim to achieve by the argumentative perspective can be consideredat the same

time a description of the practice of translation. And as | have just illustrated, the

new theory aims to address existing problems in the field of translation studies, and

while the issue thathnumerous research studies(more specifically those in the

prescriptive paradigm) £ OwOOU wx OPOUWE U wUT T wi 1 601 UEQWEDUI E
EOOY b OEB. frobem no. (3) onp. 31, appears particularly relevant to the

practical dimension of the theory, the fact is where issues on the nature/standards of

translation are addressed, the descriptions concerned can be seen to have

constituted how translation should be done, i.e. its practice/application as well This

s Ex x ODP1 E z newihéorywdhstructed lipiak up again in the conclusion. And

where the dimension O ws E x x © @ideusded (ad also definings UUEOEEUE Uz w
when as explained before the two are related, which leads me naturally to my view

of what counts as agoodpoetry translation.

Just like what | have said about the achievement of an objective
understanding of poetry translation in the last section, such a simple and
accommodating theory which is largely lacking in the field is established with
reference to proposals of translation strategies already exisent in the literature as
Chapters 4-7 demonstrate. Also, intertwined with issues of translation in these four
chapters are selective topics from disciplines as wide as translation studies,
philosophy, poetics, narratology, cross-cultural studies, linguisti cs, and metaphor
studies in a critical manner discussed in the light of the argumentative perspective.
By mentioning these points | echo the understanding established earlier that any
theory cannot be borne out of nothing (recall the old -wine -new-bottle/new-wine -
old-bottle analogy mentioned towards the end of the last section).

Finally, as far as the topic on contribution to the field is concerned, | should
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add | am well aware of the fact that the existing ways in which research studies in

literary transla tion are conducted will most probably persist when such ways will

always remain to be a function of the nature of poetry translation itself, i.e. with all

the complexities, subtleties, and inevitable subjective elements involved, and the

multi -disciplinary nature of translation as an academic discipline etc. Therefore, it

OPT T UwUOUOEWUOOWESEPUPOUUWUOWUUTTT UUOWOT EVw(
existing trend with this research study. But hopefully, | can at least demonstrate the

fact that it i s possible to construct a generally applicable and reasonably convincing

theory which responds to the problems that exist in the field. While such problems

seem to betaken-for-granted and representE Ows OOE wx EUT z wOT EVUwWEOEOa
continued to pursue, this research study is an attempt to offer the plausibility to

provide an answer to them by a relatively objective description of the nature of

poetry translation presented conciselyin a, again, simple and accommodating

translation theory. What this theorysl EUl UwbP DUl wUT OUI wi UOOwUT 1 ws
that likewise , there are theoretical implications also discussed in the conclusion.

An overview of this research study

The poetic argument consists offour aspects (discussed in Chapter 2), and they are
discussed separatelyin Chapters 4 to 7 (as is illustrated before and in the brief
chapter summaries below). But the focus on a different aspectand different
associated issues, in any case, should not affect the coherence amongst the
discussions in the sersethat they share the common aim of demonstrating
possibility of an objective description of the nature of classical Chinese poetry
translation. How the four aspects of the poetic argument discussed from the
argumentative perspective have likewisesubstantiated E ws UDOx Ol z wUT 1 OUa wb
s EEE O OO GHH U sE@idhght up & the end of these four chapters.
This thesis is divided into eight chapters, including this introductory chapter .
4UDPOT wUI 1 wOOUPOOwWs EUT UOT OUz wUGattempU EUDE T w>
as indicated, and there is no existing framework to refer to. In Chapter 2, argumentz
will be defined with its traditional senses; also, how the word is understood in
Western and Chinese literary traditions is discussed. Eventually | justify adop ting

its use in poetry translation studies . And as a basis for my analysis of poetry
translation from the argumentative perspective in the following chapters, | continue
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to delineate the substance of poeticargument persé w, EDOOa wUT | ws x Ol UPEuU

understood as an embodiment of a structural and a meaning dimension, and for the

former dimension it is further divided into four aspects: sequential structure,

repetition, metaphor, and imagery. The chapter ends with a justification of using

EOUOws DEIUD@®IOR wbOwUT PUwUI Ul EUET wUUUEAOQwWEwWOOU
(OQw" T ExUIl Uwt Ow( wEEEUI UUwWUT T wEA ® BOPIUGWIOE Ou

s Olrdzs Olu I, & imgch-referred-to concepts in the discussion of classical

Chinese poetry, if not its translation in particular. My purpose is to clarify how

these terms are usedunderstood in my research study, and their relevance to a

study adopting the argumentative perspective towards poetry translation. This is

also the chapter where | justify the way poetry translation examples are selected,

explain my method of analysis, and give an account of the kinds of sources from

which the selected poems and their translations are taken.

Chapter 4 is the first chapter on the analysis of classical Chinesgpoems from
the argumentative perspective, where the first aspect of the structural dimension of
poetic argument, the sequential structure is foregrounded. Focusing on Chinese
narrative and argumentative poems, the former generally longer in length and all
the more a clear realization of sequential structure because narratives are told in a
sequence, and the latter commonly associated with a procedure, i.e. a sequence
which eventually arrives at a conclusion, | aim to demonstrate my research thesis
by highlighting the point of view that perceivably the poetic argument of sequential
structure should be transferred to a translation as far as possible. | also discuss the
meaning dimension of poetic argument as a control upon the translator, with the
same purpose of achieving my research objective along with demonstrating how
translation issues associated with the poetic argument of sequential structure can
lead to the construction of a simple and accommodating translation theory.

What | discuss in Chapter 5iss Ul x1 UPUD OOz wE, theusecondUD E wE UT U
aspect of the structural dimension of poetic argument. Through looking at poetry
translation examples, | explain why from the argumentative perspective, repetition
needs to be transferred, and commentonthejusBi PEEDPOPUa wOi wEDi i1 Ul C
approaches to deal with the repetitive form . Like the previous chapter, | explain
how the meaning dimension of the poetic argument exerts control upon the
translator. Based upon the argumentative perspective, | also conpare the relatively
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poem which can be open to different understandings ; and finally, the issue is

addressedthat how repetition is actually received by the readership of a translation

is unperceivable ¢ | propose that the argumentative perspective achieves objectivity

in the description of poetry translation through such a comparison andin spite of

the problem O wUOx1 UEIT DY EE Ol. wldduds Btithe éhd afitbel chhpt€d O U |

again that translation of repetition as poetic argumentis part of an objective

description of poetry translation, and helps to construct a simple and

accommodating translation theory.

My analysis continues with referring to metaphor in Cha pter 6, the third
aspect of the structural dimension of poetic argument. Unlike sequential structure
and repetition, the relationship between metaphor and classical Chinese poetry is
not as taken-for-granted, and so( wNUUUDPI awUT 1T wUOUI uo@ésanibel | wOi UO
classical Chinese poetry. Chinese poetry examples with metaphor as agextual
phenomenonzare used. | point out that metaphor as a tool of argumentation is
xEUUPEUOEUOa wUI Odistugs® Otew®@ W00 g wpOwbOHET wUOE
context of the translation of textual metaphor as poetic argument. Just as | have
done for Chapters 4 and 5, with translations of classical Chinese poems, | illustrate
how the argumentative perspective explains objectively the nature of poetry
translation. To this end, | also explain the control upon the translator with reference
to the meaning dimension of poetic argument. The poetic argument of metaphor
shares with the other two aspects in the preceding chapters for its being part and
parcel of an objective description of poetry translation, and an example which
Ul EOPAT UwUT T wi T EVUUT Uwoi ws UgGuxdd udlE U aurQu BPQIE WE |
translation theory as | propose at the end of the chapter.

Chapter 7 is where | address the last aspect of the structural dmension of
poetic argument, the imagery that permeates a poem. | acknowledge the fact that
the word has overlapping senses with metaphor, and hence often translating textual
metaphors would be the same as translating textual imageries. At the same timgl
also explain the rationale for setting imagery apart from the discussion of metaphor,
and refer to examples of classical Chinese poems with the presentation of poetic
imageries not like those in the poems discussed in Chapter 6. I illustrate how these
examples give rise to translation problems and the controversies that result, and
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how such controversies may be resolved from the argumentative perspective, with
the same aim of demonstrating the usefulness of the argumentative perspective in
giving an objective account of the nature of poetry translation, which likewise leads
to construction of a simple and accommodating theory at the end.

Chapter 8 is the concluding chapter, in which | recapitulate my discussion in
the preceding chapters as a reflective summary, and try to cohere my observations
under several themes, i.e. the Dbjective dimensionszwhich define objectivity in
respect of the nature of translation of classical Chinese poetry as seen from the
argumentative perspective. What follows is an account of how fromsuchs OENI EUDY 1 u
EPOI OUPOOUzZ WEEOQWET WET UPYI EWEwWUDOx OwittnE OE WE E E ¢
associated implications and its application . At the end of the chapter, | address
some further observations for this research study to respond to the anecdote ofthe
copyright issue mentioned at the beginning of this chapter , and as the final
destination in a journey of discussion of poetry translation issues based onthe
argumentative perspective.
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CHAPTER 2

Poetic Argument ¢ Delineating i ts Meaning and Substance
[.  Introduction

As noted in Chapter 1, this chapter addresses the definitional issues and substance
Ol ws EUT UOIitdusaygeudartbe [ustifiedland the basis to analyze poetry
translation in Chapters 4 to 7 can be established. Ths chapter is also where the term
sEUT UOI OUE UD OOz usbbieiuexiaddtidd ks ffeledEa® wo &) E works
hand-in-l EOEwPPUT ws EUT UOI OUz wi OUwdOa weOEOaUDPUG

( OwPUUWOOUUWEOOOOOWUIT OUIT ws EUT UO1 OUZ7 WE x x 1 1
of poetry t arl OEUOWUUET wEUws/ O OUWEUT wOOUwUaxbPEEOO
(Academy of American Poets, 2000)summarizes this point of view succinctly. As
EQOEwWUT | wi EOOUVUVUWUEaADPOT wsez" 1T POT Ul ¢wx0Ol UVUawbUw
x UOUT wbUwWE wY I 7@, 12000) p.224yéflectulée pérspective on poetry
as being characterized by emotionality. It is perhaps no coincidence that poetry in
the West is perceived more or less the same way. Wordsworthin the Preface to
Lyrical Balladg(first published in 1802) saysall good poetry iss UT T wUx OOUEOI 6UU
Of wx OP1 Ul UWardswoithOZD@ | para. 6) gwhich may be considered a
counterpart to the foregoing classical views on Chinese poetry. The idea that poetry
DUWEWET ECOI OwUOwYI OC0wi BT T Sawx 1-BIUODEOWE 7z uBOBI
UPEwOlI wWUEUDPOOEODPUAOWOEA WET wi DUUTT Uwi BRT OxODI
Ul E0ws ®UE®D @0 T wbOUI 001 EUOwx Ol UUa wdU wdOUzZ wp

Bl Adz 6mMpcHE LIdTno GNIlyathrdSR GKS s2NR a4 WikKS KSINIQa
(shiyan zhi p s )is a verymuch-quoted expression to describe the nature of classical Chinese poetry and is

recorded in the Chinese classics, BBeok of DocumentShujinge , also known ashangshu(’s ). Another
GNI yatlridAzy F2N) GKS adriaSyYySyid Aa WLRSGNE OSNBIFfAT Sa (K
translations regardless, it can be seenth&t§ / KAy SaS g2NR WI KAQX NB3IFNRSR | TSI

interpreted ashavinga highly personal and emotive elemggee Appendix | Note 8 on p. 268 another
translation of the word).

Y¢eKAEa A& | |/ KAYSRESY o ya shizhityasgiig, Refizhd¥ | Y Rwhar@the meaning of
WR I 2 Waypcank&he passage to spiritual achievement understood in Bramisttradition. This expression
comes fromA general discussion of Han Podtianshi Zongshyo ) by Fei Xihuang ( ) (as @ed in

/ K QA999/2182)
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The perceived incompatibility between poetry and argument may be
understood in the lightof EwU0a x DPEEOQWET | DPOPUDPOOwWOI weul UOI OU
point of view on a subjectand sU x x OU U D O1 whH U wwNe Wiriting Cedxdt,] OET 7 wo
2010). Such a prototypical definition may carry with it the associative meaning of
s BRxOPEDUOIT Byl ExQuiFFuxExusOBEBE Ixz 6 w( Owl B x OOUDOT wUli
the argumentative perspective in the study of classical Chinese poetry, | was met
PPDUT wOT T wUI UxOOUT wUOT E0wUT T wEEOxUDOOWOI ws EUT |
Ewxl UUxT EUPYI wOT EVwWwOEaAa WEOQUUEEPEUwWPUUWI RBDUUI
communication, May 21, 2014),and UT EUws EUT UBU HIUR whD uidWBE U ws x U
as a term for the description of poetic nature in general (A. Lam, personal
communication, February 11, 2014). There are more positive viewsthough, like if
the argument of a poem is not addressed then nothing much meaningful i s left to be
discussed when teaching poetry (M. Hui -bon-hua, personal communication,
February 11, 2014),and that one should keep an open mind to any perspective for
x Ol UOUAWUOUEOQUOEUPOOWUUUEDT UwkT 1T Owl YT OwlO0T 1T wp Ol
may make it questionable UOWEDPUUOEDPEUI ws EUT UOI OUz wi UOOwUIT
altogether simply for the reason that poems are not seen to be a presentation of
points of view based on logicality (L. Klein, personal communication, June 3 2014).

It is not surprising EUWE OO wUT ECwUT Icauld ivited sdéhunxdeUT UO1T OU
responses. The views referred to above perhaps also give rise to the implication that
EwUDOx Ol waUl UUDOOWE U w bavd tdudhedDpdouin Chiapietla z OWE O wb |
(see footnote no.8 on p. 19), is so openended that different scholars are bound to
have their own perception of what feature counts as relevant as far asthe poetic
nature is concerned (see Appendix | Note 9 on p. 296 for the background of the four
academics referred to above). In he following section, | illustrate some definitional
PUUUI UwuUl T EVUEDOT wsEUT UOI OUz6 w31 1 WEPUEUUUDOO
understood should explain why the fact that there are different opinions held as
mentioned is understandable. And yet it should also become obvious eventually,
thatitisUT UOUT T wUT T wUOOOwi OUwbOUI UxUI UEUDOOWOI wl
argumentative perspective cannot be refuted altogether in a study of classical
Chinese poetry, no matter how invalid it may appear to some in the first instance as
a working concept to discuss poetry.
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Argument and its traditional senses

s UT U O la@diignunBtStems from the Western philosophical and rhetorical

tradition . Therefore, it should be appropriate to explore in the literature what t he

original senses carried by the word are before attempting to adapt it and useit as a

new perspective to look at classical Chinese poetry. Having said that, | do not

discussat great lengthany existing authoritative definition of the term, because in s o

doing the discussion will be done just for the sake of it when not all the details

EOOEI UOI EwWEUIT wOl El UUEVUawi OUw0T T wl YI OUUEOWUOHI
the context of classical Chinese poetry. Instead, | will give a relatively brief

overview of some such traditional definitions which is just enough to serve as a

s oA s oA 2

and Rhetoric The former looks at argument from the logical, dialectical, and

rhetorical perspective, despite the fact that the perceived close connection between

s OO0T PEzZ WEOEwWs Ua o001 pUOz wb G4 Fdr example, UDUUOUIT ODE ¢
considers theOrganonU OwWET WEWEOOx OUDPUIT wdOi w UPUUOUOIT z Uw
syllogism as its central theme) seems to have a particularly profound impact on the

EOEOaUl UwlOi wsEUT UOI OUzwU0T 1T Ul ETI Ul UOwPT PET wol |
EIl Upil 1 OwsEUT UOI OUz wEOEwWs Uao0o0Tl pUOZOwWUT T wul UL
former. In denying that such an understanding is passed down by Aristotle, Tindale
PRUNNNAOWEOOOT wbbUT wET Ul | mné&dridsicehoetnédl wY BT Px OB O
primarilywit T wOT T wx Ul Ul OUEUPOOwWOI wEUT UOI OUUZ wpx 3t /
rhetoricalperspective proposed by Aristotle that is worth considering in order to

understand the true nature of argument, which should compensate for the rather

incomplete picture presented in studies throughout the years, which Tindale calls

sUT 1T wWEPEUwWO! wUT 1 wOUEEDPUDPOOZ wpxd1 ABdw! 1 DOT whE]
appeal to emotions which also has its origin in the Aristotelian account, along with

s 001 OUz wE OE uegyl camoOrilydigcOssel in hatierk-day analyses of

argument (an example is Ramage, Beanand Johnson [2012]) also dissociates

argument from its technical aspects as deductive logic (see Appendix | Note 10 on p.

296 for a more elaborate discussion of the StE UUE OET wOl ws x EUT OUz A6 ws /
seems to be similar to the rhetorical dimension of argument in that both of them rid
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sEUT UOI OUz wOil wbUUwWwUaOoOOil PUUPEWOEUUUI 6w' OPIT YI
SEUT UOI OUzZ wEOT UwOOUWET &6 pdrceived tb havea ketyw UT E U wH U
static relationship with persuasionTindale (1999) branded the presentation of the
RhetoricEU ws EQOWEU U wOIl wxT UUUEUDOOZ Owbl DOl w1 PET UUuU
Aristotle as a basis to reject the diminishing of rhetoric to a purely ornamental
i UOEUPOOWEOQEwWUI Ei Il PUOTI EwUT 1 UOUPEWEUWEwWUI ET O
T OEOQOwWUOWET wEE Pl YI Ez wpxd1t | k AB

Another authoritative framework of argument which any modern discussion
on argument may feel obliged to at least touchupon PP OOWET w3 OUOODP Oz Uwmpl
analysis, where he starts out by identifying the issues of his study to be discussed as
x UOEOI OUwOi ws 001 PEzOwki POl -WEDBEYDPUBY@OT whB &1
should be about:

If we regard logic as being concernedwith the nature of thinking, that is where we

end up ¢ either by making the laws of logic into something psychological and

subjective, or by debasing them into rules of thumb. Rather than accept either of
these conclusions, we had better be prepared to abadon the initial assumption. (p.4)
IOWEEEPUPOOwWUOwWws Uaoodl pUOz wEOEwWs x1 UUUEUDO
UT E0wbUwbOOI EPEUI OawEUUOEDPEUIHdtgrenied | ws EUT UOT
Ul OEUDOOUT Bx wET UPIT 1 OQws OOT shrily thirkk @dsutithed a OO OT DU O;
EOOOOOWEOOOOEEUPOOWUT E U umgitallylsddiuEduut UG Boudd GOl 1 1 Eul
UOEI UUUEOGEDPOT wOi ws 001 PEzwbbDOOwWi EYI WEOQwWDOXEE!
3T 1T wi OUITT OPOT wYPI PUWOI w3 OUOOPOWE BndtheE | wx EUE x |
description of (1) how people think and (2) how people shouldthink. But then again,
El UxDPUIl w3 OUOODPOZzUwWHOUI OUPOOWUOWET xEUUwi UOO wl
I PUWEEEOUOUWXxT Ul ExUwUUDPOOWEEOOOUWE Itagd U1 EwE U
brought any closer ¢ through a meticulous, step-by-step analysis, he proposed that
the rules of logic should be seen as a tool of evaluation against whichthe soundness
of an argumenis to be judged, and the reasoning in jurisprudence is used to
contextualize such discussion. Therefore, logic for him is a tool, the value of which
lies with its ability to explain retrospectively why an argument should be accepted

8 This interpretation seems to be sligbtly different from what Arist¢fl626) haproposed(see Appendix | Note
11onp.2829r F2NJ Iy SELIX |yl ihdetstandiBgrof ttieByaal of rikFords diffeiet)S Q a
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asvalid for, again, the purpose of persuasion This becomes all the more obvious
when the law-suit example is used as mentioned, where the validity of different
claims made in court to convince can be judged with reference to the rules of logic
he proposed. Even with informal logic arising eventually as a new field of
philosophical studies, its employment in argument analyses seems to reflect a
perspective no different from that of formal logic(the latter Toulmin considers
DOEEI QUEUT wOOWEEEOUOUwWI OUwUI EUOCODOT wbOuwl YI U:
logic, most work in informal logic has understood an argument as an attempt to
present evidence for a conclugiom gp & U O E3UMZniat @ Wilguyynent/ation section,
para.1l; my emphasis). Informal logic, therefore, appears to be aspersuasiorcentered
as its formal counterpart.

For Plato, AristOU Ol z Uwx Ul ET ET UUOUOwPT OwbUwOOOP OwC
sympathetic view towards poetry compared to Aristotle, the dissociation of poetry
from argument iSEOOwUT 1 wOOUI wOEYDPOUUBwW6T 1 OQws EUT UO1 O
x OUDPUDYI weOOOOUE U] unéel U EId dinighs thatrbetb B (o
Pi PEl wx Ol OUAWPUWEwWODOEOWEIT I P1 UwlOUUUT wbOwlT 1
xT DPOOUOxT AwWECEwWx Ol UUaz wpEUWEDUTI EwbOw&UPUPOO]
suggestive of the incompatibilit y between poetry and argument. In the words of
1PET UUwmhNAWAOW/ OEUOZzUwWYDI PwEIT EOOI UwUT T UOUDI
Pl Qaterdld T EQws Ux1 EODOT wDIEISuggetitiontiazpaetpyid vy A8 w
s | E U @ds titeiruGriswold, 2016, Introdu ction section, para. 3)represents the
extreme disapproval, not of poetry itself perhaps, but of the possibility that poetry
might in any way be considered the embodiment of knowledge proper. 2 A much
more recent account, Kertzer (1988), proposesU T E U lEUDDZ Iwb Uwb Tl EV0ws O1 E|
EQEwx] UOPUUwWUT T wOOUI EUOOEEOI weElT T UT UUDPOOWOI w:
suggesting what kind of objection exists regarding the claim that poetry argues, and
as a result such objection needs to be catered for by proposinghe rather usual term
sUOUI EUOOzZ wubOWOUET UwUOwWNUUUPI awlT T wl BDUUI OEI
to this literary genre.

Y2 kAt S LIS2LA S Yre y2G KI @S Fye Oz2yaSyadza GKIG GKS TFdzyOi
2F UNH2ZIKQX (KS NBfFGA2YAaKALI 60Si6SSy (seelwpindix Wéte 112 NH dzY Sy (i
on p. 29 for a discussion).

*\While argumentis understood to be used for the pursuance of triittis alsothe channel to pursu&nowledge

(see Appendix | Note 13 on p. 2ff a discussion).
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All'in all, one can perhaps very easily come up with several connotations of
SsEUT UOI OUZ wpEOOUIT 1 U wal 6fwhich shir®d care s¢rse)Eh0tOE ODP U a 7 4
seems anything but compatible with the very nature of poetry.
Argument as understood in Western poetry
lawET T aPpOTl wsEUT UOI OUZ WEUWE wi 1 ECUUT woOi wx Ol UU:
normally seen to carry an argument in the typical sense of the word may not convey
a fair view with regard to the possibility of understanding and analyzing poetry
from the argumentative perspective . For one thing, any typical understanding of
s EUT U érouldlngt be considered a hurdle to adopting the argumentative
perspective to study poetry. The value of poetry has long been accepted to be not
only about the language arts per sebut also about its more down -to-earth function
of appealing to its readers through persuasiona function that is perhaps
acknowledged implicitly by various literary scholars without their actually
mentioning the word, an exception being Dennis (2001). The social function of
poetry and responsibility of poets ( consider, for example,3 6 2 6 w$ OPOUz UWEDUOD
s Whwi UUzUwWUEOI ZWZEUWEDPUI EwbOw2O0PUT OwhiNNt Ow
no argument defined in its relatively narrow sense of carrying a persuasive message
(which can arguably be embodied even by poems with a theme on personal feelings
and emotions, as noted by Burt, Fried, Jackson, and Wan [200§). In an earlier
study about the role of the readers of poetry (Rosenblatt, 1978), itis suggested that a
x Ol UWEEOOOUWUOGET UOPOT wUT 1T wUl EET Uz UwxEUUDEDXI
indulging in so me kind of self-conversation. Such a view concerns the impact
exerted upon the readership, some kind of s B O U | e@eEtD discussed in Reiss
(1985 p.41). In this regard, one may also refer to the questions asked about poems
Road not takenis a case in point(see Appendix | Note 15 on p.298for the full poem ):
s61T AWEPEWUT T wx Ol OwUT pOOwWT | wbhOUOEwWOI! YI UWEOOI
PDUT WEWUDBT T2y w6 TUTA uui U BRI wWlROPIHEY T 001 EwEa w'
EDIi 11 UI OETl » wpODPOl wl YAOwPT EVUWE OwaBD) eteythbse OO wl 1
guestions followed by some others asking the readers what making a choice in life
means to them. The former set of questionsis on interpretationof the poem, the
latter on its effect s DPOUT UxUI UEUDPOOz wEOEws1 111 E0z wEUIT wU
different. In examples as such, the intended message of the poem is not made
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explicit, but obviously had there not been a point being conveyed (or perceived to
have been conveyed), there could not have been any basis upon which the
guestions could be so elaborately phrased.

As far as the development of poetry is concerned, the Western literary
history has witnessed the emergence of Renaissance poetry which istypical
exemplar of the poetic argument. The Shakespearan Sonnet for example, can have
love themes presented with rather strenuous logic. Also, as noted in Murphy (1964),
The Fledby John Donne (15721631) a prototypical metap hysical poem, has a
SEOOUUEUUDOT wOEUUUI zwOi wEwdODOT OPOT wOi ws PUU w:
Uaoo0oT pUUBERUMIADWEUIUWE Qaud OUwOOwUT PUwx O QwUT E
(ibid) appears to be more a matter of the perceived incongruence betwveen a theme
of passion and rationality than that of a general incompatibility between syllogistic
reasoning and the nature of poetry. Another example of metaphysical poem, also
from Donne, exhibits a typical deductive pattern of argument: in Death be noProud
sUT T wi PUUCWODOT UwUIT Uwi OUUT wlOT T WwEOGOEOQUUDOO WU
Of wi B U wE Mdrpbyd19€2 0z ixd.gbo His Coy Mistresdy Andrew Marvell
(1621-1678) discussed in Cunningham (1964) is strictly logical in form, one of the
few examples of English poetry with a clearly discernible syllogistic structure. 2

It is not rare to see discussions on the argumentative feature in poetry in
I EOEEOOOUwWOOwPUDUDOT wUODOOUwWPT PET WEEEUI UU WU
persuasion like Palmer (2012) and Wood (2012); there are also platforms, articles,
and course syllabi which discuss poetry as argument (e.g. Centre Stage & the Living
6 UPUT Uz Uw/ UONT EQwg! Yhutug Ow21 PET Qwel Yhl ¢ Qwe DO«
suggest using ToulO P Oz UwWOOET Owodi weUl UOI OUEUPOOwWUOwWUI E
Kertzer (1988), the only study to date that is wholly devoted to discussing argument
POwWUT T WEOOUI RUOUwWOI wxOl DUAOWEOOUPET UUwUT 1T wbOOUH
comfortably with modern Western poems, and proposes three guiding questions at
UT 1T wgel 1T PDOOPOT ows' OPWEOT UwOOET UOwx Ol DUa wEOED (
EOEwbPT EVUWEOI UwPUWEUT Ul wEEOUUY Zwepxd!1 A3 w( Uwb UL
poetic argument is taken for grantedwhat remains to be explored iswhatit is and
howit is realized.

Al dzy yAYIAKE YQA RWEIQdzA ¥ A hap&itétd tymicallgassociated wiargument as discussed.
To His Coy Mistre$ms its verse linegresented as a clear threaaf logical reasonin¢see Appendix | Note 14 on p.
297 for an explanation of how the poem develops).
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Argument as understood in classical Chinese poetry

Thusi EUwUOT 1 wEPUEUUUDPOOWI EUwI OE U WeganOOws EUT UOI
philosophical and literary context without my actually referringt o the target of the

research at hand, classical Chinese poetry. Knowingly, classical Chinese poetry has

a strong lyric?? tradition (Gu, 2005; Yip, 1997) characterized by a theme of expression

of personal emotions. Owen (1977)has addressed how the argumentative

dimension of classical Chinese poetry is less typical compared with its Western

OOEwi UDI OEUOWPOwW" T POEWUT PUwWOI 1 UPDOT whEUWOEUI :
vDl PwUT EQws EUT UOI OUzwUI 1 OUwOOUI wbOEOOXxEUDPEOI
compared to their Western counterparts, it does not deny the possible application of

the notion to their analyses. Perhaps some examples of classical Chinese poetry are

needed to subgantiate such a point of view, some as far back asthree thousand

years ago.And when the following examples are taken into consideration , it

EIl EOOI Uw@Ul UUPDOOEEOI whi 1 UTT Uwsxl UUUEUDYIT wuT |
long literary tradition of Ch inese poetry in comparison with the West as suggested

by Owen. As early as the socalled Pre-Qin Period(2852221 B.C.) Confucius already

opined that the poetry in Shijing (The Book of Songs ), the earliest anthology of

Chinese poetry, had a didactic function ¢ the association between didacticism and
argumentPUwl Rx OPEDPUOGawl UUEEOPUT T EwPOwUT T wuUl OEUC
s OUOEUI EwUT 1T w, EUUI U wE 8hincHihy [BHijingRdIc@mott 2 U OU D OT wi
philosophical argumertsw, EPUOw! YYhOwx § uNNOwOa wi OxT EUDU 4
I EUWEOUOWOOO0T wElI | OWEOOUDPEIT Ul EwlT jlanusO0opwi OUw
$1 OUWOT T w" 601 UEPUUOwWxO1 UVUa wbUws xuBEENSE)0a WE wC
echoing the view concerningthe s UOEDPE Owi UOE Udaid gamydals E U wE wx O C
discussed in section 11l above. While perceivably for the social function of a poem to

be realized it needs to carry a message, such a message need not constitusny

gnoral instruction proper zproposed by the Confucius: a yuefu( A ;a genre of

poetry which has its origin in the Han Dynasty [206 B.C:220 A.D.]) poem written by

22!

RSTAYAGAZ2Y 2F f&NRO A, ofsipposedly i, Busckptiblewbbking BdNE tBe 2 NJ LJ2 §°

accompaniment of a musical instrument (in ancient times, usually a lyre) or that expresses intense personal
SY2iA2Y Ay | YIYYySN 4dzZ33SadA@S 2F | adyishelaterKS 9 RA (2 NA
definition which is intended here.

*SeeAppendix | Note 16 (p. 298)2 NJ + y | O
SELX FylGA2YO FyR AdGAa NBt

O2dzyit 2F G(KS LIKNI &S WLISNRERdZ &AFS
FGA2YAKALI 6AGK WFENBdzYSyidiQo
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the TangPoet Li Bai, Bring in the Wine(Jiang Jinjiy ) is a case in point(see
Appendix | Note 17 on p.298299for a discussion of this poem). The messige of
discussed above. While lyric poetry is long assumed to be dominating the scene of
the Chinese poetic tradition as mentioned, the depiction of personal emotions often
works hand-in-hand with venting a message but not necessarily explicitly . A
common Chinese stock phraseto describe the fusion between sentimentality and
Ul 1 wbOx EUUEUDOOwON®E (@ knthadiboth erBotiom and R436n0 D
Y ), and it is often employed to describe discourse which is both expressive
and messagebearing. ( Ow3 Ul z Uwpl YN KresSdd,$ Biroply tegadénO w
one of the criterion to evaluate classical Chinese poetry, that a quality poem should
E 1 wpexib li¥(p.148),which is, as acknowledged by Tse,a conviction on the part
of Ye Xie (16271703, poet and poetry critic of the Qing Dynasty (1644-1911). This
view indicates how reason in the Chinese poetic tradition is perceived to be a
significant element. In his discussion of li, Tsealso accounted forthe commonality
E1 UPI T QwUTT w$EUUWEOE W6 UUwWwDhOwU U Gbeitthe® 1 UUa wE |
revelationsare OO U WEUUDPYI EwWEUWEaAwUl EVUOODPOT WEDUET UODE
OEOT UET $igthe eaSeihauhdy ares POUOT EwOU U wWUT UOUT T wi BRx OB
Li in a Chinese poem canalsobe fused with the depiction of scenery (jing; ), so the
landscape poetrfsanshui shill B% ), for example, a key genre® of classical Chinese
poetry, can be no less a vehicle to impart messages compared with itsWestern
counterpart. Even though a great many classical Chinese poems are examples of a
direct representation of natural scenery in that it is described asitifOw? UUwi OUw UC
UE Ol » wE E Othé phrasé that co¥els these numerous instances, when the
depictions concerned are accompanied by suggestivenes3 here are also examples
where scenery depiction leads eventually to an explicit poihtthe poem An Inscription
on the Wall of Xilin Templé€Ti Xilin Bi; n "Q ) by the Northern Song (960-1126)
poet Su Shi(103%#1101)is often quoted as the prototype of philosophical poetry in

@ ¢ NHzirotion diséussed widgin poetry studiessome examples beingpggi1985, Owen(1985), and Yang

(1996)

I SNB L NBFTSNI (12 G(KS O2yFdzairzy NBII NRAyweSFuméridheddza S 2 F w3 !
above and the poetic theme ¢dndscape Such confusionstensENB Y K2 ¢ WISYNBQ A& RSTFAYSRZ
Chapter 3.

48



which the scene is fused with the message?® This brings out another notion that no
thorough discussion of Chinese poetics can afford to leave out: liqu (rational interest;
), which characterizes classical Chinese poetry, and more so for poems for the
SongDynasty (960-1279) than for the TangDynasty (618-907), the latter generally
seen to be more about personal expressiven® UwUT EOwDOx EUUDOT wEO& ws U
sense that it is relatively direct and explicit) message.s + Diguded as a term to refer
to poems which do not just teach, but those which combine reason with poetic
devices like images and allusions, whereby apoint is conveyed without forsaking
UT T wel UOT 1T UPEwWPOUITI Ul U0 WOT wUOT T wxOl Odw OOGOT UU
also those which have a tinge of religiousness: in theCold Mountainpoems (Han
Shanshi W ) composed by Han Shan (7127937?), the lesser knownTang
Buddhist poet whose life as a recluse inspired his composition revolving around
Chan( Aw! UEET PUOOQOWEIT xPEUPOOwWOIT wUT T ws" OOEw, 6UOL
seclusion, can be considered a channkto express his philosophical thoughts.?’
Centuries before that poetry as a vehicle to indoctrinate was taken to the extremet
during the Eastern Jin Dynasty (317-420), the relatively short-lived metaphysical
poems (xuanyan shj>k p )22 dominated the scene. Another poetic genre, the
Buddhist poetry ( foli shi! ) was also thriving during the same period, and its
popularity continued through to the Southern and NortheriDynasties (420589)¢ the
popularity of Buddhism instigated a class of Buddhist literati who used poetry as a
YITPDEOI wOOwxUOxET EUIl wOT 1 PUwWUI OPT POOS w+ Pwepl Y
(p.150) of ChanBuddhism as a part of the Chinese aesthetic tradition, so if such
philosophical import of the religion is taken into consideration, 0 ne can perhaps see
more clearly the embodiment of argument in the Buddhist poetry. To avoid the risk
of going too far off the topic | reiterate what these poetry examples demonstrate: the
argumentative dimensiothat exists in classical Chinese poetry as diterary tradition.
In this regard, it is not relevant that the stilted metaphysical verses of the Eastern Jin
Dynasty mentioned (see footnote no. 28 underneatt) never really managed to

*The poeticmessage is somewhat explicitly conveyed becaigbe obviousanalogybetweenthe different

scenes of the mountaidepicted(Lushany 1) and the needo look at an issue from different angles in order to

gain a full picture of it and avoid biégsee Appendix | Note 18 on P99for the poem and its translation)

“TheHan Shampoems have a consistetiteme on ChanBuddhism, which is gingly influenced bypaoism They

often expresshe desirability of being oblivious to worldly affaiesydthe epiphany and spiritual awakening that

come asaresult of long meditatior{(see Appendix | Note 19 on $99-300for two Han Shampoems and their

translations)

BeKS LIKNF &S WYSUOFLIKe&aAOlf sk dppdliind Natei20 bdP@omMah G A S Ay (KA
explanatior), and itwould be wrongo consider it ashe counterpart of theWestern metaphysical poems.
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assume a status of dominance when obviously Chinese poetry in generalhas a

long-existing tradition of didacticism, presented either relatively explicitly or subtly.
(QwbpbOQUOEWUI T OwlUT T Ul T OUl Owi OUWEOOWUIT 1T wuol >

the analysis of classical Chinese poems, the word should at least be able to be

employed to describe numerous examples of this literary genre.

V. Defining the poetic argument in its broad sense

In this research study | do not intend to include only poems which impart a
messagefor analyses, and the reasonable next step will beto explore further how
I REEUOaws EUT UOI OUz wUT OUOEWET wUOET UUUOOE wb Ouwl
purpose of the research at hand.

3O0wUl UYT wUOT PUwxUUxOUT w( wuwbhOUOEWODPOT wOUOwWUI
1 DET U U wehbuplihbesss that the word should be seen to carry aspects of
meaning other than to convince an audience/readership of a point of view:

What distinguishes persuasion from flattery, from seduction, from threat ¢ thatis to

UEaOwi UOOwUT 1 wUUEUOI UUwi OUOUmfddnce tho@®1 OET y w6 1

EDUEOUUUI zyw3OwxOUI wlOTT Ul wgUIl UUDOOUWPUWUOWEI

discourse into techniques without submitting them to a radical philosophical

Ul i Ol EUDPOOwWOUUOPODPOT wUT T WEOOET x Uwldi ws UT EQwpkI
PUT ExUws UOwWDOI OUI OET wUT UOUT T WwEPUEOUUUI z wbU w:
5P Pl Ewi UOOwWUT PUwx1 UUx1 EUDPYI OwUOWET UEUDET wx (
Il EUDI UWEOQOEwWOOUI wNUUUDPI PEEOT whpT 1 OwlT T wxUUxOUI
bes UOwx1 UUUEE]l zwPOwUT T wOEUUOPwWUI OUI woOi weddYD

While UUT T 1T UUDOT wUT E0wsUT T wEUT EUDYT wODPOEWOI
EOOYPEUDPOOWEI T OUUI OQwoOil wOT T wi OOUDPOOdwttkelT I UwU1
UEOI wUPOUBBWEOHsO&AT PEWEUI wOOUwWOI ,BidUUEUDOa wE ¢
PDOUI Ul UUDPOT Qawl ET Ol Ew" UOOPOT 1T EOQOwphuNt KAWE & WE (
PUPUUI OWEOOXx OUDPUDOOOwU kikddfunriting 6 gqugntedséntalyO U U wx O
SEWET EPOwWOI wx UO& O Brgl B58) Bualn EnCukderstdnding of the

P51 GAR |1 dzYSQd NBYVINE 2 GLRSGNE A& & F2ff264Y WSOSNE 1.
nothing but a chain of propositions and reasonings; not always indeed the justest and most exact, but still plausible
and specious, however disguised by the colokof I AA Y F A2y Q o6l a OAGSR Ay [/ dzyyAy3K
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I 301 OUPOOWOI wlT T wUI OUlone®idesgibeleverirét@nped bfz wub D OO wl
classical Chinese poetrynot OOUOE OOa wx 1 UET DYI EwPOwUI UOUwoIi u
existence of reasoning mayalso simply be argued for in the light of the following
Ul OODPOT CawEUDYI OQwi 001 Zwp3 UUOI UOWEUWEDUI Ewb O
3T T wxOUUPEDPODPUa wOi wE UOEKHITGRA Eualul U 1 uwdd tendesadd
EUUOEDPEUI EwbpPUT wOT 1 wPOUEWEEQWEOUOWET WExxODI |
UaxDEEOQwWEI | PODPUPOOWEUUOEDPEUI EwbpbUILugaE UT UOIT Ol
EUT UO1 O0ws POWEwWUI OUI wEOOUI U wofGpinionsl UAEEa wUUET
expounded in a work (especially in didacticP OUOU Az wbi PET wEUI ws EEXEE
xEUExT UEUI EWEUWE wOOT bE HOLa;Uny emphaddst At thé&damex U O x O U
time, iOUwOl I EUWUOWET wEEOOOPOI ETT1 EwUT EUwWws EPEEEUDE
s EB O U bwhiéhlszredated to geaching and implies its counterpart: learningz OwE O E w
UPOET QuQulrathreuElaWD UT wOOOPOI ET T »wgp UDPUUOUOI AwWED
(embodied in lang.,3° says Benedetto Croce, therefore, @l lit. 31 (in the broadest
parentheses. ltcanbeseerlUT EQwUT 1 wEl I DPOPUDPOOwWOI ws EPEEEUPD
broad as to be considered the function of all kinds of poetry. Stemming from the
foregoing discussion is the possibility of stretching the meaning of words, even
U7 OUTl whpT PET wExx1T EUWOOwWI EYT wUUET wUU Udte! wedOO«
first instance which may have resulted in their generally restricted understanding.

The above-mentioned broad understanding of persuasion, reasoning, and
EPEEEUPEPUOwWOEawlI OEEOI wUOT T wOOUDPOOWOI ws EUT UOI
following one, a simple descriptive poem for which the typical sense of an
SEUT UOI OUz wUI 1 Oetatied Ohe poerh, wirlitén by thel TaEngpoet Luo
Binwang (619-687) when he was seven, is translated lineby-line as marked:

1. Y Y Y
2.9 . w Y
3.6% Y
4.n AL

Vet yaeQ YSEya WEly3da 3ISQo
Bt AGdQ YSEYya WEAGSNI (dzNB QO
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VI.

Ode to the geese

1. Geese, oh geese,

22.Your neck curved as youbre chanting to
3. Your white feathers floating on the greenish water;

4. Your red paddles kicking to form clear water ripples.

The spedifics of poetic argument

371 wi Ui 1 6PpOT WEPUEUUUDPOOWEEOUUwWUT T wOEUUOP wWUI
sEUT UOI OUz wubOw61T UUIT UOWEOEwW" T BOI Ul wx Ol UUa OwE (
UT UOUT T wEWEUOEEWUOET UUUEOEDOT w dE EuwsD-E DU Eul B0/
perceivably served the purpose of establishing the plausibility and validity of using

sEUT U0l OUZ WEUWEwPOUODOT wdnhPdetey itrantlation GHawitiswU 1 Ul E |
able to cover poetry of different kinds other than those which are t ypically

argumentative.

| now take a step furtheo suggest what specific aspects| T wOOUDPOOws EUT U
can be taken to consist of, which will lead to a concretzedunderstanding of the word
in order to better serve my purpose of analysis. | refer to LeU O1 Uz UfaitptuN Nt X
comprehensive account of argument defined in poetry studies, which seems to be
able to offer an insight of what aspects might be useful in substantiating a
discussion on poetic argument and the relevant translation issues:

Argumenthas Ul Y1 UEOwUI OUIl UwPOwWEUPUB WZEUDUDPEDUO¢ 6 w-

i.e.a sequence of evedtauUT PUwOI EODPOT wPUWUEBEUDOD!I EwEa w" O¢
common during the Ren. [Renaissance]. It may also refer to a prologue with a prose

paraphrasef the verse to follow. But the most common and most important

meaning concerns the structure of a poem: the framework or design that propels and

shapes the sequencing of events. (p.98my emphasis)

| would address these three definitions one by one If a poem is ever to be

considered to have E ws x O O Uz w Bhénuhe(pde kcdddemdd @illineed to be

OO0O0T WEOEws T YI OUI UOz wi O @d¥fbrtheudecondiednse@® i a wb U U wl |
s EUT UOI1 OU z atkeasthartdUtimight appear the leastrelevant when it

comes to translation issuest the prologue to a poem, needless to say, is simply

outside the poem; for UT T ws x UOUIT wx E UE x itstignifitapceiferihea E UT UOT OC
purpose of defining poetic nature is questioned 0 ltwgould not be possible to claim
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that POWZ UT T wxUOUT wxEUExT UEUI woOi wEwx Ol O¢gwhEUWUI
OEPOUEDPODPOT wUT EUwWUT T wxEUExT UEUI wiskchaub OUUT wE |
YDl pwUI T OBDOT QawEPUExxUOYI UwUT EQwUT 1T wsxUOUI w:
poem what it is. Following is a similar opinion on the doubt of the worthiness of the
x Ol GzxtEUE x | U E UhE&idrg isth&uwd : 7
wx Ol Owl EVWEWET OUUEOQwWOOT PEwOUWUPUUEUDPOOWOU W?

appropriate interest doubtless attaches, and that in this respect the poem is like a

discourse of science behind which lies sufficient passion. But at the same timend

this is the important thing 6 UT 1 wx O1 Owl EUWEOUOWE WEOOUI RUwWOI wc

other and independent interests attaahd that in this respect it is unlike the discourse

of science. For the detail of scientific discourse intends never to be independent of
the thesis (either objectively or affectively) but always functional, and subordinate

emphasis)

While the view exists that dismissesthes E1 OU U BrEuEUEXEZUEUEE Ol w
Ol wxOl UUAWUOWET | POT wbUUWOEUUUIT OQw( weUT Ul wi U
poetry translation from the argumentative perspective, as | elaborate later in this
chapter.

6PUT wUI T EVEwWUOwWUT | wOEUUWET i POPUPOOWOI ws EL
UOUUEUOUUI wOil wEwx Ol OOw( WEEOWEOUOwWUIT I 1 UwUOuw1l EC
1 UOOOUz OwUI E temphdsizas théx(O0 1UBEGISIVW UUEUUUT z wbOwli

N A~ s oA s A e

OEUUUI woOl wxOl UUaows %OUw1EOUOOOwWUT 1T wel UEPOwWE!
formally and explicitly disjointed from the structur e when the poet chooses words,

Ol UExT OUUOwWDPOET T UOWEOEwWOUIT 1 UwWET YPEI UZ wp, E" E
Ul xUT Ul OUUwWEwWs Ul YT UUEOwWOI(hid)d@dOUwsux Ok UE B® 0k
defined as follows, the specifics of which are perceived to be detached from the

argument of the poem:

Texture signifies the palpable, tangible detailsscribed in the poetic text. It refers to

the distinguishing elements in a poem that are separate and independent of its

structure, the elements that persishen the argument of the poem has been rendered into

its prose paraphraged 31T 1 wUOl UOwl EVUWEOOUT wEI i POPUPI UwkbbUI
of painting and sculpture. A poem has texture to the degree that the phonetic and
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ling. [linguistic] characteristics of its surface promote stylistic intensity. (ibid ; my
emphasis)

3171 ws EI UE b @duefmed hhove lary&ftotd thetorical devices like
EUUOOEOEI yEOOPUI UEUPOOWUOwWOI UEx T ipedds]lE OE wb OE |
UT 1T weEUT U001 QU0 wOI UdOuirsl EUxTO0 @iz QUED lBEFWODWE EOQU O wUT 1T ws G
abstract a concept to take into accountsuch details of texture which make poems
what they are (ibid). Poetic argument in suchs E1 U O1 skudtbra $enseican also
be explained in the light of the symbolisttheory,PT DET wUUT T 1 U0UwWUT | ws EE
of the poetic structure in appreciating poetry ¢ x O1 QU wbDUT wOOws 001 PEEOU
only juxtaposition of images are typical exa mples that exemplify how poems can
simply do away with structure (Lerner, 1993, p. 98).

Taking into account the foregoing discussion on the definitions of argument,
Ul 1 wEPUOPUUEOWOI wUT 1T wYEOUT wOi wx Ol UPEWEUT UOI ¢
sUUUUEBIDWUOzwWUa OWEOEwWUT 1T wxl UETI DY EwWDPOEOOXxEUDE
sUIBUOUUI zOw( wxUOxOUT wOT E0wPUwhUwOI ET UUEUa wU ¢
the poetic argument of structure and prose paraphraseET | OUT wUOT 1 wOUI wOi ws
EUT UOI OU zse®d sty dtlbe [ustified. From the perspective of translation,
Ul 1 wUbl OPi PEEOET woOi wsEUT UOI OUz wbUwl YPEIT OUWE
xEUExT UEUI YxEUExT UEUEEOI] wEOUI ZwOi wEwx Ol OQwl E
with which translation has a pr esumed relationship as is generally acknowledged,
an example is Lewandowska-Tomaszczyk and Thelen (2010). As for the word
sUUUUEUOUUI zOwPUWExx1T EUUWUT EQwPT EUT YI UWEDUET |
significance to the nature of poetry, a more incorporating sense of the word can
establish its relevance to a discussion of poetry translation. For one thing,s UUUUEUUUI ¢z
need not be understood only from a cut-and-dried perspective like a sequence of
events presenting adogical U1 U | oEtliegphysical composition of a poem, e.g. those
who disapprove of taking the poetic structure to be significant like the symbolists
might consider the fact that the juxtaposition of images may have a structure of its
own,*2 not to mention that not all poems are written in th e same way with image

¥Theverymuchlj dz2 G SR 91T NI t 2dzy RQ& LJ2 $h¥protolype oflimagdisin)isiaicasgin 2 ¥ (G KS a
point:

The apparition of these facestine crowd,;

Petals on a wet, black bough.
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VII.

juxtaposition. And while it might be easier to consider s U U U Ui terthd)df thew
technical and logical sense of the word, the following quote seems to be addressing
indirectly the possibility of understanding structurezin terms of gexturezas the
illustration EOOET UOU Wl OPwWPOET I UwepEOwI O 01 QU wOI ws UT |
words of Ransom mentioned above) may constitute a repetitive form (s | O befdg w
UadboaldodbullwlOws UDUUVEOUUI ¢
Repetitive forms the consistent maintaining of a principle under new guises. It is
Ul UUEUI O O0wOI wOT T wU E OlAsutdesion otubageadh bfithenh U1 OU wb
rhythmic regularity of blank verse; 6 w theseaUl WEOOWEUxT EOUwWOI wUT x1 U
Repetitive form, the restatement of a theme by new details, is basic to any work of

emphasis)

FOUws UUUUEUUUI z wE OE weal thdntsdifferent) thidrel nBed hotub® O1 wE E O
EwWEOI EUWE!I OEUEEUDPOOWET UPT 1 OwUT T wUPOO wbhi ws UU!
PEAWEUOEEwWI OOUT T wbUOwOPT T UwWET wEEOI wUOwI OEOEa

reconcile the meaning of the two words.

~

UEOI OwUOOwWDPOEOUXxOUEUI wsUI ROUUI ZzwbOwEI I pODPO
Chinese poetry will be left out in my discussion of translation issues in this research

(OwxEUUDPOT Ow( whOUOEWODPOT wOUOwWO! 6UpOOwWUT EUL
T wl

study. While the rhyme scheme, tonal pattern, and metrical pattern are dominant
features of classical Chinese poetry perceivably representingthe texture of a poem,
P61 6wlUT 1 ws Bich B unk hature &f Pddtry msdiscussed above,
consideration of such devicesis quite irrelevant when it comes to my research
objective, the reason of which | elaboratein Chapter 3.

Argument as a structure of meaning

Now | will discuss further the structural dimension of poetic argument before |
explain in the next section how exactly the word is adopted in my analysis of
classical Chinese poemsKertzer (1988)has not explained what he means exactly by

Hermans (2014hasO2 YYSyYy G SR (Kl G GKA& 2dzEilF LR aAAGAZY 2F AYlI3Sa KI
of the Japaneselaiku(p.104).
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sUUUUEUUUI zwkpT 1T OwUE a b QidwdUuaRrEWD OO OVE Iwlwwill
structure of a poem; and so | do, if | can discernthe way that structure articulates,

asserts and proves itselfu gbx lyKemphasis), but it seems to me theremark opens

up the meaningdimension of the word, or more specifi cally the fusion between

structure and meaningrhe relationship between structurand meanings an

exceedingly complicated issue and can be looked at from multifarious angles, and

so the following illustration is by no means exhaustive, but the illustrat ion should

be enough to convey an ideaof the said relation which brings me back to how

s EUT U O unddustoadEakbuwsed in my research study.

The linkage between meaning and structure has long been established in the
branch of linguistics. The thematicanalysis of sentencder example, concerns how
the orderingof sentential elements as linear progression affects the thematic
meaning of sentences. As for the greater units of language like the text, it can be
x] UEI DY EWEUwWUOOIT wo b ékrupbshbie $nd BEntaledsematid EO U UT z wl
UOPUUOwWUT T ws OPEUOUUUUEUUUI -238)épthid uddedstaningd w2 T U1
of how textual meaning comes into being signals a hierarchicakelationship where
two levels exist, reminiscent of , UOE 1 OgyY(@DD4iconsideration of ghe meaning
Ol WEWPOUOWOl wEUUZWEUwWsUT 1T wOUUEOOT woOi wbUUWE & «
x E U(p.4R). Brooks (1971), regarded by Ransom as having a distorted view of
poetry as mentioned above, describes an interesting analogy of the poetic structure
as an embodiment of a hierarchy which consists of a plant and its components:

0 the elements of a poem are related to each other, not as blossoms juxtaposed in a
bouquet, but as the blossoms[which] are related to the other parts of a growing
plant. The beauty of the poem is the flowering of the whole plant, and needs the
stalk, the leaf, and the hidden roots. (p.1)

Il UOOOUwI YI OUUEOOAWEEEUI UUibid) we)fainetvgot FUUEUUUIT w
sense relations in a poem where the elemet) Uwb i PET wEUI wOOUws x Ol UDPE
the first instance canE1 WE OOU P E | tbim Eheugomtedtlintvbiéhzhey appear ¢

from what | understand about this idea of Brooks, | can refer to a simple cliché as

A N, N A~ -

import which it does not have when considered i solatedly. This is a result of the
cliché being part of a network of sense relations, the network which constitutes a
sUUUUEUUUI ofthe ppém. EODOT 7
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The interaction between meaning and structure in poetry is also addressed
by Mao (2011) inhis discussion of repetition a common poetic device referred to
above and which allows a stark contrast in meaning between two ideas put in
formally similar structures like parallelism. But a more direct relationship between
structure and meaning demonstrated by repetition can be considered in the light of
the fact that meaning arises fronthe repetitive form, for which I can refer to the
emotional intensity associated with the use of parallelism in persuasive discourse.
To illustrate th e relationship between form and meaning in a repetitive pattern |
alsoreferto! UUOIT z taboVeRDIOrulWw x I UPUPOOOwWUT EVwUT 1T ws Ul x1
sUI UUEUI O OUwOi wEwUE4 pQ). JuER wdHO PruEE UEDBDO QY zuapiuf
be understood in terms of the presentation of a network of images (e.g. the trunk,
branches and leaves of a tree), which is a possible example ofepetitionin
conveyance of a poetic message, albeit not the kind ofrepetition as explicit as a
similarity in form like the parallel structure. In this way, different images can be
construed as parts of a repetitive form, and together they also constitute a structure
of meaning.

It would appear that the foregoing account on the structural aspects of poetic
argument and their interaction with meaning further complicate sthe sense of
sUUUUEUUUI ZOWEOGEwWUT T wOUDPT DPOEOwWDPOUI OUwWOI wUUE!
to have brought about a new problem. In a way, the defini tion of the key word
sUUUUEUUUI zwkT PET wEI &asiuhtiorudesoriodd Gyl Bidkénbach x U1 Ul O
ECQEW#EYDI UwphNNAAOwWUT E0ws POUEUWUT EVWEUT wOOU
EOOUI ROUUwWDOwPkT PET wi Ul E U wbn this Gageinde@Owd VWU UEUHUI
ITEQw0T | wEOI EUwWOI EOPOT woOi wsxT aUPEEOQWEOOXx OUD UH
context of poetry it is possible to attach other understanding to the word, and to let
DPOWEwWOI EOPOT wEDOI OU P O vhich Ebiidaie It Eonidih@lius UUUUE U U |
rather clear denotation, while presumably a clarity of sense of the working concept
is what is neededso that | can proceed with the discussion of translation issues
from the argumentative perspective . | argue that paradoxically, it is the fluidity of
UT 1T wUl OUT wOi ws UUU UGEBDIVIUD Qlwld EWIw) QUEE Dauui® 0D b &
broad enough to cover numerous poetry examples, but at the same time precise
enough to point the research study in the right direction so that poetry examples
and translation issues that are argument-relevant can be mapped out, which
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VIII.

eventually serves to achieve my research objective about the usefulness of poetic
argument in accounting for the nature of poetry translation.

The poetic argument | its structural and me aning dimensions

Based upon the foregoing understanding of poetic argument, that it is the structure

Ol wxOl UvuaOow( weil OPOI EUI wEWUUUUEUUUEOWEDOI OUD(
aspects: sequential structure, repetition, metaphor, and imagery. All of these aspects

are, as will become obvious in the following chapters, pervasive and cover

numerous Chinese poetry examples. At the same time, my foregoing analysis of

poetic argument as a form-meaning relationship is applied to all four aspects

identified ¥ how exactly the relationship works for each of them | explain in detail

in the subsequent chapters, butfor now, | can propose that the relationship is about

meaning which is borne out of structueenbodied in the four aspectsof the structural

dimension of the poetic argument. In Chapter 4, meaning is presented as afunction

of the sequential structure; Chapter 5 addresses repetition in poetry as ameaning

bearing patternin Chapter 6, metaphors appear at the level of the poetic text to make

meaning, and the same applies to thepoetic imageries discussed in Chapter 7.

Because these four structural aspects are different in their substance, the meaning

component in their form -meaning relationship is not understood in the same way:

for sequential structure s O1 EOPOT z wEEUUDPI UwUT 1 wUl OEUDPYI Oau
xUOx OUPUDPOOEOWEOOUI OUOwi OUwWUIT x1 UbpahedOws O1 E O
Ol EOPOT Zwpx EUUwWOi wlT 1 ws UOUEOWMPE Erépd3T z WEOOOU(
cited in Chulalongkorn University, 2008, Definitions, Discussions section, para. 1])

associated with the repetitive form, and finally, for metaphors and imageries,

meaning is understooE wb O w01 U O U wtlemedrodtil duux/ GO 1UEEEEwsU T 1 O1 UwE .
ares 1 Ol O OUUwWUT EQwUI E U:UiIwpBmu x @dShafich2000)W3aR) wE Uws E
Based on this understanding, either the theme or motif of a poem can be its poetic

messageand in my research study either the theme or motif can stem from the

textual metaphor or imagery. In addition to the form -meaning relationships of the

| OUUWEUxT EUUwWPOwWUT I wUUUUEUUUEOQWEDOI OUDPOOOwWUI
EOOUPUUUWEOUOWO! wEws xUUI 6azwlOl EOPOT wEDPOI OUD(

I OUI 1T OPOT WEDUEUUUDOOWOOWXxOI UPEwWRDD UO1 BUOwWDB I
QEDEEEUDEDUOzwDOwUIIwEUOEEinOUiOwE@EwUTiws‘

N P T
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EUT UO1 QU wOI w0 lindicate$xthabitgsisapretfing lwdttenuby poets for

suggesting explicitly the close association between poetic meaning and prose

paraphrase, which is echoed by Arp and Greg that the prose paraphrase involves

sUI UUEUI O1 OU uf@ poentdesignes @ ke it pras® meaning as clear

EUwx OUUPEOI ZW@EUWEDPUI EwbOw" T UOEOOOT O6UOw4 Op°
section, para. 1). More specifically, prose paraphrasecan be understood asthe literal

meaningof a poem as the following quote on (the disapproval of) paraphrasing

x Ol UUawUUT T 1 UU paeaphgasemiliransi@epadiryittcditaral présein

PEaAaUwUT EUwxEUEOOI OWEUUI OxUUwi OUwxUOUT wEOwOOL
emphasis). In a word, employment of thl wUT Ul | wEOOEI x UUws xI UUUEUE
EOEws EDPEEEUDE D UO 7z wadtheurigdningdihersiegnipaeiicuUl OUIT z w
argument concerns justification of using the concepts EUT UO1 OUz wOOwbOEOQUE
x Ol OUwpPT PET WEOwWOOUWUIT I OwU O nefréinGanseofuieda ws EUT U«
POUEOWE Uwi OUws x Ydmpldymentidhiore Feleviand fo frabskafiod

issuesper sewhen the general understanding of a garaphrasezrevolves around the

meaning of a poem, which is exactly what translation involves.

The above-illustrated structural and meaning dimensions of the poetic
argument are presented schematically as follows:

Poetic argument is
—  WLISNEdzZI &8A 2y !
WNB I a2y Ay3aQ:
WRARFOGAOAA"
broad sense

Meaningdimension —=

Poetic argument is the
prose paraphrase

StructuralDimension Poetic argument

exhibits a structure

%\

Sequential Repetition Metaphor Imagery
structure

Figure 3: The structural and meaning dimensions of poetic argume!
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As can be seen from the chart above, the meaning dimension of argument, which

consists of again,s x | UUUEUD OO Z@uEWS I EBPEEER®EDPW Oz wbOwUT |
UOT T UTT UwbbPUT ws xUOUIT wx E U E xdifrohEtheistrué@uwad U wx Ul Ul O
EDOI OUPOOwpPi PEI wWwEOOUPUUUWOI wlOT T wi OUUWEUx1 EUL
dimension of poetic argument cannot be entirely isolated from its meaning

counterpart as prose paraphrase. For example,considered from the perspective that

a close paraphrase of a poem consists in the lineby-line rendering o f the meaning of

the poem, | can suggest that at leasthe poetic argument as sequential structure,

which is a presentation line-by-line, has a particularly direct relationship with a

x Ol Oz UwxUOUI wxEUExT UEUI wEI EE Uniehniny pesitddO U D E O wl
in a sequencd hat being said, | have chosen to treat the structural dimension of

Ul 01 OUPEOWUUUUEUOUU]I wEOEwWs xUUI OazwlOi EODPOT wEH
separately for the purpose of convenience of analysis. As will become obvious in

my analysis in Chapter 4, the prose paraphrase does not always come through

entirely with transference of the sequential structure, and as | argue in the other

chapters which follow, it is all the more obvious that transference s of the repetitive

form, metaphor, and imagery as a form-meaning relationship do not at the same

time guarantee faithful transference of the prose paraphrase.

As | have stated in Chapter 1, | have classified the poems as the narrative,
argumentative, and lyric poems and intend to analyze th eir translations based upon
the argumentative perspective. | have attempted such classification in order that it
may be easier to foreground a certain aspect of the structural dimension of poetic
argument for each genre of poetry ¢+ for example, sequential structure will seem
more conspicuous a feature of narrative poetry and argumentative poetry as
mentioned, while the aspects repetition, metaphors, and imageries are applied to
the analysis of lyric poetry (poetry which expresses personal emotions; see foonote
no. 22 on p.47) where such poetic devices are often evident. But actually, such an
attempt at classification does not change the fact that where an aspect is
s OUI TUOUOETI EzOwUT T wxOUUPEPOPUAWEEOOOUWEI
concerned may well be applied to analysis of poems of a different genre: certainly

w U

either narrative poems or argumentative poems can embody imageries and employ
repetition, while lyric poems have a sequential structure, albeit perhaps not as
conspicuous as the kind in narrative/argumentative poems. Also, such classification
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of poems does not mean any poem cannot at the same time be seen to belong to
another category: clearly a lyric poem can be argumentative, while a narrative poem
often expresses personal feelings.

Also, as suggested, there is no existing framework to which the
argumentative perspective can relate, but the idea of poetic argument being a form-
Ol EOPOT wWUUUUEUUUI wOEawoOl OEwPUUI O wOOwWUT T wxl
approach to poetics (Culler, 1975). Culler, in employing a structuralist approach in
his analysis of poetry, relieUwOOwUT | wEUUUOxUPOOwWUT EUwWwOEOT UET
Ul OE Uind) @ 02), wigch can be exemplified as follows:

elements of which are understandable only in relation to each other and to the system

literary theory, structuralism challenged the belief that a work of literature reflected

a given reality; instead, a text was constituted of OD OT UPUUDE WEOOYI OUPOOU
Structuralist critics analyzed material by examining underlying structures, such as

characterization or plot, and attempted to show how these patterns were universal

and could thus be used to develop general conclusions about bothindividual works

and the systems from which they emerged. (Poetry Foundation, 2015; my emphasis)

| maintain that the argumentative perspective is a new idea, which | prefer to keep

distinct from the structuralist approach to avoid putting the former in a straitjacket

in my discussion. But | mention the structuralist approach nevertheless because the
argumentative perspective can be considered similarto such anapproach in the

sense that the structure of meaning of the poetic argument embodies elements

whi ch are not understood isolatedly as | have argued above, and whether or not

OOl WET UI 1 UwkpbUT wUOT 1T wUOET UOaHOT WEUUUOXxUDOOWUI
the structuralist perspective as stated in the quote above it is such notion of

s UOPYI UrehEupdnibipropose a form-meaning relation of the poetic

argument which is shared between Chinese and English po&uwgh a shared

relationship serves as a basis for discussion of poetry translation, which | argue

leads to an objective description of its nature in this research study and a simple

and accommodating translation theory .- DPEEWEOE W3 EET UwOOET wWUEDE wl
which can be said in one language can be said in another, unless the form is an

1 UUI OUPEOQuwI O1 O OUwOIi wlin,i20af p. B2y. Fithis reseqpeghU WE D U T E |
UUUEaAOwUT T wsi OUO7 wuEOEwWs Ol EOPOT zwbOwx Ol UPE wE
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be dichotomiegthat the retaining of one means the giving up of the other), join
together in the structural dimension s of the four aspectsidentified, which are
considered coincidental similarities shared between Chinese and English. In so far
as thepoetic argument of prose paraphrase is also shared between the two
languages, this pure meaning dimension, together with the form-meaning
relationships, are all features which | argue should be retained as far as possible in
translation.

Having mapped out the structural and meaning dimensions, | would like to
discuss how the argumentative perspective is actually used in this research study.
As | have mentioned, | argue in this research study for the desirability to retain
UPOPOEUDPUDPI UwbOWUUEOUOEUPOOWEUVU Wi EVUWEUwWx OUUDI
argument (whi ch represents thesimilarities betw een the source and target texts)as
i EUWE Uwx OUZePWHD itzmiglp Eeerh luam édopting the perspective to try
to prove circularly its desirability of adoption , | put forward the following ideas to
justify my approach. Firstly, 0T T ws x Ol UPEwWEUT UOI OUz OwbPUT wbUL
this chapter, is a label by which conspicuous and pervasive similarities between the
source and target poems i.e.the form-meaning relationships and prose paraphrase,
E Ul ws xEEz&80dRdlyl the reasonablenessof the argumentative perspective is
backed up b& principle of translation which is commonly perceived to be true, i.e.
UT 1T wsUPOx Ol wOEUUI Uz wdOilwE EIEBd@Xp@iEEd angpi2& DUT | UOOI
and the reasonabk criterion of to retain E UWOUET WwEUwx OUUDPEOT wOi wlOT 1
(see p.11), which perceivably includes any aspect seen to be ahared similarity.
Such a principle contributes to the convincingness of the argumentative perspective
on which the nature of translation is discussed And so admittedly, there is some
presumed validityas far as the perspective is concerned, but stillthe reasonableness
to retain the similarities between the source and target texts as far as possiblein a
translation is not really established tautologically by saying it is desirable to retain
the poetic argument in the first instance. In this research study, convincingness of
the argumentative perspective, for which | have suggestedto be something that
already exists somehow, is validated further andonly moresubstantivelyby the form -
meaning relationships and prose paraphraseof the poetic argument which are
UT 1 OUI OYIl Uws EOOUxPEUOUUWEOEwWXxT UYEUDYI wUDODOI
x O1 O Uz Gbwmavirg dedn transferred consistently in actual translation examples
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have proved themselves to be poetic features the preservation of which is
considered desirable. So theargumentative perspectivevhile it is a perspective on
which discussion of translation issues associaed wit h the poetic argument is based,
it is at the same time further validated by such issues. The relationship between the
perspective and the translation issues therefore somewhat resemblesthe one
involved in testing the validity of a hypothesis. Where a translation fails to transfer
the poetic argument like the other examples, the argumentative perspective may
still derive its validity from the fact that it incorporates the said principle /criterion
of translation mentioned above. It is through the argum entative perspective being
understood and adopted in such a way that translation examples discussed under
the four aspects of the poetic argument achieve anobjective description of the
nature of poetry translation , and finally establish a simple and accommodating
translation theory (see again Figure 2 on p.32).

Argument and argumentation

PPUT ws EUT UOI OUz wbOwUT PUwUI Ul EUET wUUGE a wE U wx |

that these two terms are different considered in the light of their collocational

Ul UODUPEUDPOOUB w2001 UPOI UwsEUT UO1 OUEUDPOOZz wol 11
EUT UOI1 OE EG U OUDSEUwWOOUT wExxUOxUPEUI wUT EQuws
ideabringsmeUOwUT 1 wEDI 11 Ul OET wET UPT 1 OQwUOT 1T wsT ObPz wo
conclusion) ¢+ ascanbe see® OwUT 1 wOPUI UEUUUT wOil wUT T wUUUEDI
EOOOOOwWUI OUT woOi wUT T whOUEOws E-bytsideXor OUEUD OOz whb

comparison based upon the said difference:

Argumentation relates both to the proces®f putting forward argumentation and to

PUUwW? xUOEUEU? OWEOEwWUT 1 wUI UOWEUT UO1 OUEUDOOWEOD

theory, argumentation is viewed not only as the productof a rational process of
reasoning, like arguments are traditionally seen in logic, but also as part of a
developing communication and interaction process . (Van Eemeren, Grootendorst, &
Francisca, 2002, p. xii; my emphasis)

The quotation above concerns differentiating s EUT UOT QUEUDP OOz wi UOOws E
EI I DODPOT wUT 1T wi OUOT UWEUWUT T ws xUOET UUZ wepUT 1 ws |

same time, while the latter exclusivelye UwUT | ws x UOEUEUZ 8
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However, the fact remains that in the literature of studies of argument an d
argumentation, the two words are prone to be understood in a somewhat confusing
identifying relevant assumptions and conclusions for a given problem being
EOEOa Ul E z0uipH EwhrEAaQusi EAQUE UT UO0T OUwPUWE wUIT Owoi wE
from which conclusions can be drawn), together with a conclusion that can be
OEUEDPOI EWEa wOOl wOUwWOOUI wuUl EUOODPOT wUUIT x Uwmpbd |
parentheses) and argumentation bl D OT ws U1 1 wx UOET UUwWwEa wbkT PET wWE
EOUOUI UEUT UOI OUUWEUI wEOOUUUUEUI EWEOEwWI EOQEOI |
x UUxQUI T UOwOOT AwdOi wUOT T wUOTl UOws xUOET UUZz wbOwET |
EOI UwOOUwgUPUI wUUEET 1 Ewb@ u@EE uliil o GuiusbEEW BUOA 1 uEd
EEUUDPI UwbpPUT wbDbUWEOUI EEawUT | wPET EwOi WwWEwWxUOET |
EOOCEI xUws EUT UOI OUz wpOOUI wx Uduggests th@ aneed| 1 ws EOE
not be taken to meanjustUT 1 ws E O ® &G ddmbrbtfated clearly by the title of
his book The Uses of Argument i 1T wEOOUI OUwPUwUI OEUI EwUOOws T Ob
conclusion. Such an association between argument andprocesss also evident in
s3T 1T w/ T EUI UwOlibid® Qw6 wivk AwB 0fwe2 UET T Uwdi w UT U
Also, the two terms might be interchangeable in paraphrases. For a poem in which
UT 1T Ul wPbUws EOWEUT UO1 OUWEEUT EwOOwUOUIT T wOl UExT O
OPT T UWEOUOwWEIUW: 1T wBw IVEwE GwsuE U wxiQyivahth&face UT UOIT O
Ul EQws EUT UOI OUE UD O the us& dd &rfetiapbidd chudbViduslypé O bz Ow
UlT OwOOwl EYT WwEWUOOT wl0Owx OEawbOwUT PUwWUI T EVUE wl
poetic argument.

Probably no more examples are neededto demonstrate the fact that there is
no consensus in the literature on any technical definition of the two terms.
"OPI YT UOwPUwWPUWEUT Ul EwUT ECwWUT T wU1 OEl OEa wlOi wl
be associat€ wb PUT wUT 1 ws PT EUZ WEOEWUT T wsT Oz wUI UYIT U
unclear demarcation between the senses that these two words convey than to cause
11 0UPOI WEOGOI UUPOOUWPT PET wUTI UUOUWPOWUT 1T wUUOUT
EOEws EUT UOI1 Ody wWotkibgxOrgapts 1oruhe @s$earch study at hand. It
should be obvious | UOOwOa wEl | POPUDPOOwWOI ws EUT UOI 6Uz wEE
DOEOUxOUEUI UwUT | wecsitisédingthal hautd Fuat @2sok © E
EEEOCEOODPOT wlOT T wlUOUI wOl wsEU§ BDO1 OOEOBDOE LEQD OE (
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UT 1T wi OUOT Uz UwoOI EOPOT OWEUUwW( wEUT Ul wUT EVwWEwWUIT |
SEUT UOI OUzwUOOwi OUI TUOUOEWUT T wUTl OUT wOil wUT 1 ws|
EUT UOI OUEUDPOOZzOwPkT PET w( wthé vayinatpéeticargument E x U1 U w
comes into being by putting the lines in sequence; in Chapter 6 | suggest that

Ol UExT OUwi EVWEwWUOO] wbOwWEUT UOI OUEUDPOOOWOI EOD(
Ul EOPAal EwEawUT T wi 0x00adl OUwOIi woOl UExT OUwpUI EI
above). Furthermore, UT T ws T ObPz wOi ws EUT UOI OUEUDPOOz OwbOUU
UT 1 ws xas @ustratéd) p my research study it is considered in the light of the

s EUT UzQuEDQE ws E UT aréusedwitRduting iteating them as

interchangeable all the time, and where one is used instead of the other the context

should provide obvious justification for its usage.

Summary of chapter

In this Chapter | have addressed the kepticism towards the application of

sEUT UOI OUz wUOOwUT ,landEhe tEaditiohhbdefinitivh ef argindnt) a

which seems to justify such skepticism. Then | have discussed poetry examples of

realizations of argument in both Chinese and Western poetry, demonstrating how

they can testify to the fact that argument is by no means atypical as a feature of

poetry, even in the traditional sense of the word. Following this, | have illustrated

T OPwUT T wUI OUT woOi wsEUT UOI OUzZ wODT hsidevdsl] WEUOEET
argumentative at all might be let in as examples of my analysis. Then | have taken a

step further by referring to the specifics of poetic argument defined in the literature,

and finally map out the form -meaning relationship embodied by the poetic

argument, and the four aspects of the structural dimension which embody such a

relationship along with the meaning dimension. Both dimensions serve as the basis

of my analysis of poetry translation examples in the following chapters. In addition,

| have argued preliminarily that the poetic argument represents shared form-

meaning relationship s between Chinese and English. And together with prose

paraphrase, they ares U b O b OtetwdztBel twh anguages, which lead to validity

O wargumentative perspeE U Bty be zulbstantiated further by actual translation

examples. 31T 1 wgET Ex Ul Uwl OEVUwPDPUT WEOQwWDPOOUUUUEUDOOWC
EEEPUDPOOwWUOwWs EUT UOT OUzwUOwUUxxO1 01 O0wda webUI
argumentative perspective.
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| have yet to give an account of poetry per sethe target of my study which
embodies the poetic argument. In Chapter 3, | refer to notions commonly employed
in the discussion of Chinese poetry and elaborate on their use in and relevance to
my research study; also, | give an account of my way of selecting the poems,
method of analysis, and sources of my selection.
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CHAPTER 3
About Poetry (Shi) and its Selection for Analysis

. Introduction

Four notions,s x O1 UUaz OQws T 1 OUI zatuisciséed i0 thi®eptérF ws U1 1 O
which should serve the purpose of clarifying how these terms are to be understood

in this research study as concepts frequently encountered in studies of classical

Chinese poetry, as well as leading to a better understanding of their relevance to my

research study. As far as the poems used in this research study are concerned, | also

give an explanation of how they are selected and the reasons behind my approach.

This chapter ends with an illustration of my method of analysis and the sources

from wh ich the poems and their translations are taken.

Il. Poetry as literature in China

The discussion of this study cannot proceed without defining what classical

Chinese poetry (shi; )¢ the main target of this study ¢ is, along with identifying its
characteristics. Having a history of over 3000 years(see Appendix | Note 21 on p.
301 for an alternative view about the length of Chinese history) , classical Chinese
poetry is characterizl EwWEa wDUUWUPET Ol UUwPhbOwi 1 OUI weOE wOT |
Ol wx Qshil®gugdy A <), China witnessed a phenomenal number of
poems written through the ages.3? Such situation renders any detailed discussion of
the substance of classical Chinese petry a daunting task to achieve in the space of
one chapter. But in any case, | do not intend anylengthy depiction of definition
issues and features of Chinese classical poetry just for the sake of it when not all the
details concerned are relevant as fa as my research objective is concerned.

(WUUEUOwWPPUT wET I DPOPOT ws xO1 UUaz8w( OwUi OUU(
understood in a narrow or broad sense, and it is the latter which implies the
multifariousness of this Chinese literary genre. LiuanE w+ OwphNA Kk AwUl T EUE U
shih[shi ]6 WEUWE wi | O1 UPEWOEET Owi OUwx Ol UVUa wbOwE wU

* Davis (1962) has quite specifically indicated the period of poetkyivA y 3 (12 26 S 2 WIS NLIG NI AR & S| N&
xxxix).This calculation possibly regards the approximate starting time of verse composition to be when the first

anthology of Chinese poetry, tigook of Songsr Book of OdegShijing ), came into being, the compilation

of which is attributed to the Confucian Masté&tongzia | ) (551-479B.C.).
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theUagU ¢ wp? x O1 OUwPOwUT 1 wdiagEduwbdeg V0 QG T AWED EQULRI A
it refers specifically tothes | EUOD T U U w hidddd pSefnkincaviuad theuShih

Ching [Shijing; ¢ P.uiigp the latter one a narrow definition. In illustrating the

commonly acknowledged fact of Shijing being the oldest anthology of Chinese

poetry, and that the word shih[shi¢ was first used to refer only to poems in this

collection (i.e. a narrow definition of the word), Davis (1962) noted that shigD Uws UT T w
UEOI wPOUEWEUWUT EVWOEUT UwlUI Ewl 1 @xliy.soEhero 0a wi Ol
than referring to the compositions in the anthology Shijing, perhaps it is reasonable

to propose anothemarrow sense ofshO WE wUT OUT wpki DET wl BT 1T OBT T UUu
achievements at its bestt shimay be taken to refer only to poetry composed during

the TangDynasty (618907), hence the common collocateTangshi(poetry of the Tang

Dynasty; 1 ). Because of the exceedingly vibrant development of poetry during

the time, Tanghad assumed a status of its own in the literary history of China. The

view of Mair (2001) is about the grandeur of this Imperial Dynasty w ith regard to

its literary achievement in terms of the quantity and variety of poetry composition:

31 1 w3[zaadpénjoyed a reign comparable in length to the entire period from the
accession of Elizabeth | to that of Victoria in England; from the birth o f Benjamin

how formidable it would be to characterise the verse of such times as a uniform
phenomenon, we may better appreciate the variety of different aspects and
emphasesi E0w3 7z EOT wx Ol UVUAWEOOXxUDPUI UBwpxd1 A KA

Poetry composition is by no means unique to this golden period as suggested
by the broad sense ofs U LB and Lo (1975) noteUT ECQw" T DOIT Ul wx Ol UUa ws
unbroken three-thousand-year-old tradition 34 out of which have evolved many
i OUOUOWOI Ul Ui mdeéduthelitar@y historwapChina witnessed
certain poetic forms or genre® emerging, some such forms/genres being the
landmark for particular Imperial Dynasties. Based upon+ D UWE OE wsdz UwUIl OUI
poetry referred to above (i.e. including both the narrow and broad sense), the range
of such genresforms includes shigps x O1 ( of the Amtology Shijing;), saops 3 1T 1 w

% Presumably8000 years of historgtarts from theauthentic history of Chinamentioned inAppendix | Note 21
(p.301), but another way of undetanding this calculation will be to take into account the fact thatehdiest
poems incorporated iShijingwere written in 11" century BC.

* It will be explained in the discussion which follows why these two words are somewhat interchangeable
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+ EO1 O [t theufdrm of poetry starting to emerge at the Warring States Peric8), shi

(poetryz] ¢ WEOOx OUI EwbPOwUT I ws &TmdEyuddufgvusic wdOi w/ O1 UU
Bureau versez[ WA ] popular in the Han Dynasty), and fu (¥hapsodyzor ghyme

prosez wZalso popular in the HanDynasty)d w# 1 Ux DUT wUT T wi EECwUOT E U
definition above excludes theci(s UOOT wORWIPIEWZ Fu@l wE Uws x O OUwb O
also translated by Liu and Lo), | incorporate them in this research study as part of

UT 1T wel i POPUDWDOHIUOIUE X GUIVOBYOT EwUOwWOT wUT EVwT DL
sUI a0l EwOD bk @ B O & i fiReBbnd zommunication, May 20, 2014)

which | take to be a feature enough to incorporate both ci and qu because both of

them rhyme. Names like, as mentioned, Tangshi(41 ; poetry of the Tang), together

with Songci(3 ), Hanfu ( ), Han yuefu( A ), and Yuanqu(a D ) are common

collocates, reflecting a tendency to associate ajenreof poetry to a Chinese Dynasty

of which that genre is a representative.’” Such an asociation, however, by no means

suggests that a certain poetic genre existed exclusively in any one particular period.

Frodsham (1967) referred specifically to the much-discussed TangDynasty as a case

DOwx Ob OU o [wang itsklftu@ngoEbd Understood in isolation: it sprang from

the soil of the Period of DisuniofE OE wb UUWEUOUUUI OQwx Epxk)PEUOEUOA
ECEwWUTl EOwPT POT wsUT T w" T POEWO!I wUT T w3zEOT wg3EODI
different from that of the Han as almost to seem another EUOUUUIT 6 OwbOwdUT T U/
OOUT POT wi E .l Iteléet, inEhe histpry of China certain poetic forms

did not just arise from nowhere, and they did not only impact upon the period of

time when their development was the most prominent: shi, for example, was still

quite widely written in the SongDynasty (960-1279)despite the fact that ci started to

gain popularity towards the end of the TangDynasty (618-907)before its full bloom

in Song and yuefudid not just die out after Han (207B.C-220A.D.), and continued to

be a poeticform adopted amongst the Tangpoets. Such retaining of tradition and

receptivity to new elements, while defining some of the phases in the historical

% Thesaogenre isa form of poetry composed based uptire form of thelong poemLisao( ) by Qu Yuan
(340278 B.C,)the famous patriotic poet and statesman of tBéate ofChuduring theWarring States Perio@75
221 B.C.)

%" Ciandqu, which | have not yet associated with any imperial Dynasty of China in my discussiow gemresof
poetry popularin the Song(960-1279)and YuanDynasty(12801367)respectively.

* The Period of Disunio(220:589)is aperiod ofdisunification after theHanDynasty collapsed when China was
segregated into several states and controlled by different ardd The country was unified again with the
establishment of the sho#ived SuiDynasty(581-618), followed byTang(618907)
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development of classical Chinese poetry, are also what characterze the nature of

classical Chinese poetry, andexplain a rather constant perception of what constitutes the
substance of classical Chinese po&uame examples are formal features like rhyming,

tonality, and metrical patterns or, for some scholars, a consistency intheme

sZ" 1 DOl Ul wx Ol OU¢ wET OO0 tuthdge wiittBnby poktsu®d i wUP OQwU U
x Ol EUIl wOUWEOOUOOT wUT 1 OUI OYI UwOUwUT OUT whbupUUI
(Liu & Lo, 1975, p.xxiii). Such consistency in substance and theme leads me to

propose that the adoption of a broad understanding of poetry shiis preferred for

this research study because such an approach will ensure that if any restraint is to

be imposed on which poems should be selected to discuss, the restraint needed is

not due to the fact that a narrow definition of poetry is used, but because selectivity

is required as much as desirable, as will be discussed later inthis chapter.

The genre of classical Chinese poetry

"EYDOT wbhbEI OUPI PI EwUT T wUT OUI whétenrmnx 01 OURZ Ow( wl
which | have used somewhat interchangeably b B U T w gnith® lagbgection.s &1 OUI z Ow
DPOwWXxEUUPEUOEUOWPUWEWEOOOOOOawUUT EwlTl UOwhOwUL
Chinese isdicaig ). This fact itselfis possibly enough to justify a devotion to

clarifying its sense, but such an attempt is not so much about achieving any cut-

and-dried definition for use in this research study than to demonstrate its fluidity in

meaning. It is by acknowledging the latter that one might find it acceptable not to

use the term with any perfect consistency. In other words, and somewhat
xEUEEORPEEOOaAaOWEQaAa WEOOI UUPOOWEEOUUwWPT EQws T
realizing in the first instance that itsuse may cause confusion.

SOWEI 1 POwbPPUT OwsT 1 OUIl ZwbPUOWEUWDOEDPEEUI EOL
EOOUPUUI OEawPOwlT T woOPUI UEUUUIT woOi wx Ol UPEUB w2 ¢
UOwUT T wsUT 1T O zwOI wOT T wx O1 00 wkEs( EMxAK A ul QUi § EAusG
characteristics of classical Chinesex O1 OUOuwl 61 6 w8 B x wphuNNA A8 w( wE U
EPi i1 Ul OUPEUPOOWPUWEUT wOOwWUT T wi EECwUT ECws 001
seen as a more fitting term for describing the different formal characteristics
(regular vs. irregular line lengths, and poems with one stanza vs. poems with
several stanzas etcd ws &1 OUI z O wO Gswdderstoo®ib fermsafithes O E O
formal features of poetry, as can be seen inxamples on the usage of this term(in
Chinesl wE T E b0Auigerary criticism which came out as early as the Ming
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Dynasty (1368-1644)¢ in a major work on poetry criticism about the literary
achievements in poetry composition of the TangDynasty (618-907),what is stated is
EUwi 0000 U mikksital Qoihesedpbemslinclude those which are three,
four, and five words per line; 3 six or seven words per line; verses with irregular line
lengths; yuefuand gexing*® and recent-style poetry like juejut a comprehensive
UEOT I wb U wd ®luwil®BaMII480Kli seems to me that the way yuefuand
gexingare mentioned in the quote above is suggestive of the idea that they can be
distinguished from the other kinds of poems along the dimension of line length, a
kind of formalfeature. However, yuefuand gexingbeing put side-by-side with
poems written with different number of words per line does not appear particularly
scientific ¢ unlessyuefulgexingis a kind of poem with, say, two words per line
(which they are not), it would be difficult to r egard line length to be their defining
characteristiavhich justifies their constituting a separate genre. And to take yuefuin
particular as example, the word is suggestive of its origin, that yuefupoems are
folksongsollected by the Music Bureau (an office called Yuefu) of the Han Dynasty
for musical performance, not to mention that in fact yuefuis itselfthe predecessor of
poems written with five characters per line in the later Dynasties. Jueju, also
mentioned in the quote, is not like yuefut although it is also defined by its formal
features, the dimension concerned is differenther than line length, jueju means
poems written with four lines and as a kind of jinti shi (ecent-style poetryz QO w )
the lines of jueju consist of either five wordsor seven wordéi.e. wuyan [penta-syllabic;
X p ] and giyan|tetra-syllabic;F p ] respectively), sojueju can be a subtype of
poems eitherwith five -character or sevencharacter lines (i.e.wuyanshi[X p ] and
giyan shi[f p ] respectively), hence the nameswuyanjueju(X p ¥ ) and giyan
jueju(F p ¥ ). What can be seen here is thafor two poetic forms which belong to
differenthierarchiegjueju being a subcategory ofwuyan shigiyan sh), both are
considered ax O1 U P E unghle gubteJdited. Perhaps it is not fair to insist that
studies conducted centuries ago should demonstrate the same level of scholastic
rigor as is required today, in this case in working concept definitions ¢ after-all,
yuefubeing regarded a kind of poetic genre has long been a takenfor-granted idea

% Chinese words, or more precisely, characters fmgkuai zifCO ~ ] or ideograms) are monosyllabic

““The genrggexing( P ) isa later development basi on yuefuand therefore is aariationof yuefy hence

their being put together.

* Theoriginal inChinese is as followWsM & x z A, YBtxXpYrfF pY A Py Q
¥Y n mé.
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in poetry research studies that no elaborate justification ofits E1 D OT wOE Ol EwE ws 1
is deemed necessary The following example, which seems to have made a

distinction between yuefuand jueuE @8 WEUUDT OPOT wUT T wi GUOT UwUT T u
UT 1 wOEUUT Uws i OUO7Z OwPUWEWEEUT wbOwxODPOUO

907), generally considered the golden age of Chinese poetry. It developed out of the

poetic genreyuefy, a quatrain of five-ET EUEE Ul UwODP Ol U631 1T wRUI NUOwO
is a quatrain consisting of five or seven Chinese characters per line.(Wallinger -

Schorn, 2011, p.196my emphasis)

As the quote above demonstrates, therealsoexists evidence from research study on
poetry which makes a conscious distinction between what is regarded a poetic
sT1OUI ZwOUwWNUUUwWEwWs i OUOzdw! U0wUT PUwWEDUL
analysts as can be seen in the poetry criticism in classical Chines above which

DOEUH

regards jueju as a genre as well The purpose of the foregoing account is to

demonstrate how kinds of poetry identified with different aspects (be they formal

features like number of lines, number of words per line, or origin) or belonging to

different hierarchies (i.e. one being thesuperordinateand the other hyponym i.e.

using the terms in semantics) can be put together and regarded as representing

EDi I 1 Ul O8Begarding theddstthgpdctiabout hierarchy, it is well to note that

the gecent-style poetryz which was in full bloom in the TangDynasty, is, as can be

seen in Hu (1973) cited above considered a kind of ggenrez, while gecent-style

x O1 Udlitgelfthe umbrella term for jueju and other genresof poetry of the period.

To risk complicating matters further, t he term might also be applied to poetry (shi)

defined in its broadessense in the Chinese context s U$hil i OUT 7 OWEUwOx x QU
prose and novels etc.In sum, there is a lack of unanimous use of the term.It is this

randomness of usage that | intend to acknowledge in my reseacthwill not attempt

UOwWET OPOI EUIl wUT T wOl EOPOT wOil wsT 1 OUI ZWEEEOUED(
like. If any such attempt to render a more consistent usage of the word is necessary

at all, it will be for enabling the discussion to align with the research pupose, but as

far as my study is concerned an inconsistency in usage will in no way hamper my

OENIT EUDYI Bw( OwdUT T Uwb OUE U O ujgst aindreWizewd Owda wE O
accounting for issues of genre assignment in classical Chinese poetryLiu (1982)

refers to the following example by Xie Tiao (464499), poet of theSouthern and

Northern Dynasties to explain why a literary critic need notbe over concerned with
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whether the poem analyzed belongs indisputably to a particular genre according to
the straitjacket of a meticulous analysis:

3 <
1.7t
2.5 M @
3. 0 W
4.= ¢ 19 T

Grievance on the Marble Steps

1. In the evening palace, | lower the pearl curtain.
2. Drifting glowworms fly, thecease.
3. All night long | sew the silk gown,
4. Think of youi how can this end?

(p.35)

The poem, considered ayuefu(which Liu translatedas z , UUDEw#1 xEUUOI OU w2
[ibidg AKOwbUuws x UE EUDPE E 00 aquatdadd §ujuxgid) t tbeEraditHatE O1 wi U O
the poem has four penta-syllabic lines renders it susceptible to being classified as

the latter. That it is classed as ayuefuobviously has to do with the literary historical

background against which the genre of poem came into being,*? and so yuefuis the

name given to the kind of poetry which fits into its description in the first instance.

However, what matters is, as Liu suggests that the knowledge of a poem as

belonging to a particular genre is not any necessary condition for one to appreciate

and comprehend a poem. What needs to be understood is the fact remains there are

kinds of poetry like yuefuwhich have established a status of their own, and in cases
EUWUUET wOT 1T weuuUubl 601 O0UwWO!I wUT T whOUEwWsT1 OUI 7 wi
inarguable because hese are examples of genredy conventionor the names that

represent different poetic genres like yuefuE Ul ws EOOYI1 0PI OUWOEET OUWE:
UOwi RBDUUDOT wibid, BpAB3wA hdopt BiS) getdgectice myself in this

research study for the word s T 1 @4l just use it as a takenfor-granted label which

*2 Again yuefupoems have theiorigin as folksongs collected and performed by the office Music Bureau, allegedly
established by Emperaiu (15687 B.C.)yitheHan5 @ y I 4G & T adzOK F2f1az2y3a fF3GiSN) RSQ
G, dzS ¥ dz (MigoB& QaBk7, p. 215).
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can describe poems of different themes, forms, or origin, or poems belonging to
different hierarchies in the classification of classical Chinese poetry.

Manipulating the fluidity of the senseof s 1 1 OUIl z wEOEwUOUI EUDOT whH |
convenient label as | have explained above, | argue the three kinds of poetry
mapped out for discussion for this research study, which are again, the narrative
poem, argumentative poem, and lyric poem, can be regarded as different genresas
much as they belong to different poetic themesas | explain later in section V.

IV. The form of classical Chinese poetry
%OUWUT T whp ®UHEY WEEQEW wlUUI EwUOO! PT ECwbOUI UET
have indicated (in the sense that poemJ wOi WEDI I 1 Ul O0wi OUOUWEEQWEI
of poem like the jueju which has four lines as its formal feature), and which | have
UUl EWEVUWEwWUaO00abwlUOws UUUUEOVUUT zwbOwda wEDUE!
| also use it in this research study to meanthes i O U O E O uof dodiry] Which U 7
OEOI Uws i OUOZ WEOOEI xUUEOOa wWEDU ithevidrdthiayd T EEOT wi |
alsoEl wOUTI EwOOwWUT I T UwlOwUT T wsT 1 OUI zwdOi wewxOIl O

| would like to refer to Liu and Lo (1975) again in stating that the

development of Chinese poetry hasP DU OT UUT Ew0T 1 wi 0O iddieBO O wdi ws
EQEwWUUaAO0l Uz wpxdRDPEDPOwWOa wi O xnhakytbdnd étd ecamd UT E x U w!
into being should be taken with a grain of salt given the fact that the changesin
form are generally felt to have evolved around a certain set of formal features. Ever
since the earliest period of poetry composition in China, classical Chinesepoems
had beenE OO x OUT EwbDPUT wi OUOEOwWI O1 01 OUUwWODPOI ws UT a
the regular division of the sO O1T U wb O U GauetharE risdetby iain [2001, p.107]
on Shijing, the first anthology of poetry in Chinese literary history as mentioned) .
The last feature in the quote does not apply to short poems of one stanzalike the
jueju (quatrain; ¥ [poems with four lines]) and lushi (regulated verse/ [poems
with eight lines ]), both genres of the recentstyle poetry popular in the Tangdynasty,
but rhyme patterns and metrical lengths are generally speaking realized in a great
deal of poems written throughout t he ancient times in China2 2 O 001 z UwphuN Wk A w

*® Qrictly speaking the formal requirements are different for different genres. Rhyming formal requirement for
poetry composition for examplejs less stringent for the earlier genres of poetry like the folkson&hijingand
yuefu compared with the recenstyle poetry jinti shi) of theTangDynasty ¢ee Appendix | Note 22 on p. Bfor

an illustration).
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remark that he feelsP Ox Ul UUIl EwEaw" 1 POEz UWEET D1 YI Ol OUU wi
to be an acknowledgment of such lack of diversity in form

Try to imagine English poets writing nothing but ballads, ottava rima and quatrains,
from Bede to the present day, in end-stopped lines, and in strict accordance with
prescribed meter, tonality and rhyme. And yet within these narrow confines,
Chinese writers have continued to produce poetry of the highest order. 4 (p.1)

Meter can be understood by a referral to poetic lines in classical Chinese
poetry which are separated by sense pauses called the caesuras as mentioned in
Chapter 1.45 Tonality is perhaps best explained as a poetic form with reference to the
jueju and ltshiin the TangDynasty, the two genres which demonstrate how the
stricture of formal requirements in poetry composition is pushed to the extreme in
the development of Chinese poetry. The soE E O Gekefitll § a(dii;2Q ) as
discussed prescribes a restricted arrangement of words either in the level (ping; X )
or deflected (ze A ) tone per line.*¢ The combination of words of the level and
deflected tone to form poetic lines in fact constitutes one of the most conspicuous
formalcharacteristics: the structure of the heptasyllabic couplets, for example, is
very precisely branded by Shax DU QO wphNAt AWEUWE Qwi REOx Ol wOIl ws
(p-70), which | represent with A (the level tone) and B (the deflected tone) using two
penta-syllabic lines as example:

AA/BB/AAB
BB/AA/BBA

Tonality as a formal aspectis not a rule always observed by poets, not even
for those in the TangDynasty when the stringent adherence to prosodic rules
characterizes the way of composition of the recentstyle poetry When commenting
on the Tangpoet Du Fu (712770), Ye (1996) remarked that ashis poem under
discussion (about his sadness of separation from his family) s Op UOws UT T wx O1 Uw

e Bede(672735) was a British monk and poet. The times he livadthe beginning of thefangDynasty the
Dynastyduring whid the formal requirements for poetry composition are known to be the strictest on balance
compared with the other periods in Chinese literary history

> See Appendix | Note 3 (p. 2294)for three examples.

“*® Suchanarrangement is considered to be abte make the poem sound euphoniEhe tonality of classical

Chinese poetry needs to be understood on the basis of the fact that Chinese is a tonal language, which English is
not (see Appendix | Note 23 on p. 3fa2 an elaboration of the tones of Chinese).
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not yet feel restrained by prosodic laws, stipulated in the more rigid convention
established in later centuries [i.e. those of theTang# a OEUUa wEUUOwWE| Ul Uw# 0w
UOwUI UOUPEUWUT T wi OUET woOi wi sotheupo@LaddO O Uz wpx 8 wil
perceive the rules on prosody as a hindrance to their expressiveness.
The last formal feature that | would like to discuss, rhyming, represents
another major criterion of classical Chinese poetry(see footnote no.43 on p.74).
Importance of the feature of rhyming is witnessed by the fact that classical Chinese
poetry is, in another broad sense, synonymous tothe phrase ghymed literary textg
(yunweny 1 ) as | have indicated earlier in this chapter. And also, this
understanding of rhyming as a defining feature of classical Chinese poetry may
cover genresnot considered by some scholars to beshi (it will be recalled that Liu &
Lo [1975] cited at the begnning of this chapter says that shiexcludes the genresci
[ ]and qu[D ], both of which rhyme) . In any case, rhyming has always been
considered a key poetic devicein classical Chinese literature. One can take into
consideration the fact that the genre Hanfu ( ) may be considered a kind of prose
as much asakind of poetry(one of its translations is prose-x O1 UUaz wg31 1 OEEOE
UT 1T wOUT I-0w3 Wl 202 6 E ¥ théferDautraNskatiok givas it the name
sxO1l OUUazOowli 1 woE atdrelbiuldymity). Blaw tike>dérargaidd wd U U w
between poetry and prose*’ can be blurred in this key literary genre Hanfu is alsoa
reflection, albeit an indirect one, of the significant role of rhyming in assigning a
xDl ET wOl woOPUI UEUa wbp b®sedn ithht asddE asirhynging 81 Oz 6 w( U wk
concerned, Chinese poetry is not like its Western counterpart ; the latter does not
necessarily incorporate rhyming as a defining feature (consider, for example, the
blank verse [Levy, 2011]), or at least unrhymed poetry started to take shape in the
Western literary history much earlier in the ancient Greek period, the prototypical
example being poetry in the Greece verse drama. In other words, while its literary
tradition makes it impossibléo consider rhyming a necessay condition for an
English literary text to be regarded a poem, in Chinese literature rhyming as a
stringent formal requirement to which poets were expected to adhere had long been
l UUEEODPUT 1T ESw6T E0CwbUwWOOP WwEMNEhD | E)uesp@eticEl UOw" T D¢

*"The absence and presence of rhyming are perceived as the defining characteristizseofpd poetry

respectivelyg thisideaA & SESYLX AFASR o0& (GKS &areéAy3a (KIFG WwWakl i R2SaA
Pinyinand Chinesghis readsWu yun zhe wei weyyou yun zheweishi  ~ £ n,X ~ t (Liu, as cited in

Zhang 2013, p. 186).
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genre that came into being after the ChineseNew Culture Movemend O whuN hyYz z0Uu® U w
associated with an abandonment of such rigidity of form which, compared to the

West, came much later. As is observed by Davis (1990), however, rather than an

evolution from tradition which was welcomed and widely -adopted as soon as it

I Ol UTT EQwsUT a0l Ol UUwYI UUI ZwbPEUwsUOOOOPOWUOW!
x1 Ox Ol wi EEWEwWU] OEl OEawlUOws xUEOPEGa wOUwx UDYE!
tuneless rubbishy wp T DOT w" T EPUOEOw, EOwi EEws EOOUPOUI Ew
UUE E P U b O & abidup@%). bwk big view perhaps sounds as groundless as it

is dated given the wide acceptance and popularity of modern rhyme -less

compositions. With a few Chinese poets (Yu Guangzhong [19282018] Yip Wai-lim

[1937- ], and Ji Xian[1913-2013] to name a few;see Appendix | Note 24 on p.302

for a brief introduction of these poets) producing numerous much-acclaimed

unrhymed poems over the years, and considerable effort being devoted to the

studies (Voigt & Jurafsky, 2013) and compilation into anthologies of much freer

Chinese poetry composed in the modern times (Payne, 1947a; Payne, 1947k,eh

1992 Yeh & MalmqvistOw! YYNAOwPUwWOEa wE|l wi Eppamsid@tw0i OO w
rhyme zisumore an obsession with tradition than a judgment based on rational

reasoning. Poet Wen Yiduo (1899-1946) who wrote modern poetry, did not dismiss

the importance of form, but acknowledged the flexibility of the newly -emerged

literary genre, modern Chinese poetry during his times that it allows more patterns

i OUWEOOxOUPUDPOOWUOWUT EOwWUT T wx Ol OUWEEOQWET UDT ¢
EOOUI 00Uz w6 I )adidea NHitk foriaenéehod df relevance | will not delve

accountt the regulated verse (lishi) has formal requirements which are so stringent

that they constitute a straitjacket i QU wUT T wx O OOwOl EEDPOT wUOOwWUT 1T u
content are dissociategl(ibid; my emphasis). 6 | Oz U wY D berstsoeftiBla to the

criticism of those who consider stringent formal stricture to be the key that a poet

can exhibit his/her skills, but indeed a balanced view on the role of formal features

as suchshould take into consideration the fact also that the restrictions on form

imposed up on the composition of classical Chinese poetryare in fact just what

poets have to follow in the first instance, and can lead to the result that a better

word may have to be given up just f or the sake of adhering to such stringent rules.

®Bywa S (isBittlyspeakingh & RAFFSNBY (I FTNRY WNKeYAY3IQ & | dogs2 NXYIEE FSI
rhyme.
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Generally speaking, as features which exhibit the inherent characteristics of
Chinese (that it is monosyllabic and a tonal language), both meter and tonality can
be called the epitome of untranslatability, though in a way it can be said that
UT aU07l Oz wOIl OUPOOI EwbPOw" T ExUIl UwhAdw OEwPT POI w:
easier to translate classical Chinese poetry with rhyme (though often the translation
does not contain the same vowel sound and rhyming pattern as the original),
relevance of this formal feature can be considered in the light of the fact that the
POUEwWs EUT UOI OUzwbOw" T ExUl Uwl wbrhensewitd D1 DI E wl
four aspects, each of which embodies a formrmeaning relationship. In accounting
for the transference of the form-meaning relationship in an aspect of the poetic
argument | focus on how meaning is realized by the form, and how such a
relationship is carried over to the target poem to explain the nature of poetry
translation. Such explanation needs to bebased upon features which are actually part of
such a forrrmeaning relationshigeven if a formal feature like metrical pattern or
rhyming is seen to have been somewhat remolded or retained in a translation, the
argumentative perspective treats the possibility of remolding or retaining such
features as a matter of fortunate coincidence. In a word, by adopting the
argumentative perspective, | do not argue for the desirability of transferring formal
features just for the sake of it, in particular when such a thing is done at the expense
of accuracy in content. Sringent formal strictures, namely meter, tonality, and
rhyming , their translatability/unt ranslatability regardless, are not considered part
and parcel of the poetic argument when they do not contribute to the form -meaning
relationship s of poetic argument identified.

The theme of classical Chinese poetry

s31T1 01 ZOWEOOUT I Udlikeibaddiess lisséek t0 bementoted Sde-

by-UPDETl whbPUT wsT1 OUIl z8dw! U0wPOwWEOAWEEUI wsUT 1 Ol 7

s UUENI E,GhodGnis thakes8 ® x wpuNNA Awl GUEUT UwO0iT 1 wx Ol UPE

U O ws abdut TUWEA WO U a 7 yehréy 6F Poetky), whichus a rather

unconventional use of the word. Just as what kind of poetry should be assigned the

OEOI wsT 1 OUIl zwbPOWEOEUUPEEOwW" T POI Uoénwpregddall Ua wOE
when one comparesvarious anthologies or poetic studies it can be seernthat there is

also a lack of consensusbe it on the namingof poems of different themes or how to
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classifypoems into different themes. A rather extreme way of looking at the issue of
categorization may be to treat all poems as one kind, i.e.they are in one way or
EOQOOUT 1 UWwEEOQUUWUTT wi RxUI UUDOOWOI wi 11 OpOT UOWIT |
(1971b) as a cover term for classical Chinese poetry written over a long period of ten
centuries. That being said, there seems tobe a set of generaly -agreed-on names and
categories to describe the themes of poemslike poems about history (huaigu shj
X ), objects fongwu shi "Q ), natural scenery (shanshui tianyuan shi/l kit
), war (zhanzheng shi 'Q ), and departure (songbie shi n ) (Owen, 2006)
But for any particular poem there may not be any unanimity in naming when the
subject matter of the poem does not necessarily belong to one category exclusively
or what the poem is aboutexactly is open to different interpretations. For example,
while s | UO O U P i(Hiansai éhi U U &) zawbe a depiction of the scenesat the
frontier where wars occurred and not just of wars at the frontier (Zhang, 2014), one
might be tempted to nhame some such examples asgpoems of natural sceneryz,
Pl PET wPUwOOUWEOPEAUWEOI EUCAWEDUUDOT pUT EEOI 1
with the description of natural scenery as its focus (perhapsit is a cliché in the West
too that the nature is where one can escape from the miseries of life). What is
sPPOEI UOI UUwx Ol UUazwi OUw' DOUOOwm! YYI AWwExx1 E|
x Ol OUazOowUT 1T wOEWYipBdUOWY xIOU OBOD OBWOUEDPOU w
sx Ol OUwOIi wi DI OEVUWEOE Wl EUEIT OUz 6 w3plaihtgdety® U wE O U (
written from the perspective of a woman or an imperial concubine (guiyuan shi[
< ] gongyuan sh[/1 < ]) asdove poetryz w Bdd given the fact that plaint poetry
may be said to be about unrequited love. | can also discern that an anthology of
classical Chinesegrotic poetry zconsists of pieces whichmight as well be classified
as poetry of love/marriage/courtship when it seems that they by no means should
El wUI T E UEih theuprim&l §e0sb & theuword or by modern-day standards
(see Appendix | Note 25 on p.302-303 for two examples).

This rather lengthy account is given to demonstrate the point that the author
of a reseach study on poetry may need to give the name for a poetic theme a clear
definition . Such a need is demonstrated bystudies on poems of specific themes like
the plaint poems (e.g. Wang, 2005), festival poems (e.g. Liu, 2010), and frontier
poems (e.g. Miao,1974), to name a few.For these studies, to delineate the substance
of names for the poetic theme concernedis necessary because such names are labels
which have no inherent senses to them Therefore, obviously the kinds of poems
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VI.

incorporated will vary wi th how the name for a poetic theme is defined, which is
why studies of classical Chinese poetry often need to count on clear definitions of
certain poetic themes so as to put their discussion in focus. For my research study, |
propose that poems of any poetic theme can be the embodiment of the poetic
argument, and while the fact remains that defining the names of poetry in terms of
the substance of particular themes is often necessary, the poetic argument serves as
a common feature that incorporates examples of distinct poetic themes.

The three kinds of poems which | discuss, i.e. again, narrative poem,
argumentative poem, and lyric poem might each be taken to represent a poetic
genre as mentioned, but the three of them at the same time represent different
x Ol UPEwWOT 1T O1 Uwl YT OQwOT T wUIl OUT woOi wsUI 1 Ol ZwEUL
translation studies on particular themes, in this study the poems are chosen not
EIl EEUUI wUT 1T awi POWDOUOWEWET UUEDOWET i POPUD OO wt
etc., butrather the poems are given a takenfor-granted name with my
foregrounding the feature they possess which are characteristic of one of the aspects
of the structural dimension of the poetic argument. The gist is, again, that the
poems selected are all embodments of the poetic argument as has been defined in
Chapter 2.

Genre, form, theme , and the poetic argument

The foregoing discussion of the intricacies involved in the definition of terms like

sT1OUI zOws i OUOz7z OwE OE ws &ar HoWthesautérsdraifo Bex 1 | UOOa w
understood and their relevance for this research study. The discussion above

illustrate s that | do not take into account transference of the formal features tonality,

meter, and rhyme because they have no part to play in the form-meaning

relationship of the poetic argument, and explains how kinds of classical Chinese

poems of different genres and themes may fit into an analysis of poetry translation

from the argumentative perspective. While it is true that the multifariousness of

classical Chinese poetry is demonstrated bythe existence of various genres and

themes, the study at hand treats Chinese poemsassimilar in the sense that they

potentially can be exemplifications of the poetic argument, and so no poetic theme

or genre stands out as a particularly clear realization in that regard. The fact that

any poetry example can be a potential target for analysis so long as it is

| OEOEDPO]I OUwOi wgOws EUT UOI OU z mdans thpdripdsawb OwUT B UL
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1 OPOT ws PPEI YK IwWDOIUWZ &EIERuOO E BHodldEnapefdiwbel E x U1 Uwhiw
achieved without the need to confine the study to poems of any particular genre or
theme.

VII. Selecting the p oems for analysis

| now continue with the criterion for choosing the poems to analyze , and start with

acknowledging the view that sampling decision has to depend on the research

guestion (Flick, 2006), or in my case the research objective (stated in Chaptet; see p.

26). Such an association between sampling and the research question/objective

should apply to studies in social sciences and humanities alike, and any claim of

11 Ol UEOPAEUPOOWEUVUWEWUI Ul EUET wxUUxOUI wOEYDOUI

understanding is perhaps all the more true for classical Chinese poetry ¢ the fact

that there are again, numerous poems written over the long literary history of

China means that no study can claimtobe€ OOx UIT T 1 OUPYI zwbOwUT 1 wUl

exercising such selectivenessThe Complete Collection of Tang Pod@uantangshj

41 ) compiled in the Qing Dynasty, for example, consists of over 48,900 poems

written by more than 2200 poets (Sun, 2002, p.11)Given the fact that | attempt to

EOOUPETI UwUT 1T wOOUDPOOWOI ws EUT UOI OUzZ wEUWE wi 1 EUL

of different themes and genres, to decide what poems to select seems an athe-

more daunting task, and in the end any decision made may be susceptible to the

criticism of randomness. Yet undoubtedly, the selection of any poem in this

research study can be justified when its suitability for analysis is demonstrated by

the fact that the poem selected is an examplewhich clearly exhibits the argumentative

dimension under discussipm other words, any poetic text chosen speaks for itself

with regard to its relevance. | also propose that the result of achieving generality is

made possible by the fact that analysis of the selected poems can be extended to

other similar examples ¢ my rationale behind to achieve this purpose is somewhat

UPOPOEUWUOwW2U0z 0wpb9ruBbladOudblwllIYEI®ODOOWE!

Chinese and English poetry:
OPUwWPUwWOI ET UVUEUaAwUOwWT OQOWET T x1T UwbOwbdEl UwlOwbdod
specific than the general notion of poetic repetdian E O E O wE U w U brbadi ehBul@h wU D Ol ¢
to covera far larger variety of representative examplési wUT I Ul wUOP OQwOaUPEE Quw!
for comprehensive comparison (p.97; my emphasis).
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200wUl 1 OUwUOWET wbOx0apOl wOT EOwkT DPOT wUT T wbOUI
UT 1 Ol wOl ws Ul x1 UD U&® 0 a moyelsiafie Wa® Déniiskgdnerallyd 1 1
understood), at the same time the new understanding will be broad enough to

cover numerous other examples not actually let in for discussion. As far as my

approach is concerned, | try to demonstrate how the specific definitions of

sEUT UOI OUz wEUI wUl EOPAal EwbOwx Ol UUawl REOXxOI UOL
can be achieved based on the assumption that observations of the selected poems

should apply to a far greater number of examples: for every poem chosen based on

an aspect ofargument(sequential structure and repetition etc.), there should be

numerous other poems out there which can be analyzed in terms of the same aspect,

the analysis of which will assumingly give rise to more or less the same results as

those derived from the poem actually under consideration in this research study.

With regard to the issue of selecting the poems for analysis, | would like to
acknowledge the fact that it is possible to generalize from research findings of text-
based gudies like corpus analysis as | have mentioned in Chapter 1. Corpus studies
that involve massive Chinese literary texts do exist ¢ examples having to do with
research study on poetry are those on textual analyses of the stylistic patterns of
classical Chinese poems (Fang, Lo, & Chinn, 2009; Lee & Kong, 2012). However,
even if a large-scale digital corpus of classical Chinese poetry and their English
translations are readily available, it seems that the best kind of analysis enabled is
what Holmes (1985)rel 1 UUT EwWEUwUT | ws UEOUDPI PEEUDPOOWOI wl
Ul 1l wsl REEUWOUOET UwbOi wOEEUUUI OEl UWEOGEYxOUWUT T 1
certain textual features. Such convenience that corpus analysis has to offer in
counting numbers is good for t he analysis of stylistic issues which involves the
calculation of use of specific language units in the derivation of patterns of
linguistic choices (as demonstrated by, for example, Baker [2000] and Chen [2006]).
And as far as the textual features identified in this way are concerned, they tend to
confinetos UDUT wUT EQOOP wODPOT UPUUPEwWxUOxT UUDI Uwbx
Ol YI OUzOwbT POl WEOUxUUWEOEOGaUPUWOOOAaWEOOUDET |
Ul OEOUPEwWOOI Uz OwE OEWIOU 7 wis @ OEBDQIDEW gus JDOEE GBIl wC
Ul 1 wUOUUET wOI BRUZ wep#EUUNT UEPwWé w21 1 OEVUaOwl YY1 ¢
corpus analysis, | can justify why the associated approach isnot compatible with my
research purpose. As will become obvious, to explain poetry translation from the
argumentative perspective | do not depend on counting and comparing how many
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YI UEU¥OOUOUyxUI xOUPUDPOOUWI UEBwWUTT Ul wEUIT wbOwl
lack of it) I intend to derive does not require my relying o n a large sample of poems.

For now | can perhaps offer a brief explanation by referring to my account on an

aspect of poetic argument which | discuss in the next chapter: when | compare the

sequential structure in different translations of the same poem, it is expected that

the sequence of presentation is either followed strictly or not, and even though

there will be various degrees of adherence to the original in this regard, several

translations of the poem will suffice to show the possible differences for me to

explain desirability of transference of the poetic argument. Maybe | can also refer to

aspects of translation to which much research effort has been devoted for a

relatively long period of time. The translation of metaphors discussed in Chapter 6,

for instance, is a much-studied topic, “° and the translation approaches concerned

have been rather comprehensively theorized, which all the morepre-empts any need

to identify different approaches of translating metaphors based on numerous

examples when seweral translations are enough to give a general picture of the

approaches already mapped out in the literature. Also, as in the case of sequential

structure, | do notdeem it necessary (i.e. for the purpose of explaining poetry

translation in the light of t he argumentative perspective) to collect quantitative data,

like considering how many times exactly, say, the vehicle of a metaphor yueguang

(moonlight; s t AWPUWUUEOQUOEUI EwbPOUOwWs OOODOEI EOQUzOuws i
NUOUUOws O0000PT T Uz wi UEBwW2UET wEOQWUOET UUUEOEDOT 1
argumentation, i.e. repetition and imagery. Perceivably a repetitive pattern is either

transferred or not transferred, the demonstration of which is all that | need to

explain poetry translation from the argumentative perspective t much as the actual

way of transference has to be different amongst different translators, | need not

count on quantification of numerous distinct approaches for my analysis. For the

translation of imageries, as | demonstrate in Chapter 7, only a few examples are

needed for me to incorporate them under some pre-conceived general categories of

translation approaches, with which | exp lain desirability of the argumentative

perspective to achieve an objective understanding of poetry translation.

The issue about selecting just a few translation examples without
guantification of data for analysis brings me to the sampling methods in r esearch, of

*9 A search with&oogle Schol@vith the Chiese wordsshige(poetry; ), biyu (metaphor, ), andfanyi
(translation ) hasmore than threethousand matches.
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which | would like to address particularly theoreticasampling in social science
research, a method which deals with quantity and which has the rationale that
collection of samples should stop once it reaches a point where the data obtained is
saturated for the particular category to be analyzed (Glaser & Strauss, 1967). In
other words, collection stops where new samples start to exhibit a recurrent pattern
and that nothing new can be expected with continuation of the process. But in cases
as,UEaAaOQwOl UExT OUUwPIT 1 Ul wOTT wsEEUI T OUDPI Uzwl0T EU
predicted and approaches of translators may be seen to be under any of the three

I UOIT E Oz U wodafoi) big wiscdsted id gettion 1X, Chapter 6), a few
examples will be enough, as mentioned, to exhaust the translation approaches?® In
the end, therefore, how many more textseyond those few examples already selected
should be includefibr analysis wi ll simply turn out to be a rather arbitrary decision
when it is almost pointless to insist that, say, 20 translations should be collected to
guarantee any validity of research results. The same reasoning can apply to the
analyses of sequential structure, repetition, and imageries for which | have
proposed that | only need several kinds of translation approaches without referring
to a large quantity of examples.

All'in all, when the objective of this research study is taken into consideration,
the paradox remains that for achieving objectivity in describing the nature of
classical Chinese poetry, to analyze a large sample of texts from a corpus, to resort
to quantification of data based on numerous examples, or to insist on using a
unnecessary and run counter to the nature of this research study, or they might
even hinder the attainment of the purpose of achieving objectivity when the space
had better be devoted to the analysis from the argumentative perspective per seln
considering poetry translation examples in the light of the poetic argument as
sequential structure, repetitive form, metaphor and imagery , the technicality of
statistics is not the condition to propel rel evant analyses. Simply put, this research
study is qualitative, not quantitative in nature, and so numerical data is at best an
additional piece of information upon which the validity of the argument of this
research study need not and should not count.

*The translation of metaphois discussed in greater detail in Chapter 6
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As far as the Chinese poetry translation examples selected are concerned, |
have made it a strategic decision to avoid lengthy poems in my discussion, like the
sao(Lament; ) and fu (rhyme prose; ) genres. Should they be chosen for analysis,
that will defeat the purpose of trying to explain the nature of translation in the light
of the argumentative perspective when much space has to be devoted to explaining
the content of the poetic texts themselves by referring to the structures and use of
function words etc. in classical Chinese before the actual analyses of the translations
can take place.

VIIl.  The method of analysis and sources of poetry translations

Text analysis, more particularly a comparison between source texts and their
translations (Williams & Chesterman, 2002) is adopted to discuss different
translation approaches from the argumentative perspective. The poetry examplesin
this study are generallypresented in this sequence: (1) Chineseoriginal, (2) word -
for-word crib (see p. 4 on how the poems are marked word -for-word) along with
the pinyin1 OOEOPAEUDOOWOI wlT 1, and (@) Edykstranhslatd®d Fod 1 wlU D U O
the purpose of comparison, | have selectedat least two translations for a source
poem; at the same time, some of the poems selected are for illustrating the
substance of the poetic argument or just a translation issue in the light of the
argumentative perspective where no comparison of different a pproaches is
intended, and where such is the case only one version of translation is selected and
discussed.

Such abrief account of the research methodology is a reflection of the fact
that it is the analyses of the poems and their translations that deseve the real
attention ¢ the meticulousness of the research method will become clear, not by a
elaborate section on methodology, but detailed analyses of the poems and their
translations in the subsequent chapters.The analyses themselves justify the
relevance of the examples choseras exemplars of the poetic argument as well as the
brevity in my account of research methodology .

The poems and their translations are taken from both Chinese and English
sources. One of the most resourceful kinds of sourcesfrom which English
translations of classical Chinese poetry can be taken is anthologies, e.g. Jiang and
Bynner (1964), Minford and Lau (2000), and Zhuo and Liu (2010). But since
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anthologies as such often consist of justonetranslation per poem, obviously for
purpose of comparison translations of the same poem need to be taken from
different kinds of sources, including but not limited to book -length studies of
classicalChinese poetry with English translations, such as Cai (2007), Sanders (2006),
and Yip (1993), similar studies published as journal articles like Balcom (2001), or
online resources like University of Virginia Electronic Text Center (n.d.). In
selecting the poems | have also resorted to the simpler way of consulting
anthologies or criticisms wh ich incorporate several translations of the same poem,
e.g. LU (2002), Wu (2015), and.ii and Xu (1988). Some poems chosen for
comparison are also pinned down with the use of reference tools which provide an
index to the different sources of translations for the same poem(Fung & Lai, 1984;
Wang, 2000; Zhang, Zeng, & Zhou, 2009).

| would like to point out also that the year of the source in which the poetry
translation of a translator appears should not always be taken to be the year in
which the poem was translated. While referring to the exact dates when the
translations were done is not operative as far as the purpose of my study is
concerned, | have included in the chronological table the dates of birth and death of
the relatively widely -discussed translators should the reader see the need to refer to
them (see Appendix Il on p. 318-322).

Summary of chapter
(OwUIl PUWET ExUl UOw( wi EYI WEPUEUUUI EwUIT 1T wOl
a view to exploring how they are used and what their releva nce are with regard to
my research study. Then | continued by explaining the rationale behind exercising
selectivity in choosing the poems, why | consider selecting a modest number of
poems is enough, and why it is neither necessary nor desirable to adopt
guantification for analysis. | have also indicated my purposeful avoidance of

selecting lengthy poems. This has been followed by a brief account of my research
method, and the sources from which | have chosen the poems and their translations.

In the follo wing chapter, | begin to address the poetic argument as sequential
structure in classical Chinese poetry, which is the first aspect of the structural
dimension of the poetic argument. | also discuss the relevant translation issues
which arise from the argu mentative perspective.
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CHAPTER 4

First Aspect of the Poetic Argument : Sequential Structure

Introduction

The first aspect of poetic argument in this thesis concerns sequential structure in
classical Chinese poetry. Sequential structure is chiefly consideed under the
following topics: the way it works as syntagmatic structure, its realization in
narrative poems, desirability of its transference as a form-meaning relationship, the
paraphrase is taken into account, and finally a discussion of sequential structure in
argumentative poems which hopefully further substantiates the idea that sequential
structure is a poetic feature which should be preserved when it can be preserved.
What | discuss also is thatsequential structure is one of the four aspects on which
an objective description of poetry translation is based, and has a part to play in
constructing a simple and accommodating translation theory.

(OQw6i DOEIT UT I U wkcCobnuaof theninéteaopdiffréihk ténslations
O i Dees Park Hermitagg(p. 10; English translation of the title by Witter Bynner , the
Chinese title is Lu Chai ), a poem by the Tangpoet Wang Wei (701-761),there is
I YEOUEUPOOwWOOwWUT I wOUEOUOEUDOOUZ wx Ol UDEwi OEY
interpretation, all aspects very much within expectation in a conventional
discussion of poetry translation. Amongst the discussions is a brief comment about
the sequential order, which is ghe couplets are reversedfor no reasop wpx 8 A Owda w
emphasis), on one of the translations that the authors seem most critical of. The
example cited has the secondcouplet at the end of the source poem reverted with
the first couplet. The original poem and the translation referred to are as follows,

A N N o~ s PN .

PPUT wbl PET w( wEOUOwWxUI Ul OUw+PUZUWUUEQOUOEUDOO!
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Lu Chai

1. empty mountain  not see person

2. but hear human voice sound (v.)

3. back light* enter deep woods

4. again shine green moss upon

* 0Back |l ighté means the reflected | ight

Translation 1:

Deer Forest Hermitage Yinnan Chang and Lewis C. Walmsley
1. Through the deep wood, the slanting sunlight

2. Casts motley patterns on the jgdeen mosses. (original lines 3 and 4)
3. No glimpse of man in this lonely mountain,

4. Yet faint voice drift on the air. (original lines 1 and 2)
(Weinberger & Paz, 1987, p. 17)

Translation 2:

Untitled James Liu

1. On the empty mountains no one can be seen,
2. But human voices are heard to resound.
3. The reflected sunlight pierces the deep forest
4. And falls again upon the mossy ground.

(ibid, p. 20)

Perhaps one should refrain from reading too much into a simple criticism

about the reversal of couplets, but it remains valid to ask why the change in order of
the poetic lines in a translation is considered so unjustified. To answer this question

| refer to the argumentative perspective, that the translator should assumingly
preserve as far as possible the poetic argument. As Translation 2 above
demonstrates, the sequential structure of the original, an aspect of the structural
dimension of poetic argument, is accepted by target language conventions. But
instead of illustrating only with a translation example, | refer to the following quote
on the non-use of connectives in English translations of dassical Chinese poetry as a
footnote to the idea that the sequential structure should perceivably be adhered to:
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Most present-day translators would reject the use of such connectives, preferring to
let the lines to stand in the same pusi of isolatiorthey so often possess in the

original6 UT 1 a WEEOWET OOUI wUl PUWEOUUUI wbbUT wi Ul EUI U

acclimated to this choppy qualityand accept it as characteristt of most Chinese
poetry. (Watson, 1978, p. 27; my emphasis)

37T 1 wi EECwUT EV0wWUT T wsET Oxxawg@UEOPUazwbhUWEEET x|

of long-term exposure should imply that classical Chinese poems should defy
reorganization in translation. The following poem by the Tangpoet Li Bai, a lyric
poem, can be used as further illustration:
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Fang Dari Tianshan Yinzhe Bu Yu

1. dog Dbark water sound(n.)  amidst

2. peach flower with dew condensed
3. trees deep sometimes see deer

4. ravine noon not hear bell

5. wild  bamboo divide blue haze

6. flying cascade hang emerald peak

7. N0 person know sugpro.)*  go

8.sad lean two three pines

*0 Su o 06 i rsincassipal Ghmeseireferring to the recluse, the whole line meaning no
one knows the whereabouts of the recluse.

Translation 1:
A Fruitless Visit to the Priest of the Tai Tien Hills W.J.B. Fletcher

1.1 hear the barking @dundt he dogs amidst
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. The recent rain has washed each stain &lbthe peach bloom round.

. At times amid the thickest copse a timid deer is seen.

. And to the breeze in sparkling seas the bamboos roll in gregmal line 5)

. From yonder verdant peak depends thetsbegaterfall(original line 6)

.Atnoondés full p r i mefromn artoeradrmall.(wiginaltinee of b
. Whither the wandering priest has gone no one here can tell.

.Against a pine | sad recline, and |l et m

O~NOUT A, WN

(Lt and Xu, 1988,p. 129)

This translation example is also an obvious case of rearrangement on the part
of the translator. It may be due to the fact that he took into account what should
Exxl EUWMEwWOOUI ws OOT PEEOwi O Othefaatliratthe belldd | O U wd O wl
the Taoist sanctuary was not struck at the time expected is indication that the
recluse was away, and therefore the translator considered the line of that
description (line 4) should be moved later so that it could be followed immediately
by the couplet on the description of the disappointment of the poet realizing that
the recluse was nowhere to be found. But certainly the change is not necessary
when the translator could have just let the jumpiness of ideas speak for itself as
shown by the other translation below:

Translation 2:
On Going to Visit a Taoist Recluse on Mount 7i@én, but Failing to Meet Him
S. Obata

. A dog barks afar where the waters croon.

. The peach flowers are dedgjpged, wet with rain,

. The wood is so thick that one espies a deenast

. But cannot hear the noon bell in this lonely glen.

. The wild bamboos sway in the blue mist,

. And on the green mountainside flying cascades glisten.
. What way had he gone? There is none to tell;

. Sadly | lean against a pine tree here and there.

oO~NO O WNE

(ibid , p. 130)

The sequence of the original presentation is followed in this translation, in
addition to the fact that it should be easy to discern that a Western readership
would accept the jumpiness and follow the development even without the
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EOONUOCEUDPOOOs EOBMEABOWPDUT wUOOI wUI xT UEUDOT woi
4.
The sequential structure as syntagmatic structure

The foregoing introductory section puts forward the preliminary idea about the
possibility of adhering to the sequential structure of the source poem By bearing in
mind such an idea that the sequential structure is a feature shared between Chinese
and English, one can avoid rearranging the order of the source poem randomly at
001 z UwE b wighld seif OrQiidisupleliminary understa nding that sequential
structure can and ought to be transferred, and continue with referring also to other
genres of poetry with the intent to achieve my research objective. But before that, |
will elaborate more specifically on what sequential structure is taken to mean in this
study.

Sequential structure can be understood with reference to the analysis of
Culler (1975), that a language unit may be combined with other units in a sequen ce
in order to constitute Ews Ua OUET OEUPEz wUI O Edidstubwemt 6 hul A8 wu
language units becomes the more selfl R x OEOEUOUa ws ERPU WO wEOOE B
1987, p.71) As the more self-suggestive name proposed by Jakobson indicates, the
syntagmatic relations in verbal messages concern thecombinatiorof signs (e.qg.
words) as a sequence. The&J OPUUOwUT | ws UaOUET OUz wi OUOWE OwoUL
UaOUET OEUPEWUUUUEUUUI Gentettglang tBus temupdradOul zOwuE T 1 DO
(Chandler, 2014, para. 6; my emphasis). A sequence can also be understood in terms
of syllogi stic progression, one of the four kinds of poetic forms* identified by Burke
(1964, p.2)In another discussion, syllogistic progression proposed by Burke is
El xDPEUI EWEUwWUT | wOPOBELA T wd &3 lbCEwrd | BuEd Buds] | EQOEG PYU
(Henderson, 2001, p 137). In his explanation of the difference between the Chinese
and Western mode of thinking as reflected in poetry, Yip (1993) suggests that the
OEUUI Uws Ul OEVUwWUOPEUEUWUT T wlOUT wOi wEOEOAUPEEO
progression coupled with the li near and temporal perspective, resulting in a sort of
determinate, get-UT 1 Ul wOUDI OUEUDOOZ wopx 6 wAl KB

>l AsindicatedinChapter Z L GNBI i WT ZalXYRY | YRS i az8 3Byddn iz @dizdy WseNS Q 0
them interchangeably from time to time.

52

.dzN] SQa RAaOdzaairzy 27T Weded pjokt, bat inWdietissdeNISpodti@strityire caR iR S NI/

considered an example of howVdestern perspetive might apply to the analys of classical Chinese poetry.
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While syllogistic progression is understood to be a typical feature of
argument, in this study it is proposed that for poems considered to embody an
argument they need not exhibit the progression evident in an argument proper
where a premise leads to a conclusion.Nor is it necessary for a linear structure to
present, as suggested by Chandler cited above, aemporalsequence. The lyric poems
by Wang Wei and Li Bai referred to at the beginning of this chapter, for example,
are perhaps not very obviously a linear, temporal progression, 32 but just a
composite of end-stopped lines in classical Chinese poetry put together in a
particular order. And yet, | propose th at so long as there is a combination of
OEOT UETT wUOPUUWPOWEwWXxEUUPEUOEUWOUET UOwUT 1T U
sUI gUI OEl zOwPkPT POT wUOOI wx Ol UUawl REOXxOI UWEUIT w
of being also temporal and syllogistic, and it is poe ms as such | put particular
emphasis on in discussing sequential structure as poetic argument.

[ll.  Sequential structure in narrative poems and their translations

| beganthis chapter with an example of two short Chinese lyric poems and how

they are seen to ddy reorganization in translation. A clearer and more typical

exemplar of the sequential structure, perhaps, isthe narrative poem. Gu (2006)

OOUI UwUT EQws POWUUEEDUDPOOEOW" T BOI Ul wODUI UEUUI
position and that fictionisonl a wDUUwl EOEOEDPET Oz wpx 8 NAASw" T PO
can therefore be seen as a combination of two genres which have had a large

discrepancy in their popularity in Chinese literary history.

IO01 Ul UUDPOT OaOwsUUOUazOwlT T wlUaedbaOwoi ws O
EOOUPEI Ul EwUOOWEEUUawWUT | wUEOI wOl EOPOT OQwbkbi PET 1
all the more as a typical exemplar of the poetic argument of sequential structure ¢
Barthesand# UPUD U wphNAK Awx Ul Ul OUwUT 1T wOp@apbP OUEUWEU

- A s o~ s

%3 Can it be said definitively, for example, that the sunlight described in line 3 pierced through the woods and

shone on the mosafter the senses of sight and sound perception described @slihand 2 were realized? Could it

0S GKIFIG GKS G¢2 wS@PSyldiaQ RAR y20 KFLWISYy 2yS FFGSNI I y2l
understanding of sequential structure will be able to cover examples as such.

* Therein factexists a consciousditi A Yy OG A2y Ay 06SG6SSy Wyl NN}GADBSQ FyR wal
classical Chinese poetrg.¢.Wy I NNI { Ax@shi shij2(§ (ENE@A & W& [guistignid W2 $id NEe Q

[2009) (see Appendix | Not8@6on p.304F 2 NJ Iy SELX Iyl A2y 2F K2g Wyl NNI G§ABSQ
differentiated in the literature) Inthisstudy. G NB I & Wadi2NEQ Iy R Whahgddble ash SQ G2 0o

92



poems, in any case, are clearer exhibits of a progression of events in a linear order,

EOEwUI gUl OUPEOWUUUUEUUUI whUWEEUUEOOGa whE]I OUDI
expressmmOw" I DOI Ul wx Ol UUazwcpSo" LU+DOOLU| YY’r wao‘r

] UUI OUPEOQWUOWOEUUEUDYI Z wopx 6 whuA A8

The first poem that | will analyze belongs to the yuefugenre composed in the

Northern Dynasty (386-581), which depicts the story of a Chinese legendary

character Hua Mulan (0 K€ ), a woman warrior portrayed numerous times in the

popular media. B T 1 wx O1 OwbUwi 6OO0OPT EwEa wi OUUw$ 1 OPUIT
(wUTOUOEwiBx@&@@@é@mwﬁmmmﬂ@oiEwEOEwOEUOiE

A N N o~ s PPN

UUEOUOE UP @ Qui vl O wiil Ful® @l UPEwODPOT Uwdl wlUT T wlOU
UT EQwUT T awEOUUIT Ux OBHE w®OUWE 1T WD @WEDTw Oul @0 U EulUw C
OUOEIT UUOuwI OP1 YI UOwWPOUUT EEwWOl wEl POT wx UODWEUOwUI
i OUwWOOUUWOUT T UwxOl UUawl BREOxOT Uwdil wUT pUwWUT UI |
I OEwOl wiOi 1 woOPO!l Uwi GUOEREWBI0E wdOU L@UOBE D OUE Wb BY
UUEOUOEUI E w8 b4 bud< Qi EQuEQEIF i1 UT | OUT wOT 1 PUWUUEOGUO
POUOWE wOl E0wOPUUwPbW! wOUOET UPOT wOOwWUT T wol | U

3T 1T Ul wEUTI wEEEPUDPOOUwWPT PET WEOWOOUWI RPUU WD (
EEEDPUDOOUWHEWBHUEDBEHEDHOT O iauwla |1 utEnite#ED | POUWOUDE
EiODTTOwOTTwOUDﬁ@@@@&&ﬁ@&@i@@W@@@@biYiUOwDTi
U1l wOUEOQUOEE@BPDOwWPOWOEUO®OOEDPOT wOOwWUT T wUEOT wot
UOUUET wx Ol OOwPUWEOI UwdOUwdI B AN A badiatuuwd 1 O@ W W
Ul OET UPOT wbOwUl UOUwWOI wxUOxOUDPDUDOOEOWEOOUIT OU
EEEDPUDPOOUG uOWiwk ® &iOwOd iO@evd il & iQOuwdi EODOT ws bPT 1T «
UT 1T wOUOOxUwUT UUUOT EwUT T awkPl UTl wUUOOOOT EwOOWUI
P3 UEOUOEUD OO Wt AgubdAudrui U1 Quu B Guwd®E] WwEUuwu" Ex DUE C
PEUU®WRIUOWUOWOEOOA WiwdW Ul wUBBOEWDI E RiUIDEIIOT W wx UT |
* D @up I(WETEW 1 WOEUOQIWBWwaEHaOBEPUEKk UOWUT E0wDbOwUT §

AN~

EEE DU DO OWuEE DU OEUOUOWEU O wWUT T Ul wwedl UwEL

AYLX ASR A ynarfai&NBjQi22diaySi aW!F ad2NBX || aASNASaE aresSti@Syida Ay i
1988, p. 1).
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EQabPEaAawEI EEUUI wOT 1 wEEEPUDPOOWPUwWOOU wlAEDW OE U1
EOCOOHRBQx Ol UwOi wEEEPUDPOOWEUI wEOUOwWUI EOPA&IT EwWE L
Ol EOPOT wOi wlUT UEBY B ud GEICBED@O® udil 8 @A Uwd | ws
OT 1 wi®QauO b1 Qauip wTITERADU wO ®D®@iiul il U UET wx O Qwi EUu
I BRxEOQETI EwOOws. OwUODPOUOOT wOEUET OwbOUwpkPT 1 Owup O
OEUUT EOOI EWEEUUOT OwOUWOOWUUEET OWUEPEZ wpUT T w!
UUEQOAEAB w2 UET wE wUUE O 0O HHEIR O@Duw-d! UL UBNOEORUME W1 1EU
OPOl WPUWEEOUUwWPT E0w, UOEQWEOQEWI I UWEOOUEET Uwl |
OO00T wx1 UPOE WOl wUPOI OWEOEwWUOWEUT UEEOCaA wWUT 1 wOUI
Ul OET UPOT wi OUwODOI wk Ad

,OwUT T w@uilil U wil @E0 WoadUDT POEOQwx O Qwbl DEI
TEYIl wxEUUUWOT wUT 1 OwEl Ol Ul EwPOWEWUUEOUOEUDOO!
E1 Ol Ul EwODPOI pqUAWDUYEUI wbOwxEUI OQUT 1T Ul Udw( OQwUI
Ol w, EUVUDPOZz UwUUE 6 UouEAmpai Qliwag 3 uuEEOGIEOUE Ul Bud@i duekXl 1T wO U

« Ow wzZWEUI wOUEOUOEUI EwEUws 3T T wUUOwUT pOIT U
xPl UET UwUOT UOUT T wEQEwWUOT UOUTT zOwkPT PET wbUwbOOU wi
EiEEUUIwUOéiwDOiOUOEUBOGE@@wObbmmbU®$ﬂmb6mOi

NN A A 2N AN S ~ - PN

EQabkasbd

(OWEEEDPUDPOOOWUT T Ul wEUI wli REOx Ol UwOi wEwUDOI
POUOwWUI YT UEOwWODPOI Uwb O udld G Bl pCEQULEBRddDI A E B ul
and lines 27-28 are split up into eight lines and rearranged, and in the translation

two lines are marked 23, and the same applies to 24, 27, and 28.

A N N A~ oA

EEOYI OWEUUWDPDOWEOSA WEEUT wOawxUUxOUI OwEawbOEUOD (
1 DYl WEOWPE]I EwoOIl wi OPWEOOUI OawUiT 1 wuil gul OEI woli

i O0OO0O6PI EwWEaAwWUT | wOUEBOUOEUDODOUSG

N\ o~ o oA N N o~ s s N A

3T 0QUWBT POWUUWUUEOUDEO®IGW HODWBED&EWUEDOUOEUD
EUIl wxUIl Ul OUpEwBYHEDQOBPBWET | OwlOil I OwbOwWET UPT 1 (

i€ ® .
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3. N i Y
4. S al
5. SJ "H= Y
6. SJI'H |
7. SX "H=Y
8. SX "H |
9. £606. «
10. Ka € ' |
11.. « *JAY
12. AAx |
13. €EZY
14. 1€ ]
15. ¢ | Y
16. €]
17. @l Y
18. n | i
10. 7 | Y
20. X| i
2. v AKY
22. A |
23. 1 A S
24. T A R
25. \ Ak Y
26. n |
27. NN A S
28. T N

29. ~ Y
300 N M)
3L7 8 oY
32 T WL
33 Mmooy
Mulan C/

1

2. Mu Lan
3. not hear
4. only hear

ji ji (onoma.)

Anonymous

34.

35.
36.

37.

38.
39.
40.

41

42,

43,
44,
45,
46.

47.

48
49,
50.

51

52.
53.

54.

55.
56.
57 °
58.

59.
60.

61.

62

ji

door
shuttle
sigh

nhrx 1 |

Ji
weave
sound



10.
11.
12.
13.
14.
15.
16.

17.
18.
19.
20.
21.
22.
23.

24.

25.
26.
27.

28.

29.
30.
31.
32.
33.
34.

think ( me a nhah g

remember
think (meaning

remember
notice
troops
strolls(quan.)
name

son

brother
horse

fight

horse
pad

rein

whip
qu(v.)***
side
call daughter

flow water

qu
top

call daughter

Mountain**** Hu (the Mongolians)

military-actions |

flying
c h+atden 6 &
armor
die
return

ask girl what suqpro.)
youodre thinkingo)

ask girl what suqpro.)
girl( 6 1 6 actually nothing sudgpro.)
gmothing 6 m t hi nki ngo)

girl actually nothing sudgpro.)
last night [aw army
TheKhart 7 largescale  levied

army books(n.)** twelve T

everytroll 7 has fathed s
a(pre.) father no grown

Mu Lan no elde

willing fori father buy saddle

from nowon for father

east market buy fine

west market buy saddle
south market buy snaffle
north market buy long
morning bidfarewell father mother
evening rest Yellow River

not hear father mother
sound (n.)

but hear Yellow River
sounds (n.) jian jilan(onoma.)

morning bidfarewell father mother
evening rest Black Mountain
not hear father mother
sound (n.)

but hear Yan

rides (n.) sounds (n.) jiu jiu (onoma.)
tenthousandli (u. of measure.) gofor

passes (n.) mountains cross (v.) like
northern  air transmit wat
chilly moonlight shineupon  metal
generals 1 (after) hundred wars
warriors T (after) ten  years
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35. return | tosee SonofHeaveri

36. SonofHeaven T seateet Light Hall (the
ceremonial hall)

37. record (v.) achievementswelve T timeg*rr**

38. reward (v.) T hundred thousand more (O6mor e
than tens of thousands of rewar dsad)

39. TheKhan T ask suqpro.) want (meaning
oehthing that you want 6)

40. Mu Lan not assume Shangshpost******
| |

41. willing borrow veryfasthorse 1 thousand
li (u. of measure.) feetr**rx**

42. send son (me) back home |

43. father mother hear daughter return

44. goto outercity mutually hold jlang(aux.)

45. a (pref.) eldersister  hear youngesister return

46. face (v.) door puton heavymakeup i

47. youngebrother T hear sister return

48. sharpen knife huo huo(onoma.) towards pig sheep

49. open my easside room door

50. siton my wesside room bed

51. takeoff my war times garb

52. puton my old times garment

53. face (v.) window comb hair T

54. face (v.) mirror stick decoration (on my face) 1

55. goout-of door see comradem-arms i

56. comrades;-arms i all startled T

57. together  fight twelvei years

58. not know Mu Lan is girl |

59. male hare legs restless T

60. female hare eyes narrow T

61. two rabbits adherdo ground run

62. how can differentiate | IS male female

* 6The Khand is the form of address ancient

leader/emperor.
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** O0Army booksd refers to the documents with

*** 6Qud is a verb following a main verb to
E. g. {[6m)ampandto thkaway

**** dYan Mountaind and 6Bl ack Mountaind (in
According to documentary evidence the proxim
North East of the Capi t a httheBeijifg€ity]Lin,2@5 and 0BI
p.338]) is consistent with the description that Mulan could from the Black Mountain hear

sounds of thélu rides.

*****The line means the official rank was promoted twelve times, twelve not being the actual
number. The numben lines 29, 33, 34, 38, and 57 should not be taken to be the actual
number as well.

ek Shangshu is an official post in ancient China responsible for administrative matters.

*x kx xx* What Mul an wants to borrba day@. 6qui c
Translation 1:

Hua Mulan Arthur Waley

Click, click, forever click, click; (1)
Mulan sits at the door and weaves. (2)

Listen, and you will not hear the shutt] e
But only a girlds sobs and sighs. (4)

60h, tell me, Dbfgainiove,@r e you thinking

Oh, tell me, | ady, are you longing for yc
60h no, oh no, I am not |l onging for my de
But last night | read the battlell; (9)

The Khan has ordered a great levy of men. (10)

The battlgoll was written in twelve bks, (11)

And in each book stood my fathero6s name.
My fatherdéds sons are not grown men, (13)

And of all of my brothers, none is older than me. (14)
Oh let me to the market to buy saddle and horse, (15)
And ride with the sod.dG(er¥r&s) to take my f at

I n the eastern mar kefl7)sheds bought a gall
I n the western mar ket sheds bought saddl e
I n the southern market sheds bought snaff
Il n the northern market sheds bought a t al
Inthe morningshestoe from her fatherds and mot her ¢
At night she was camping by the Yell ow RI

She could not hear her father and mother calling to her by name, (23)
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But only the voice of the Yellow River as its waters swirled through the night.(24)

At dawn they left the River and went on their way;(25)

At dusk they came to the Black Waterds si
She could not hear her father and mother calling to her by her name, (27)

She could only hear the muffled voices of foreign horsemen riding on sref Nién.

(28)

A thousand leagues she tramped on the errands qP&hpr.

Frontiers and hills she crossed like a bird in fliatx)

Through the northern air echoed the watct
The wintry light gleamed on coats of mail.(32)

The captain hadlught a hundred fights, and died;(33)

The warriors in ten years had won their rest.(34)

Theywent home, they saw the Emperoros face
The Son of Heaven was seated in the Hall of Light. (36)

The deeds of the brave were recorded in twelve books; (37)

In prizes he gave a hundred thousand cash. (38)

Thus spoke the Khan and asked her what she would take.(39)

60h, Mul an asks not to be made

A counsell or at the Khandés court; (40)

| only beg for a camel* that can march

A thousand leagues a day, (41)

Totakemédback to my home. o (42)

When her father and mother heard that she had come, (43)
They went out to the wall and led her back to the house. (44)
When her little sister heard that she had come, (45)

She went to the door and rouged herself afresh.(46)

When he little brother heard that his sister had come, (47)
He sharpened his knife and darted like a flash

Towards the pigs and sheep. (48)

She opened the gate that leads to the eastern tower, (49)
She sat on her bed that stood in the western tower.(50)
Shecasitsi de her heavy soldierds cl oak, (51)
And wore again her otdne dress. (52)

She stood at the window and bound her cloudy hair; (53)
She went to the mirror and fastened her yellow combs. (54)
She left the house and met her messmates in the road; (55)
Her messmates were startled out of their wits. (56)

They had marched with her for twelve years of war (57)

And never know that Mulan was girl. (58)

For the male hare sits with its legs tucked in, (59)
And the female hare is known for her bleary eye; (60)
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But set them both scampering side by side, (61)
And who so wise could tell you 6This is

* 0 Mi nY t dhasthee( taken to mean a camel or a fine horse.

(LU & Xu, 1988, p.114 116)

Translation 2:

Ode to Mulan Hans, H. Frankel

Tsiek tsiek and again tsiek tsiek, (1)
Mudan weaves, facing the door. (2)

You don't hear the shuttle's sound, (3)
Youonly hear Daughter's sighs. (4)

They ask Daughter who's in her heart, (5)
They ask Daughter who's on her mind. (6)
"No one is on Daughter's heart, (7)

No one is on Daughter's mind. (8)

Last night | saw the draft posters, (9)

The Khan is calling many trogp(10)

The army list is in twelve scrolls, (11)

On every scroll there's Father's name. (12)
Father has no growrp son, (13)

Mu4an has no elder brother. (14)

| want to buy a saddle and horse, (15)
And serve in the army in Father's place.” (16)

In the East Market she buys a spirited horse, (17)

In the West Market she buys a saddle, (18)

In the South Market she buys a bridle, (19)

In the North Market she buys a long whip. (20)

At dawn she takes leave of Father and Mother, (21)

In the evening camps on tellow River's bank. (22)

She doesn't hear the sound of Father and Mother calling, (23)

She only hears the Yellow River's flowing water cry tsien tsien. (24)

At dawn she takes leave of the Yellow River, (25)

In the evening she arrives at Black Mounta) (

She doesn't hear the sound of Father and Mother calling, (27)
She only hears Mount Yen's nomad horses cry tsiu tsiu. (28)

She goes ten thousand miles on the business of war, (29)
She crosses and passes mountains like flying. (30)
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Northern gusts carthe rattle of army pots, (31)
Chilly light shines on iron armor. (32)

Generals die in a hundred battles, (33)

Stout soldiers return after ten years. (34)

On her return she sees the Son of Heaven, (35)
The Son of Heaven sits in the Splendid Hall. (36)
He gves out promotions in twelve ranks (37)

And prizes of a hundred thousand and more. (38)
The Khan asks her what she desires. (39)
"Mudan has no use for a minister's post. (40)

| wish to ride a swift mount (41)

To take me back to my home." (42)

When Fatheand Mother hear Daughter is coming (43)

They go outside the wall to meet her, leaning on each other. (44)
When Elder Sister hears Younger Sister is coming (45)

She fixes her rouge, facing the door. (46)

When Little Brother hears Elder Sister is comingy (47

He whets the knife, quick quick, for pig and sheep. (48)

"l open the door to my east chamber, (49)

| sit on my couch in the west room, (50)

| take off my wartime gown (51)

And put on my oldime clothes." (52)

Facing the window she fixes her cloudlike k&3)

Hanging up a mirror she dabs on yellow flower powder. (54)
She goes out the door and sees her comrades. (55)

Her comrades are all amazed and perplexed. (56)
Traveling together for twelve years (57)

They didn't know Mdan was a girl. (58)

"The kehare's feet go hop and skip, (59)

The shénare's eyes are muddled and fuddled. (60)

Two hares running side by side close to the ground, (61)
How can they tell if | am he or she?" (62)

(Frankel, 1976, p.68-72)

(OWEEQWET wUI 1T OwUT E VBB E W% & E QoG 2MEm30E EI® OO
YI UUPOOUWEU] wUOaxPEEOQwI REOx Ol UwOi wi EET wODPOI wl
6DUT wOOOawdO! wi REI xUPOOwp6EOI azUWwUUEOQOUOEUDO
EwGhOP Ol wUIg@E T ABEdTuw 001 wdEWIUEwAWDUWENSWED Wi 61 6 u
KWwbOwse EOIT a zi w0 EwEH A gU1 OUPEOwWUUUUEUCU
311 PUWOUEOUOEUDPOOUWEEQWET WEOOXxEUI EwbpBDUT w! UE

NN o~ s PN ..

P3 UEOQOUOEUDPOOWKAwWYI UUDPOOUWET OObo
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NN o~ P SN .

SUEQUOBUD OO Wt

Muh+an CharlesBudd

Muh-Lan's swift fingers flying to and fro (1, 2)
Crossed warp with woof in deft and even row,

As by the side of spiavinegl and loom

She sat at work without the women's room.

But tho' her hand the shuttle swiftly plies

The whir cannot be hedfor MuhlLan's sighs; (3, 4)
When neighbours asked what ills such mood had wrought, (5)
And why she worked in absorbing thought; (6)

She answered not, (7 ,8) for in her ears did ring

The summons of last evening from the King, (9)
Calling to arms morearriors for the west, (10)

(11 missing)

The name of Mutan's father heading all the rest. (12)
But he was il no son to take his place, (13)

(14 and 15 missing)

Excuses meant suspicion and disgrace;

Her father's honour must not be in doubt

Nor frend, nor foe, his stainless name shall flout

She would herself his duty undertake (16)

And fight the Northern foe for honour's sake.

Her purpose fixed, the plan was soon evolved,

But none should know it, this she was resolved;
Alone, unknown, shelavilie danger face,

Relying on the prowess of her race

A charger here, a saddle there, she bought, (17, 18)
And next a bridle and a whip she sought; (19, 20)
With these equipped she donned the soldier's gear,
Arming herself with bow and glitteeing spe

And then before the sun began his journey steep (21)
She kissed her parents in their troubled sleep,
Caressing them with fingers soft and light,

She quietly passed from their unconscious sight; (21)
And mounting horse she with her comrades rode

Into the night to meet what fate forbode;

And as her secret not a comrade knew,

Her fears soon vanished as the morning dew.

That day they galloped westward fast and far,

Nor paused until they saw the evening star;

Then by the Yellow River's rushing éloo
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They stopped to rest and cool their fevered blood. (22)
The turbid stream swept on with swirl and foam
Dispelling Mdlan's dreams of friends and home;
Muh-<Lan! MuhLan! she heard her mother éy23)
The waters roared and thundered in reply! (24)
Muh-{an! MuhLan! she heard her father sii23)
The river surged in angry billows by! (24)

(25 missing)

The second night they reach the River Black, (26)
And on the range which feeds it, bivouac;
Muh-Lan! MuhLan! she hears her father péaf27)
While on the ridge the Tartars' horses neigh; (28)
Muh-Lan! MuhLan! her mother's lips let fall! (27)
The Tartars' camp sends forth a bugle call! (28)
The morning dawns on men in armed array
Aware that death may meet them on that day;

(29-30 missing)

The Winter sun sends forth a pallid light

Through frosty air on knights in armour bright; (31, 32)
While bows strung tight, and spears in glittering rows,
Forebode the struggle of contending foes.

And soon the trumpets dkefight's begun;

A deadly méleé and the Pass is wdi33)

The war went on, and many a bditéd (33)

Revealed Muan both bow and spear could wield;

Her skill and courage won her widespread fame,

And comrades praised, and leaders of great name.
Then after several years of mamatl strife,

Muh-Lan and others, who had 'scaped with life (34)
From fields of victory drenched with patriots' blood,
Returned again to see the land they loved. (34)

And when at last the Capital was reached, (35)

The warriorswho so many forts hatbeel,

Were summoned to the presence of the King, (35)
(36 missing)

And courtiers many did their praises sing;

Money and presents on them, too, were showered, (38)
And some with rank and office were empowered; (37)
While Muk.an, singled out from altebg

Was offered fief and guerdon of the best.

(39 missing)

But gifts and honours she would gladly lose (40)
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If she might only be allowed to choose (41)
Some courier camels, strong and fleet of pace, (41)
To bear her swiftly to her native place. (42)

And now, at last, the journey nears the end,

And father's, mother's voices quickly blend

In 1" MuhdLan, MuhLan! welcome, welcome, dear!" (43, 44)
And this time there was naught but joy to fear.

Her younger sisters* decked the house with flowers, (45)
(46 missing)

And loving words fell sweet as summer showers;

Her little brother shouted Muban's praise, (47)

(48 missing)

For many proud and happy boastful days!

The greetings o'er, she slipped into her réd@0)

Radiant with country flowers iafitagoord

(50 missing)

And changed her soldier's garb for woman's dress: (51, 52)
Her head adorned with simple maiden's téess

A single flower enriched her lustrous la(63)

(54 missing)

And forth she came, fresh, maidenly, and fair! (55)

Some conades in the war had now come in, (56)

Who durst not mingle in the happy din;

But there in awe and admiration stood, (56)

As brave men do before true womanhood;

For not the boldest there had ever dreamed, (56)

On toilsome march, or when swords, flashaetigleamed (57)
In marshalled battle, or on sudden raid (57)

That their brave comrade was a beauteous maid. (58)

(5962 [missing])

*The source poemsayse | der si sterd
chii & Xu , 1988, p. 109112)

Translation 4:

Mulan, the Maiden Chief W.A.P. Martin

(24 missing)
"Say, maiden at your spinning wheel,
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Why heave that degjpawn sigh?

Is't fear, perchance, or love you feel?
Pray telloh, tell me why!(5, 6)

"Nor fear nor love has moved my soul
Away such idle thought! (7, 8)

A warrior's glory is toal

By my ambition sought

(912 [missing])

"My father's cherished life to save,
My country to redeem,

The dangers of the field I'll brave,

| am not what | seem.

"No son has he his troop to lead, (13)
No brother dear have I; (14)

So | must mount miather's steedl5)
And to the battle hie." (16)

(17220 missing)

At dawn of day she quits her door, (21)

At evening rests her head (22)

(23 missing)

Where loud the mountain torrents roar (24)
(2527 missing)

And mailclad soldiers tread.*(28)

The orthern plains are gained at last,
The mountains sink from view;
(29-30missing)

The sun shines cold, and the wintry blast
It pierces through and througt31(, 32)

A thousand foes around her fall,

And red blood stains the ground; (33)
But Mulan, who grvives it all,

Returns with glory crowned. (34)

Before the throne they bend the knee
In the palace of Chang'an, (35, 36)
(37, 38 missing)

Full many a knight of high degree,
But the bravest is Mulan.

(39 missing)
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"Nay, prince," she cries, "my dudgise,
No guerdon | desire; (40)

(41 missing)

But let me to my home begone?)(4
To cheer my aged sire.

She nears the door of her father's home, (43)
(4452 missing)

A chief with trumpet's blare;
But when she doffs her waving plui(a)
She stands aidea fair.

(5462 missing)

*The translator is referring to the soldiers of the enemies.
chil & Xu, 1988, p. 112 113)

Compared to Translations 1 and 2, theadditionsand deletiongn these two
UUEOQUOEUDOOUWEUI wOEY DHOU U O wSE O®XK UzOuEEmdU Eus U QH U
seen to be entitled to and, probably also the view that the euphonic feature of a
XOiOwOiiEUwUOwEiniUEDOiEwmiGTSwUTinEEiEwO{

A N N A~ s N A

dangers of the field I'l bravg OWE OE WEOUOwOI w! UEEzZ UwUUEOUOEUD
spinning -wheel and loom she sat at work without the women's roony A 6

Sequential structure as poetic argument and its form -meaning relationship

It will be recalled that part of my definition of poetic argument refers to the
structural dimension as a form -meaning relationship, and | will discuss transference
of this relationship with reference to the sequential structure as poetic argument.

| propose that such a form-meaning relationship is realized by the sequential
UUUUEUOUUT wEUwWx Ol UPEWEUT UOI OUWET I-H0OU &EB®OWIUP Ou

and the line-by-OD Ol wUI @U1 OET Owb i-EU WH WEEIGOUOT 1 ws OPE

The macro-structure can be explained in terms of the definition of Barthes
and Duisit (1975) 01 wUOT | wEWPOUAQWERwwO i wénil& wEEe U1 UUZz wop>
idea of Todorov who treats a story as a sentenceie.Ul OE Ul E ugirOnbishUa OUER

Ul T wOPOwOl awEOOxOOI OUUWEDD i@ u uRsEWXEN 1 CRusz3uil B Qu
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@UUENT EUAWUOT PwUT 1T wEUET OOwkPPUT wi PUwUPOUE wpx |
I xDPUOET wOUwl YI OWEOwI OUPUI wUEOI ZwpwEUWEDPUI Ewb ¢
an understanding is very much in line with the analysi Uw O w0 T-U wy OF&E WO z w
narratives by Van Dijk (1976) 0 wbP OQwpb i DET ws/ 1 Ul Uwl POw) O Oz wb UL
Il OEEOUEUTl ws/ 1 Ul UwPEUWEOT UawbbUT w) O1T O6 w' 1 whE(
baseball bat, and hit John over the head. John fell downz(p. 552). The former is

UITEUEI EwWEws UUOOEUVUaz wOi wUT T wOEUUI UOwbi POI wWE
UT T wU E O ((ihid). 9 theldbge hand, the deletion of propositions from the long

YT UUDPOOwPT PET wi YI OUUEOOawE]l EOOI Uraumdaning! Uwi DU
Of wOT T whpT OO1 wi YI OVUWET EEVUUT whT ECwWOEUUI UUwWHh U wl
EOOYI OUPOOE OwU U keitddng, Whilé an ¢hé atherthand, héroazew

| OEEOQUEUI wYT UUPOOWPUWOEET wx OUUPEOI whBUT wlOT T
generaQwO O OPOI ET 1 wOi wipd)a this résélis @ bnuelpBnSianO©fde w g

simple subject-predicate relationship to some course of events perceived to be

possible in the real world. The fact that actions can be presented as a relatively

concise narrative in a subjectpredicate structure echoes Prince (2001)who states

I YI OUOwWOO! wgT EOT 1 wb 6 GdaéulIOE W1 Quii wiEl E EpAIUm BIwb C
* POl wWEDITE z
Going back to the poem example above, its macrostructure may likewise be
x| UEUI EWEUWEwUDPOXx Ol wUIl OUI OEl OWEOGEI DUwkPBUT woO«
fight in battles after battles for her father disguis ed as a man, and after many years
returned from the wars and, instead of accepting any reward from the Emperor,
Pl ODWEEEOwWUOwWI 1 Uwi EOPOAWEOEWET EEOI wi l UwlOUUI
T T wUUOOUA WOl w, UOEOWE E Gaud 11 wi B)A Eaidibused | BRI Qilua) b U
UlTd (WOUUOBEUEUDPOOZz wbOUws 21 YUPWO Q@ DR © @0us P-OEEQDOOE
as cited in Van Dijk, 1976, p.547)b | PET wEOUOwWEOOU UEEALIEG wil T wlOE L
U U U U EADtBelbiginning is the initial characteri zation of Mulan and background
information (Setting), followed by the turn of events in her life that caused her to
disguise herself as a male and fight as a soldier on behalf of her father which she
survived, and she returned to Court to be presented in front of the Emperor

|t isnoted that such a minimal definition of narratii®so broadhat it includesalsof @ NA O LI2SY& KA OK W
FOGA2YA | yRodKE LIISYAY3IEAQ o
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(Complication) . Then she retired from military service, returned home, and

transformed back into a woman (Resolution). There is also a metafictional

commentary at the very end (i.e. the analogy of the male and female hare which

1T ET Ol Uwl0T 1T woUOUaAwoOi w, UGECAOWOUWUDPOxOawlUl 1T ws
typical com ponent of the macro-structure of narrative. ( Uwpb OU O E wHIN >ElUEW wE O U
OEEUOUUEUUUI wpPUT wUT | wWUOET UUUEOGE P @UGNE WU wi B
T UEOOERI PET wPUwWEwWsUUOT wUauUUl OwEl YPUI Ewi OUwUT
Ul TUOEUDPUDI VDWEOQWEBDYuHwWDOELSI i udilGEIUDA EuwrUEIDRIR Y, .
POwWUT T wp OWFEERED! w+1 1T U

A A

6DUT wUI T EVE wlOMIEU WG EEWES T wEOOUDUUI OEa woi
x Ol OwoOIi w, UOE O whWiwgePpud B EEYmEEOYU UBawEDUET UODE Ol
EEOVEW wUIl UEDPOUBWUEDWOE &0 ®OWIUIN w Qi) EEDE WY 1gw 1 O
POEPEEUI EwEawUl | wOUOEEY WQEOENOE U &B@d wi UE OU
[4] respectivelyA wl EYT wUEOT QwUT 1 wOPET UUawlOwOTl EYIT wdUL
structure, but w here it is retained (in translations [1] and [2]) this narrative closure
of the source poem remains where it is, i.e. attheend. EYDOUUOa wUUEOUOEUD (
KOwUT T wOUET wi UIT T UwYI UUPOOUWEOOXxEUI EwUOOwWhwEOI
Ul gU01 OUPBOW®EBBUOZ wOi wUT T w, UOEOwWUUOUaAwWPDUIT wl
OUPT POEOOWOUWET O1 Ul wEl UEPOUwWI UOOWPUOWEUUwWI B
OEEUOUUEUUUI wul OEPOUWUT T wU EQIUa0uE ORI U U PRI Quuba
I OUUUI wUDEUEOWE @OUI OUwOT wUT T wOUOUawUil OEDOU wE
UOOI wOUEOUOEUOUUwWOT wUOT T wx Ol OwWUEPwWDUWEwWI UIT E(
sxUOxOUDPUDPOOUWI UOOwWOUUwWT 1T Ol UEOQWOOOPOI ET T woil
OUPT POEOQWEPEAWED W BODWdBE@DO! whw wOEUI UYI EBS

| have proposed in Chapter 2 that meaning is a function of structure and
such a form-meaning relation is embodied in each aspect of the structural
dimension of poetic argument . With regard to the macro-structure, adifferent
Ul gU1 OET woOil wxUl Ul OUEUPOOWOT wUT T ws21 OUPOT 7 Ow:
assumingly result in a different story , making meaning a function of the sequential
structure. While adherence to the macro-structure seems to be quite sufficient for
the rendering under consideration to be recognizable as a translation of the original ,

it is obvious that only by taking into account the narrative macro -structure there is
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too much room for the translator sto manipulate their freedom to make
discretionary translation choices due to personal preferences.

| propose that the argumentative perspective has to take into account also the
micro-structure in translation to avoid the subjective, discretionary changes
mentioned . When the translation is done line-by-line in the sequence as it appears in
the original, the meaning of the narrative in the source poem is also kept more
constant becausetranslation decisions are confined within a single line. Huang and
Wu (2009) discuss (btdirectional) translation s of poetry involving Chinese and
$01 OPUTI OWEOEWEUWUT T awEOOI wUxwpkpbUT wlOT T wOEUI U
OUOEIl UwOi wUUEOAEUWEOCEwWODPOI Uz WEOCEwWUT EVws UT 1T w!
Ol WOUUEOUOEUDPOOE z wpx 6 hul | A poom dddtraksétionsBHeD UOOw O
EOOOI OUwPUWEOUOWOEET wUT EVwUT T wUPOPOEUDPUA wWUI
UT T wi aUPYEOI OEI w® ihisughiage @sBIOd npt cleprtydExplaihet! i w
the study, but perhaps at least the idea can be used to illugrate how content (i.e.
meaning) being a function of the sequence of presentation is transferred to the
target poem to a greater extent with the translator following closely the order of the
source poem by treating the poetic line as the unit of translation.*¢ In doing so, the
meaning of the source poem is less susceptible to change. Translations 1 and 2
above clearly align more with the micro -structure of the source poem compared
with 3 and 4, and are despite their differences rendered in a way which is wit hin
control of the poetic argument also of the sequential micro-structure, such a control
ensuring that there are much fewer random changes of the original in terms of
addition and deletion.

Poetic argument of sequential structure as prose paraphrase

Again, in Chapter 2, | have defined the structural dimension of poetic argument as
meaning-bearing; at the same time | have alsomapped out a purely meaning
dimension which is the prose paraphrase of the poem, and which according to
Brooks is closely assocated with the propositional content of poetry:

0 to try to extract the content or meaning from a poem, to attempt simply to paraphrase it
PUWEWOPOE WOl wsiT 1 Ul UazOwEwWi UOEEOI OUEOwWI UUOUOw

%% UnlikeWestern poetry Wnjambmenfls are in classical Chinese podfiiinton, 208, p.425, and each end
stopped line in classical Chinese poetry can therefore be considered as a somewhahtstied semanticnit.
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texts that whatthey say is bound up with howthey say it. (As cited in Bennett &
Royle, 2015, p.30; my emphasis)

And yet, for the topic under consideration, the argumentation of sequential

structure, the line-by-OD O1 wx Ul Ul OUE UP O G perceivatidyiclosBy) wUT 1 ws T &
associatedwith UT T wEOOUI OUwpUI T wsPT EUZ AWEUwWI BRxOEDOI |
21 U1 OUPEOQWEUT UOI OUEUPOOWPUWEOwWI REOXxOI wkl PEI
Ul gU1 OUPEOWEUUEOT T O OUwWOi wx Ol UPEwWODPOT UAWOI w:
(i.e. the meaning). Therefore,! UOOOQWUGx OUEOQwWUT EVwOOT wUT OUOE wlO U
x EUE x | Uderapletelyigolated from UT 1 ws T O b z wO howapplyitolhd a8 wE O1 U w
form -meaning relation of the poetic argument, at least for the micro-sequential

structure.

| would like to purs ue this topic on the existing presumption of the
insignificance of prose paraphrase in the literature of poetic studies yet further in
order that | can compare such a view more thoroughly with my proposal of its
significance from the argumentative perspective. It seems to me that the last line of
the free verseArs PoeticscE a w UET PEEOEw, EE+1 DUT ws wx Ol OQwUT
EOOUPEI Ul EwEwWs UOUET UUOOI zwi OUws OEPOUUUI EQuEL
Monk, Walsh, Reading, & Agbabi, 2006, p. 224),is ET O]l EwEa w! UOOOUz wyY DI
sTTEUUEazwOl wOTT wxUOUI wxEUExT UEUI OWEOUT wEOU
derives its value from features that make poetry what it is. Roman Jakobson has
offered a similar view by delineating features of the poetic tex ts which make them
stand out from non -poetic texts. While there is much to explore about his proposal
on Poetic function zas one of the six functions he has identified of verbal
EOOOUOPEEUDOOOWOE b Oa sei @inatéllhg) towatdithe | UUT E ws
MESSAGE as such, focus on the message for its own sake, is the POETIC function of
languagez wp) E OO E U O O ughiiN megitng i i theklihgdistiatand formal
featureqincluding rhyme, repetition, and alliteration) in poetry which draw
attention to them selves that render poetry unique. And in so far as the idea that
form of art is taken by Jakobson to be different from prose in a significant way, that
U1 wOEUUN UWUE DWHIEIOwd WOEUDOOZz OwlUT T wOUT T Uwi UO
xUl EOOPOEUPOT 6w3T 1T wsUI i1 UI OUPEOwWI UOEUDPOOZ wh'l
Ul 1T wOOUUWEEUDE Wi UOE UMD O Gurliei, acchilidd talJEKodsadwb 6 1 6 wd |
PT DOl wlOT 1 WsUWDEUBAQUEPRIKAUOOU WOPUUDOT wbOwx Ol UUa
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poetry in the same way as it defines prose, andsoit is the relative importance of the

referential function which differentiates the two kinds of verbal communication.
EEPUDPOOEOO&wOius WOEUUET | wi OUwWPUUwWOPOWUEOI z Ow!

the poetic feature | have discussed in Chapter 1, which is thatform is bound up with

the meaningsee p. 17) presumably also the basis upon which Jakobson describes

x Ol UUA WEUwOOOWDO w0l i@ OOEUDPOOZ WEU Wi EVWET 1 Owldl

The views illustrated in the previous paragraph, as | see it, all exemplify the

EOOOOOx OEET wU mvhabaGd Uuus U ElAzuilOui GEChow® © U Wl Bfeadd Y § Ww

would seem to me that in order to make an argument sound valid, the analyst will

I DT T OPT T OwEwxT UEI xUPOOwWUOwWI PU¥T 1 UWEEYEOUET 1

Ol EOOWEUUWET zwExxI EUUWUOWET wEwi axl UEOOI OwdU

the fore the features of poetry atU1T 1 wil R x1 OUI -8 D@0k ODGE UwU O wx

UT 1T wsOUT T UOI UUZ wOil wxOl UUaWEUWEWET EQOI OQwoli wE «

has perhaps betrayed the idea as constituting some emotive knowledge reflecting a

YEOUI wUEUT 1 UwUOT E O w kwould Brgus, ithét la @dieugdional gidiisU U1 z 8 w( 1

that even though poems are considered so unique in terms of the way they exhibit

UT 1 OUI OYIT UOwUT 1 Ul ufEROuEEd] bzEiaBlunEusC 1 BQEEQIUEET 1 E

by which they are composedd w O a ws b O x E Entiteduo® thieup8ri of thieO D O1 wb

Ul EET UUwOI 1 EUWUOWEEUT wUxOOwUI EETl UUws OEODOT wl

UUx xOUI EwUOws Ul EEwWET aO00EwUT 1T whpOUApOwWD Uwb U w!

Ul 1T wi PUVODwWxOEETI 6w OOwWPOWEOOOWOOWOEUUT Uwi Ob w:

T1TOUI OWEOEWOOWOEUUI Uwil Obpws xT UUOOEOzZ wEOQwWI R x1 |

it is difficult to argue that gneaningzcould in any way be considered significantly

lessrelevant EOOx EUIT Ewb B UT poetty ksiagnEdndofierpalu O w

communication . It has also been noted, that in criticisms on poetry , possible

gneaningszof poems EUT wOi U1 OQwUUT 11 U001l Ews DPOWEwWOEOOI Uz w

(Raworth, M onk, Walsh, Reading, & Agbabi, 2006, p. 224). With the argumenton

UT 1T wbOx OUUE O Elihav®justipsofosed, @ Bhbuldpeweasy to understand

Pl awEUPUPEUwWI EY]I wET OUI OwUOOwUI EEwx Ol OUawkbUT

sense of the word, and this approach should apply to the appreciation of Chinese

and Western poetry alike.

Although both MacLeish and Jakobson defy that the prose paraphrase
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(which | have defined in Chapter 2 [seep. 59¢ WE Uws OP Ulperee®ablp1 EOD OT z Ou
incorporating the send UwOi ws O EODPOT z Ows Ul i 1T Ul OUPEOwIi UOE
mentioned) can inany waybes x Ol UP E 7z wE & wH1960) dddoudiojthieO OE U OOz U
poetic function is a more reasonable analysis of the nature of poetry for my

argument at hand because the referential unction is only considered by him to be

Ul OEUDPYI OQawll UUwUDT OPI PEEOUOWOUWOOUwWs xUI EOOH
EOOUUEEPEUwWPUUwWI RBPUUI OEI 6 w( Owi EECOwDOw) EOOEL
PT DOI wOIi Ul OwUUEOUE b O Ui budluduseenid hisattRpid E wi UOE
EOOUxPEUOUUwWPOws!T xPEwx Ol OUzOwbdil wOOOT wOEUUI
(ibid, p.357), and becomes the factor which differentiates them from other kinds of

poemt CAUPEwx Ol OUaoOwi OUwI REOK0ODPOG; &0 WWLYI WEEODU
EOOOUOPEEUPOOWUUEOEDOT wOUUWpPPEDPEAWEOOOT UPET 1
i UOEUDP OOz 8 w(impartihGevof SEWIWEIUWIUGUPEOwI UOEUDPOOZz wbUu
narrative poems under discussion are similar to epic poems so long as the storyline

has to be understood by reading the prose paraphrase.

So with reference to the views of Jakobson on poetic function | can in fact
EOOI PUOQwI UUUT T UwUT EQwUT 1 wsxUOUI wxEUExT UEUI 71
Prose pE UE x I U E U IdgpenBedtunEadingRlihension of the poetic argument ® U w
UPT OPEDPEBGQUIWQUOUEOUI 1T Ul OET wOI WUUET WEWODOEwWOI 1
EOOUI ROWEOOOPUWI OUWEwWUDOPOEUWDOUI UxUI UEUDPOO!
x Ul UUOEEOQa wi 0000 P uQUEDUOEQOUWIwd) uNUUUWOEOD XU
Ul 1T wxOl OWEUwi EVWEUwWx OUUPEOT OWEUWUT T wUEOT wlUD
Uy T T wbUwl RwxU uk@il EEQUIDudRuisE UsD E wi HEQia @ iaDuws 00T UE O w
Ul T OUwYIl Ua wUli EE G Wb & Rarhérmitamdd §1a75) suggest that
narratives constitute a universal way of communication and can cross the
boundaries of culture . And though they deny that poetry and the essaycould work
in the same way, saying that comprehension of the former relies on the cultural
Ol YT Owoi wlOT 1 wEtd@uite) diiousthattheyparetrefeking to lyric
poetry in particular, as is evident in a later study where Barthes is referred to
regarding his view about the translatability of the naU U E UriYalivé isi ganslatable
without fundamental damage, in a way that a lyric poem or a philosophical
E D UE OU U Uds aitbdinuvdhifeJ1081,0p.1). Because narrative poetry is a genre
having the features of narrative mingled with those of lyri ¢ poetry (T.C. Lin, 2006)
its translatability across different cultures should be assumed with its feature of
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narration. Uw6 1 DUIT wephNWA AwUl OEUOUO6 ws 61 wOEa wOOU wWEI
specific thought patterns of another culture, but we have relatively less difficulty

understanding a story coming from another culture, however exotic that culture

OEa wE x x| E U wEbibgwadl o uhegradativé poem under discussion, it

indeed does not appear to pose any hindrance to comprehensibility at all when iti s

not necessary for aWestern readership to understand the tradition of filial piety in

the Chinese culture (that a son/daughter would go so far as to do anything to bear

all hardship for a parent) to be able to follow the story. The argumentative

perspective requires that the content of the story, which perceivably is

comprehensible to both the source and target text readership be transferred to a

translation as far as possible.Such an approach is obviously not adopted by

Translations 3 and 4 above. But when one considers other translations, one may

EPUEI UOWEOUOWET YPEUPOOUWI UOOwWUT T wxUOUI wxEUE:
translation (Translation 1), despite its close adherence to the microsequential

structure, it has made changes to the source pem, e.g. lines 5 and 6 which are
UUEOUOEUI EwEUws . T OwlUl OOwOl OWOEEAOWEUI wadbUwl!
EUI waObUlwoool pOT wi OUwadbUUWET EUYyzwUI UxT EUPYIT O
EOOGEI UOI EWEUI ws 6T E0wPUwWDPDURIEBLWaOOYWUWBEDOD!
appears to have added his own interpretation to the lines (it would be natural to

EUUUOT wEwaOdUOT wOEEazUwbOUI OUI wi OOUPOOUWE OE wl
problems). And therefore, it would seem that the control on a translator by the

argument of micro -sequential structure in translation is only partial because in the

degree of closeness in meaning to the original. Subjective factors are alays present

in making translation decisions, but such a fact does not detract from the

understanding that the poetic argument as prose paraphrase as a threshold in

evaluating translation enables one to make the common-sense judgment from time

to time that a more literal and hence faithful rendering of the source poem would

have been possible had the translator opted for it. The argumentative perspective

Ox UU wi GUWEQUSI 101 GO E Imepanityirakatibhshipudndpdo®e paraphrase

as far as is practi@able. The illustration above explains why | have attempted to

single out the prose paraphrase as a pure meaning dimension of the poetic

argument (as illustrated in Chapter 2) in order to explain situations where a
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literal/more literal translation could hav e been attempted, but in which much, or at
least some, of the original meaning is compromised or lost.

To end this section, | reiterate the pointthat) EOOEUOOz UWET i POPUDPOO
poetic function has implied absolute untranslatability of the form -meaning
relationship of poetry. But a meaningful discussion of poetry translation needs to
base upon the view that translatability is bound to be achieved to a certain degree
only as | have proposed in Chapter 1. Such an understanding would mean any
translator, evenif s x O1 UPE w@ U E O P U amgattetsimuct to hinvkhey EadatOEUD OO
best only strike a balance between rendering a good (in the sense of being faithful)
UUEOUOEUDPOOWEOGEWE Wl OOEwpPOwUT T wUIl OUT wdOi wEIT B
possible that translators can from time to time easily ignore such a balance by being
UOOWOEUI UUI EwbPUT wUl OET UDPOT wEwWs xO1 UPEz wUOUEO!
poetry translation is after -all a kind of translation? With the reasonable
presumption that to render a good translation one needs to maximize translatability,
is it not valid to suggest that the hurdles of inevitable untranslatability —exist
Ul TEUEOI UUOWUUEOUOEUEEDODUAWEEOQWEUWOI EUCDWET 1
feature which is after-all a necessary feature for poetry to qualify as a means of
communication, or which is even relatively significant for a genre of poetry as
indicated ? Jakobson, while he has not deniedthatx EU U wOi wx Ol UUa wpbd1 6 w
i UOEUDPOOZ wOUwx UAUWwixBIEXG BRI Tud0wiBHU ws x O UDE
overshadowed the significance of prose paraphrase that it can refute the absolute
UODUUEOUOEUEEDPOPUA WO wxOl DUawEawET DPOT wEwxEUUL
additional concern | will raise, which echoes a point | have mentioned in Chapter 1
(seep. 19 wPUwbi 1T UT wOT T wEOUOEE U axufd 1 UeE z1 uGups xUGu BUBUEF
but certain. In this regard, one can consider the fact that even free verse without a
UOUDPOT 1 O0wx Ol UPEwi OU CauEEDED QuEWIOIUBIED BIO EBUE us BDU
simply suggest that prose paraphrase, by being part of poetry, should be translated
faithfully as far as possible so that the similarities between the source and target text
are actually seetio have been retainedU OQwUT T wOEUT T U0 wl RUT OUOwPT BC
of the translation, more specifically its importance and whether it is exhibited
successfully should be left to personal judgmentshich are bound to var? All in all, |
argue for the significance of prose paraphrase based upon the argumentative

perspective.
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VI. Sequential structure in argumentative poems and their translations
OOUTT UwOPOEWOI wx Ol OQwbl PET wbUwUI T EVUET Ews Ua x
the relatively typical sense of the word, which is the second kind of poem | propose
to discuss. In this section, | continue to explore the poetic argument of sequential

structure with reference to Chinese argumentative poems and the relevant
translation issues.

| start with a penta-syllabic old verse (wuyan gushj X p x )3 by the Song
Poet Su Shi, which was written to convince a friend, the Buddhist Monk Canliao of
what it is that is required for one to become well -versed in poetry:

A
1. oW EY
2. MEbBay m]
3. C Y
4, !
5 Lt ¢ Y
6. n Q P
7. 3 v
8. p — L
9. M o Y
10. Ua 3
11. nN%séY
12.¢  "H |
13. 1 11}
14. . OY]
15. "HY
16. i
17 =ul Y
18. €f f |
19. zVY
20 Eoy |
21, 473 Y
22. Ed i
23. Vvruy v
24. F " i

" Theold versds a genre of olgtyle poetry ), just likeyuefu(see Appendix | Note 27 on 04 for a
comparison between oldtyle and recenstyle poetry).
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(R. Egan, 207, p. 344)

Song Canliao Shi

1. moral man learn suffering emptiness
2. hundred thoughts already ashy cold

3. sword tip (gives) only a softsound

4. burnt millet (produces) nanew earofgrain
5. why T chase our generation
6. (with) words* i tostrivefor  splendidstyle T

7. new poems like jade snow

8. wordsoncesaid T already sharpandwittyi

9. Tuizht* T discuss cursive script

10. terthousand affairs (troubles) not try inhibit
11. sad T restless | feelings
12. all reside ink-brush sugpro.)***  express
13. very considestrange Buddhistmonki |

14. see body like dry well
15. dispiritedly | entrust(the self to) plainness 1

16. whom with incite grandewandcouragei

17. carefully think then not likethat

18. true wit not illusion T

19. if make poetry words wonderful
20. donot despise emptiness and guietness
21. quiet therefore understand allthings move

22. empty therefore accommodatdenthousand scenes

23. read (v.) world walkamongst human world

24. observe self lieupon mountain clouds

25. salty sour mingledwith all (other) tastes

26. amongst exists best evedasting flavor

27. poetry Buddhism  not eaclother  obstruct

28. this opinion appropriate allthemore allow ****

* Here the Owordsé are those used to compose
**See footnote no. S%elow(p. 119).
*** Jlines 11 and 12 mean 6all sadness and re

**r x5t is alilattehd omorme ampprsapy t hi
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Translation 1:
Seeing off Qalao Kong Fanli

A monk studies suffering and emptiness

The myriad worries are cold ashes in his mind.
Blowing on a sword tip yields but a soft hum,
Burned millet puts forth no new grain.

How could you chase after our kind of man
Striving to produce bribiintly patterned writing?
Your recent poems are like chips of jade

Their phrases fresh and surprising.

Tuizhi said that drafcript calligraphy

10. Is capable of reflecting any worldly affair.

11. Worry, sadness, and all other distjudes

12. May be lodged in the darg of the brush.

13. But he wondered about the Buddhist monk

14. Who looks upon his body as an empty well.
15. Meekly, he gives himself to the placid and plain,
16. Who will elicit boldness and fury from him?
17. When | reconsider this | see it is incorrect.
18. True ingenuitys not a matter of delusion.
19. If you want your poetic phrases to be marvelous
20. Do not be averse to emptiness and quietude
21. With quietude you comprehend all movement,

©CoNOO~WNPE

22. With emptiness you take in ten thousand scenes.

23. You observe the world as you go among men,
24. You examine yourself resting on a cloudy peak.
25. The salty and sour mix with ordinary tastes.

26. Between them there is perfect flavor that endures.

27. Poetry and Buddhism are not incompatible,
28. | submit this view for your consideration.

(R. Egan, 2007, p. 344)
Translation 2:

Song Canliao Shi Feng Yingliu

1. You Reverend Master have studied
Suffering and Emptiness;

2. Inyou, the hundred thoughts
Are already as cold as ash.

3. The hilt of a sword
Can only produce a wheeze,
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10.

11.

12.

13.

14.

15.

16.

17.

18.

19.

20.

21.

22.

23.

24,

25.

A scorched seed

Will not sprout again.

Sowhy do you seek out
People like me,

Comparing your words with ours
For richness and brilliance?
Your new poems

Are like jadevhite snows;

The words you speak

Are of a startling purity.

[Han Yu] commented

On someone's running script,
"Endless affes

As yet unrestrained;

Anxiety and sorrow,

An unbalancedi;

All of it lodged

In the sweep of the brush.

| sometimes wonder

About these Buddhists

Who regard the self

As an empty hitiop well.

Lazy and lethargic,
Grounded in the still and blah
But can any one of them

Produce something dynamic and strong?"

I've considered it carefully
But don't think it is true:
Genuine skill

Is more than mere illusion.
If you wish to make

The language of your poetry marvelous,

You must not
Despise eptiness or stillness.
For it is in stillness

That the many movements are completed,;

And it is in emptiness

That the myriad worlds are contained.

Passing through the world,
Walking among men;
Contemplating the self,
Resting on a cloudy peak.
The sty and the sour

Both contain many fine flavors
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26. And among them can also be found
That flavor which is endless.

27. 'Poetry and the Dharma
Do not cancel each other out'

28. This is a statement
| must ask you more about.

(Grant, 1987, p.225 227)

In order to appreciate how the sequential structure works in this
argumentative poem, an illustration of the development of its content is in order.
Buddhist Monk Can Liao in the interpretations of Grant (1987, p. 103104) and R.
Egan (2007, p. 344345), together with my own understanding of the poem, but it
needs to be acknowledged that no single reading is definitely correct.58 Allegedly
with the poem Su Shi was addressing his friend, Buddhist monk Canliao. It starts
PPDUT wOT T whbET EwUT EVwUT | w! UEET PUOwWOOOOZzUwx UEE!
him oblivious to all worldly affairs (lines 1 -2); such unassumingness is as expected
EUwi EEVUUWUUVUET wEUws E 00 b béis aisthall aoke wil) ety U D x z wb |
Ews UOT Owl U0z OwOUwdOOws OI Ppwil UE D O z4) Brid GaufieU O b wi U
poet wonders why Canliao would compose poetry, which would pull him down to
Ul T wol YT OwlOi wEOOOOOwxT Ox 0l HHOW U IUBDW Iz wk D@D QUi
terms of literary style (lines 5-6). Following that the poet continues with praising the
monk for his good poetry (lines 7 -8), and then turns to mentioning the view of
Tuizhi, **who once wrote that a calligrapher could only write goo d cursive scripts
when he did not suppress all his feelings and let go of his emotions through his
calligraphy work (lines 9 -12); Tuizhi also wondered why another Buddhist monk
CSEORPEOOWUOOl OO01 whpT OwOOOO0I EwUxOOwi pOUIT O wEUL
metaphoU wOl EOPOT WEwWs EEOOWEOEwWI OOUPOOOI UUz wUUEUI
in him which enabled him to express himself in calligraphy in a reckless and free
manner (lines 13-16), and so the conclusion was drawn that maybe the secalled
skills are simply ill usions, some tricks of the Buddhist monk. And then the poet
comes up with the revelation, upon careful thinking, that the good skills of the
Buddhist monks, Gao Xian and Can Liao are no illusions (lines 17-18) because it is

*8 @here are different ways of interpreting the personal aspect of what/8is$& A y 3 Ay R Edad 2002 SYQ 6
p.34).
%9 Tuizhi( M) is the courtesy name of Han Y168824), a great essayist and poet of ti@angDynasty.
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by succumbing oneself to quietness and a state of emptiness can one be a better
observer of the world (lines 19-1 | A8 w3 T 1 OwUIl T wx Ol Uz UwUI YI OEUDC
he perceives the monk would do as an observer on earth who has achieved the state

of quietude and oblivion (lines 23 -24). The poem ends with the analogy that of all

the flavors which are mingled, one must be able to find out a particularly

impressive and ever-lasting taste. This derivation of the unordinary from the

ordinary is the gist about practicing Buddhismas well as of poetry compositionand

hence the conclusion is drawn that the two are not incompatible; on the contrarythe

poet finds it all the more true the Buddhist monk is in fact in an even better position

to write great poetry, a view that he must voice outforth | wUl EET Uz UWEOOQOUDPEI
(lines 27-28).

PT PET ws Ul OUwWUT 1T wbOUI 001 E0wPOwOxxOUDPUPOOwWUOw!
EOOUOQOUWOI weul UOI OUE UPD OO zonsiperédityfidaly OwUT DU wx O1 O
argumentative, the prototype of the SongDynasty during which poets tended to use

poems as a vehicle for expounding reasons more than expressing personal feelings,

a significant departure from the Tangas indicated in Chapter 2. It can be seen that

the sequence of presentation almost constitutes a syllogistic structure with the ideas

unfolding line -by-OD O1 WEOE WEWEOI EVUwWUT Ul EEwOi wUl EVUOODOT
OO0l wOT 1T OUa woOi weul EUPYPUAOWOOOawlUOWEDPUET UI T wtl
cases as such one might just conclude that this is an example which demonstrates

how classical Chinese poetry can also be presented in a way like its Western

counterpart ¢+ as described by Yip (1993)(also an idea cited earlier in this chapter),

thh WOEUUT UwlOUT UwUT | ws EOEOCAUPEEOOWEPUEUUUDYI O
therefore the prototypical argumentative poem gives no reason for the translator to

changethe order of presentation at will, given the fact that the rather tight,

syllogistic structure in which the poem is written draws it close to the way that its

Western counterpart is organized. The two translations, despite their slight

differences in inter pretation, seem to have shared a tacit understanding that the

argumentation of sequential structure of the original needs to be and can be

preserved.
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Perhaps a more comprehensive picture with regard to the translation of
sequential structure in argumentative poems can be presented with reference to
another example which is argumentative not so much because it is clearly
UaoOOl PUUPEWEUWET EEUUT wPbUwi EVWEwWOI UUET T wUO wt
argumentation. | have mentioned in Chapter 2 that generally s peaking it is the
x UOUI OWEOE wOOUWUT T wxOl UUaoOwki PEDanb YinuY DI b1 E wl
Chinese literary criticism ( see Appendix | Note 28 on p. 304 for a discussion of this
feature). It is interesting to note that prosaic argumentation may no t be as clearly
differentiated from its poetic counterpart as one would consider in the Chinese
UUEEDUDPOOWEU WD UwI B x OE bWhertapiece depdrts fromn ea® O b B OT wi¢
structure, as | would argue much of classical Chinese prose doesit approades the
poeti¢ where the meaning of a piece depends more and more on the effects
T1 01 UEUI EwE a tBroddhatJds titedBniGentz & Meyer, 2015, p. 16; my
emphasis). Such a view suggests thereisanofOD Ol EUOws x Ol UPEz whEa woi
argumentation in th e Chinese literary tradition as demonstrated by Chinese prose.

The general tendency of not adhering to any step-by-step, strenuous logic in
presentation for argumentation in ancient Chinese texts is reminiscent of the
EI I DPOPUDPOOWOI ws xdd betisd wHitP Wia identidd in Chapten 2: U O
Arguments in non -technical Chinese texts are in general designed not toprovea
proposition but to convincea reader with plausible reasons of a proposition which

the philosopher, most often on the independent basis of his superior wisdom, holds
to be true. (Needham & Harbsmeier, 1998, p.265)

If one agrees with the views above on the structure and purpose of argumentation
of Chinese prose, and taking into consideration the fact that Chinese prose and
poetry are from the same literary tradition, one can perhaps accep the conclusion
that what appl ies to classical Chinese prose will apply all the more to classical
Chinese poems, i.e. if the latter has a message to impart, itn generalis not arrived at
syllogistically.

The reason why argumentation in classical Chinese is considered more akin
to a poetic nature is also due to the fact that, as Gentz and Meyer (2015) have
OEUI UYI EQws EOQUUI OEUDYI wlUi pOODPOT zOws EOEOOT PEI

O 8 WwaINHOGIINBQ K

) S GNAGSNI AaA
GKS NBLISGAGADBS FT2NY | f

NNAY3I (G2 GK&dTF2N)VIEE -
& LJ NI € 5 K A

OK I NB y2i O2y&anhl
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which

chaUEEUI UP&al wgul 001 OUEUPOOwWPOwxUOUI OWEUI ws

EOEwUl OEOUPEWEOCEPT UPUazwmpxdl ABwW2UET wEwWxODPOU
Ol OUEOPUa7z OwEwWOl awi EE0VOUwWPT PET wEI I 1 EUUWE WE U
s EPEOI E UDE @ caseli ppidd 0 $i6 legand,Badis illustrated by Nisbett

(2003):

Peng,

31T w1 DOl Ul wuEPEOI EUPEGUUI UWEOOUUEEPEUDPOOWUOW
events, to transcend or integrate apparent oppositions, or even to embrace clashing

but instructive vie wpoints . In the Chinese intellectual tradition there is no necessary

incompatibility between the belief that A is the case and the belief that not -A is the

case. On the contrary, in the spirit of the Tao[Dao] ( ) or yin-yangprinciple, A can

actually imply that not -A is also the case, or at any rate soon will be the cas€"Q
H 4 "%Y). Dialectical thought (Chinese version) is in some ways the opposite of
logical thought (p.27).

SpencefrRodgers, and Nian (200%) alsoaddressthe contrast between Chinese

and Western modes of thinking :

Western dialectical thinking is fundamentally consistent with the laws of formal
logic, and aggressive in the sense that contradiction requires synthesis rather than
mere acceptan@. The key difference is that Chinese naive dialecticism does not
regard contradiction as illogical and tends to accept the harmonious unity of
opposites (p.256).

Based on the understanding of the nature of Chinese argumentation

illustrated above, | turn to another example of poetic argument in a poem

EOCO

UPEIT Ul EwEUT UOI OUEUDPYI wEEE OU§BIK yuethO w) DOz UL

written by Cao Cao (155-200) after he defeated his enemy in a civil war before
becoming first Emperor of the short -lived We Dynasty (220-265) of China:

1. Y

2. X 1]

3. MY
e¢KAE A& I / KAYSAS ARAZY BKAOK YSIya WgKSy GKAyIaA | NB |
2LII2&4A0S RANBOGAZY ®Q

122



4. tEJ|

5. @ 3 Y

6. s° Ct |

7. B 1Y

8. ni Nb}

9. fl M Y

10. 1T ° wy

11. QN Y

12. K ©71])

13.64° 3n Y

14. W s |

Gui Xu Shou

1. magical tortoise though livelong
2. still exist end time

3. flying snake* ride cloudsandfog
4. intheend become mud ashes

5. old goodhorse livein stable

6. aspiration consistn thousand li (u. of measure.)
7. persomofhighendeavor 1 (at his) old age

8. lofty aspiration  not cease

9. long short** zhi(aux.)*** period
10. not only dependbn heaven
11. nurture happiness****zhi(aux.) fortune
12. can earn eternal years

13. (feel) fortunate very extreme zai(part.)
14. sing in-ordero let-out aspiration

*The o6f | y aleggndanncee&tiwedwhichdooks like a dragon.

** Hemed dnd O6shortd refer to the | ife span.
*** A possessive relationship is indicated b
i feb.

*§To nurture happinessd6 means to take care

In this example, the poet uses the aged fine horse to metaphorize himself. To
echo the feature of Chinese argumentation being characterized by analogical
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reasoning and correlative thinking referred to above, such employment of

metaphor, | propose, can be considered an example of D Ow+ EDz Uwmpl YYNAwP OU

SEUT UOI OUwYPEWEOEOOT az wepxd KA AOwbkT PET w( wUUT 1

kind of reasoning realized by metaphorical relations. 62 Furthermore, since the

optimism of the poet is explained in terms of the metaphorical image, this exhibits

how by the association between the poet himself and the aged fine horse the former

I EUwl PUws UxOOUEOI OUUwUT pOODPOT wi UOUOGET EwbOwbH ¢

x UOET EUUI Uz OwPkPT PET wxUI UUxxOUI Uws EUUOGEDPEUDOO:;

kind of thinking is what defines the correlative thinking mode (Hall & Ames, 1998,

para. 1).
(OWEEEDPUDPOOOwWDPOUUI EEwOi wlUapOi-hystépus x UOY I

reasoning, the poet elaborates on his optimism as a series of claims, sequentially

though not strictly syllogistically, which eventually leads to a conclusion (lines 7 -

P LV NN

demonstrates the asyllogistic nature of Chinese argumentation in poetry.

With regard to the mo de of thinking it exhibits, a further point can be
observed. This poem starts with descriptions of what will become of the turtle and
serpent, two cultural -specific imageries to bring out the universal theme common in
clearly that death will come even for creatures seen to be invincible and immortal,
let alone human being. But as the poem progresses, one can see that instead of
surrendering to fate passively, aswhatwillbe I R x| EUIl EwUOWET wEUEPOuwWE U
conclusion, a stronger willpower on the part of the poet comes with old age
pUaOEOOPAl EwEawUl | wOl UExT OUPEEOws OOEwil OUUI 7z
Ul OUGEWUEO]I wEOOUUOOWOI wo Gk willofur@avén] nuth&U U1 EEwO
words, a situation that should bring about pessimism turns out to be a channel for
realization of positive results. It appears therefore that the conflict between the
nature of things which is unchangeable and the unrealistic human urge for
immortality is resolved by the idea that one can free oneself of control of the rule of

62 Analogy and metaphor mawg factbe viewed aglifferent in their substance because unlike metaphor, analogy

Ayo@2t @9Sa Gog2 aSia 27T TheBdpisioDdnysuyas the shigld to des@w I LHLIY  Hi2MBSE 0 W
Avristotelian Metaphors section]). But they do share the nature of comparissimularities between objects, and

hence analogical reasoning can be viewed as a kind of reasoning which is based upon metaphorical relations.
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GUOUI wEEOYI wEEOWET wUIl EOPAal Ewpz ztwElI DOT wUOUT 1
UOET EOT T EEOI wOENI EUPYI wUPUUEUDPOOZ KB

Argumentative poems such as the above will easily invite discussion of
translation issues based on cultural differences. One may, for example, argue what
implications for translation there are with regard to the fac t that analogical
reasoning/correlative thinking with the use of metaphorical image exhibited by
Chinese argumentation is intuitive and hence lacks logicality (though such a
thought is not necessarily agreeable to all, an example being Fung [2010]). Alsothe
sTEUOOOPOUUWUOPUA wOl wOxxOUPUI Uz wuwbOwWEwW" T BOI U
Western readership. In any case, how to deal with cultural issues with regard to
discrepancies in modes of thinking seems a natural topic to discuss for translation
as a fam of cross-cultural communication. | will compare the above -mentioned
cultural perspective with the argumentative perspective, and do so with reference
to the following three translations of the argumentative poem cited:

Translation 1:
Though the Tortase Lives Long Yang Xianyi and Gladys Yang

Though the tortoise blessed with magic powers lives long,
Its days have their allotted span;
Though winged serpents ride high on the mist,
They turn to dust and ashes at the last;
An old wamorse may bstabled,
Yet still it longs to gallop a thousdnd
And a nobléhearted man though advanced in years
Never abandons his proud aspirations.
Man's span of life, whether long or short,

. Depends not on Heaven alone;

. One who eats well an@éps cheerful

. Can live to a great old age.

. And so, with joy in my heart,

. | hum this song.

© o N O~ WDNE

ol
A WODNEO

(Zhao, 2005, p. 311)
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Translation 2:
Turtles Live Long Zhao Yanchun

Turtles live a long life,
And yet will die someday.
Dragonside on haze rife,
But will fall to decay.
The stabled old horse peers;
He'd course a thousatid
The man in his late years
Aims as high as can be.
In life losses and gains

. Don't but on Heav'n depend.

. If one his health maintains,

. He may live without end.

. How nice, how fortunate!

. I chant in praise of it.

© o N O~ WDPE

e ol
A WOWDNPE O

(ibid, p.277)

Translation 3:
ThoughLong Lives the Tortoise Xu Yuanzhong

Although lives the tortoise wise,

In the end he cannot but die.

The serpent in the mist may rise,

But in the dust he too shall lie.

Although the stabled steed is old,

He dreams to run a thousand |i.

Il n | i f eBHerods botde mb e

Indomitable still will be.

ltds not up to Heaven
. To lengthen or shorten our days. (original line 9)
. To a great age we can live on, (original line 12)
. If we make the best of our ways. (original line 11)
. How happy | fdeat this thought!
. 1 croon this poem as | ought.

© o NG AN

ol
A WODNEO

(Gao, Wang, Li, Guo, & Xu, 2003, p. 39)
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From the acknowledgment that death comes to even legendary creatures
PPDUT wOET PEEOwxOPT UOwUOWUT T wxOl UzUwOxDOPOOWE
until finally at the close the optimism is spelt out tha t one who takes good care of
oneself can enjoy longevity, the ideas are presented nonsyllogistically as a series of
EOEPOUWEVUWUUEU]I EOwOUwWPDOWE WUl OEUDPYI OawlOOUIl ws!
argumentative poem by Su Shi. But the sequence of presenttion, like the first
example, can be as takerfor-granted in the translation as it is in the source poem,
which can just be reproduced in the translations through a line -by-line rendering. &
The thinking pattern exhibited in Chinese argumentation, the lack of syllogism, the
sPOOOT PEEOZ WEOEOOTI PEEOQWUI EUOODOT vyEOQUUI OEUDYI
UT POODPOT zOwUlUIT | ahe Bah®saquenbl stidctisd catp@ Beleruin the
translations above. The only exception is Translation 3 where the translator has
inverted two couplets (lines 9-12) in the translation as indicated (quite obviously to
translator achieved by manipulating the fact that a condition and its res ult can be
presented flexibly in a reversed order in English (i.e. the result followed by the
condition for lines 11-12), which perhaps has made the change unnecessary, if not
utterly unacceptable.

It appears therefore that concerns of cultural differences stand quite aloof
from the possibility of transferring the sequential structure of the source poem.
Cultural differences which may hinder comprehensibility will apply also to the
previous argumentative poem discussed which is presented as a stepby-step
reasoning procedure ¢ in that poem, explanation might be needed for the cultural -
specific elements which play a part in such reasoning, such as the good brought
EEOUUWEaAwWUT 1 wxUEEUDPEDOT wOi w! UEET PUOQwWpRD Ol wWE
sl OxUDOI IB¥¢ZOMEGEMEIE OOD OT wE O udyl))Candhbsautel 0Oz ¢a E
x Ol Uz UWEOEOOT awEI UP1 1 OWEEOOPT UExT awUODPOOUWE
the allusion of the Chinese literati Han Yu will need some elaboration. For aspects
such as these, a translator might think that stacks of footnote about the substance of
Uil w! UEET PUUwWUI OPT POOwWOEawi 1 OxwUT T wUl EET UU wl
same applies to the second argumentative poem referred to just now where

BeNFyattidazy n o0CSy3IQa GNIyatldA2y0 2F {dz { KAQ& | NHdzYS)
so a line in the original is broken up into two. But the translation in any case demonstrates possibility dfya line
line rendering by presenting exactly the same sequence as that of the original.
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VII.

translators may see e need to provide lengthy explanations of the Chinese cultural
Ol OUEOPUawUOwWUT EQwWUT T wx Ol UzUwUI 1 OBPOT OawUORNUI
However, what the translation examples demonstrate is that even though there
exist issues of comprehensibility due to cultural differences, whether or not in the
I OEwUT 1 wOT pOODPOT wOi w! UEET PUOWOUwWUT 1T wxEUVUITI UO
EPEOI EUPEPUOZ WPUWEEET xUl EwWOUWEEOQWEEUUEOOAa WEI
guite another concern when there seems to be &acit understanding amongst the
translators that they can just adhere to the original in terms of its sequence of
presentation. For all the concerns of how best cultural-specific messages may be
carried across to the target readership, it appears that for the translators, they can at
Ol EUVUWUEI 1T OAawEUUUOT wUOIT 1T wi OOPwoOi wbEI EVUwPIT DET
structure can just be taken as given by the readers.

The rationale about the role of poetic argument as prose paraphrase in giving
the translator control also applies here, that even when a poem is translated line-by-
line, judgments can still be made on whether the sense of the original is adhered to
EUwi EUWEUwWx OUUPEOI 6 w9T EOZUWUUEOUOEUDOOwWm3 UE
OPOHl wuNwzs wpOPUI UEOOaws T OUwWl OpwoOOOT wOOT wEEOwWOH
i OUUUOT wOT WOUOWOUUUUUT wi ExxDPOl UUzAwbUws (1 whl
translation p erceivably carries a more general sense compared with the original¢
El UUEPOOaws OOUUTI Uz wEOCEwWsT EPOUZ wubOwODI 1 WEUIT w(
Ul 1l wOEUUT UWUOUEOUOEUDOOOWUOws OUUUUU tbairigk x x DOT |
which DUwUT T wOl ECPOT wOi wilT T wOUBPT POEOCOWPUwWOOU WU
way strictly speaking. Examples as such exhibit how the argumentative perspective
with regard to transference of the prose paraphrase enables one to suggest the
translators could have rendered a more literal translation which would have been

just as clear.
Sequential structure as poetic argument and the new translation theory

The poetic argument of micro-sequential structure (i.e. the line-by-line presentation)
and prose paraphrase, so long as they aresharedbetween the source and target
language, are seen to be retained or the desirability to retain them has been argued
for adopting the argumentative perspective. The focusupon what is possible to
transfer from the source text to the target text, i.e. again, a concern for what is
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sUTEUI EzwET UPT 1T OQwUPOWOEOT UETT UOQwPUwxEUUWE OE
x Ol UOUAWUUEOUOEUDPOOOWEUwWPLI OOWEUWPUwWI BRT DPEDUU w
theory as | elaborate further in the conclusion.

in his/her word choice and syntax, the translation examples demonstrate there is
room for the translator to exercise his/her freedom, which also leads to an objective
understanding of poetry translation , as well asthe accommodating feature of a
poetic-argument-based theory. Suchrelationships are again explained in greater
detail in Chapter 8, the conclusion.

VIIl. Summary of chapter

In this chapter, | have demonstrated how poetry translations mostly transfer the
syntagmatic sequential structure of the source poems, focusing on a narrative poem
and two argumentative poems, and where such a norm is not observed | have
explained from the argumentative perspe ctive that the translator has not
manipulated to the full extent what is within limits of the target language. | have

also argued that where transference of the poetic argument involves a form-
meaning relationship borne out of the sequential structure, the meaning can be
largely retained by treating the poetic line as a unit of translation. For translations of
argumentative poems, | have foregrounded the issue of cultural differences with
regard to discrepancies in mode of thinking, which do not seem to hin der
transference of the sequential structure of poetic argument. Amongst the
discussions above | have proposed the significance of the prose paraphrase in
translation with reference to a dominant view in poetic studies that poetry can
hardly be definedor ET EUEEU]I UP4al EwEawbUUws O1 Eddd OT z Owb U
have argued that judgment can be made on when a translator is not adhering to the
meaning of the source poem as far as possible when s/he could have done so.
Towards the end of this chapter | have discussed briefly the idea that the sequential
structure of poetic argument is part of an objective description of poetry translation,
as well as it substantiates a simple and accommodating translation theory.

Having explored the sequential structur e and prose paraphrase as poetic
argument, in the next chapter | continue with addressing another aspect of poetic
argument: repetition.
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CHAPTER 5

Second Aspect of the Poetic Argument: Repetition

Introduction

This chapter is on repetition, the second aspect of the structural dimension of poetic
argument. Firstly, | address how repetition works as a paradigmatic structure,
followed by identifying issues commonly associated with its translation as a basis
for my discussion of translation of repetition from t he argumentative perspective.
371 Ow( wel I POT ws Ul x1 UPUDPOOZOwbl PET whUWEWEUOE
is used in this study. After that | proceed to discussing the translation of poetic
argument of repetition from the argumentative perspecti ve, arguing for its
desirability of transference. And like the previous chapter, | discuss the translation
of repetition also in the light of poetic argument as prose paraphrase. The form-
meaning relationship of repetition, however, concerns a different as pect, which is
the emotional meaning borne out of the repetitive form. The comparison of such a
kind of meaning with interpretation of the content of the poem per setogether with
the issue of how readers actually respond to the emotional meaning of repetition,
are what | discuss from the argumentative perspective towards the end of this
chapter. Just like sequential structure, this is an aspect of poetic argument on which
the research purpose of achieving an objective description of poetry translation is
based, and which enables construction of a simple and accommodating translation
theory as | discuss towards the end of this chapter.

It is interesting how one can often realize when repetition worksas a
rhetorical device, both in Chinese and English poems, but the subtle nuance that
renders such realization possible has always appeared very difficult to explain.
What is clear enough is that a good repetition never loses its impactd Risx | UPUD OOz wb
considered a significant feature of poetry upon which poeti ¢ status is base® ws 4 OOP O1 w
dialogue, poetry makes use of the musical properties of language, and an intrinsic
xUOx1T Ulawoi wOl OOE a wb U w Wepetitiorucristiut @é Bafid) UPEE OD U ¢
features of poetic languageu %] O1 Owl Yk Owx EUES wA Owda wl Ox1 EL
In this chapter, | explain how the nature of poetry translation can be
explained objectively through the transference of the repetitive form, an aspect of
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the structural dimension of poetic argument, and a form -meaning relationship as
mentioned.

Repetition as paradigmatic structure

Repetition is example of a paradigmaticstructure, as opposed to syntagmatic
structure. Culler (1975)explains that a language unit is substitutable by another
language of the same class and function etc., and the units belongingto the same
class/function constitute a paradigmatic zrelation (p.12). Paradigmatic relations are
about how signs (like words) stand in opposition to other possible choices (e.g. the
selectior® | wws EUDOODPE OU z wb-Bdhindl wditied Oiusus BEE Bz wb OwE u
phrase), all such possibilities for a particular slot in a structure constituting a
sxEUEEDT Oz wopli 1 OETl wUT 1T wOEOI ws xEUEEDT OEUDEZ A6 1
analogy: A paradigm meanss EwUIl x1 U0UOPUI woOi wEOOUUBRRUD OT whb (
OEawEl wEl OUI QwhidyupE3s P ET GEQODOEY weOT wbUI OUWE |
andaski-OUUI PUz whi PET QOws EQUT OUT T wi OUOEOOa wYIl Uaw
UDPOET wOOI wOUUUW?RET OOUIT > wET UPT 1T Owl0T 1 @Gdwe! EVUI
EEOOOUwWxUUWEOUT wOOwWUOT 1 Usintagh@aticibebnpatibiltyl UwUOT T Ul
there is a system of signifying oppositions, that is to say, ax E U E KiBid, 037; my
emphasis).3 1T | wx EUEEDT OEUPEwWUUUUEUUU I aacauntth® Ol Uwb O w)
s BRI wOI wp. €oB) A Sekéxflanatory name.

In Chapter 4 | have referred to sequential structure as the syntagmatic
dimension of the poetic structure. An interesting fact about syntagmatic structure is
UT EVWET UxDUI w" U001 Umdirnuabparddign ave syatEgnitc wOT EQOwD U
incompatibility in that they cannot occur together (like there cannot be two finite
verbs in a finite verb phrase), the fact that all poems are written in a sequence
Ul OETl UUWEWEUOEEWEIT | OB UieGaGyn@gmatis slruc@te] OUDE QwU
applicable to all poems, including those embodying a repetitive pattern. For a
repetitive pattern, of which parallelism is a kind, Berlin  (1992)0 001 EwUT EQws Ul OE
equivalence between parallel lines may be perceived as either maradigmatic or
UaOUET OEUPEZ wgpx 8 uNYAQWEDPUDOT wl BREREROioUwi UOO wL
Zion; Lift your voice aloud; herald to JerusalemOwb Owb | DPET wUI I ws EEUDOOI
EUIl wxUI Ul OUT EwPOwUT I wOUET U wb Jihid, mpdmphadis), | a wb O
11T OEl wOEODOT wUi 1 OwsUaOUET OEUPEEOOGawUIlI OEUI Ez
(in italics) are also paradigmatic for their sharing a relation of substitution (ibid).
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The idea of syntagmatic and paradigmatic structures working hand -in-hand in

poetic discourse can also be seen in a classical Chinese poetry examplé yuefu

poem, Mo Shang Sang@\ o ° ; discussed below) with rampant repetition is

classifiedEUwWE ws OEUUEUDY | wtérhpbrél eguariti@l strboiiie wipdH, wd 6 w
2006,p.15; my emphasis). Unlike a narrative structure , this poetry example does not

involve events that actually hgppenone after anotheeach detail about the attractive

young lady in the poem is a part of her depiction, but still there is a way to perceive

repetitive patterns as sequential even though they do not constitute a sequence of

happenings asthat in a story. With regard to the close link between a syntagmatic

and paradigmatic relationship, | can also refer to p arallelism, which as | have
suggesteddemonstrates a paradigmatic relationship. Parallelism® U ws U7 | wEEUDE w
structural principle in Chinese poetrythat UUx x OUUUw) EOOEUOOz UwUli 1 O
 UOEUPOOWEUWUDODPOEUDUa uHas eittdunZitargd1998 HpusB)O wE OO U
, | DPwphNA WAOWE x x OP1 Uws nbdiyle poerasioftHe Tadgbdynastyl 7z wU O w
compared to Western poems (p.287)t the word choices in the same slot forthe two

lines which constitute a couplet need to belong to the same part of speech and have

a sense relation (hencesimilarity which at the same time signal comparisons/contrasts

and when the choices made are combinedto form poetic lines, the combination is

linear (hence contiguity).

In this chapter | intend to foreground the paradigmatic di mension of the
poetic structure. The paradigmatic and syntagmatic dimensions are seen to be
pointing at different directions as represented below:

paradigmatic

<——— syntagmatic——>

Figure 4: The paradigmatic and syntagmatic dimensions

It is perhaps easier to visualize syntagmatic relationships as horizontal (because
they appear as a linear sequence) than paradigmatic relations vertical. But possibly

AFLIVERER 2INY R2BBLIBANK $ |
as AYAE L & Aa &dzs|



when one considersthat x EUEE DT OEUPEwUI OEUPOOUWEYUT wEEOU U
linear, i.e. what syntagmatic relationships are, paradigmatic relationships are not,

then the two axis above pointing in different directions can be perceived to reflect

such an opposition. And in any case, one may consider a repetitive pattern like

parallelism where words in the same slotacrosdlifferent lines may be considered

entities of a paradigm because of their grammatical compatibility as can be seen in

the Bible example cited above, which might make it easier to visualize the vertical

directionality of a paradigmatic relation.

Repetition and its translation ¢ a preliminary exploration

SOWUUEOUOEUI wUOT T wxEUEEDT OEUPEwWUI OEUPOOWOI wul
be how the words acrosdifferent lines may still conform to a repetitive pattern, in
other words how a paradigmatic relation like that in the source text can be

established.

To iIIustrate this idea | refer to examples of parallelism Plaks (2015)

N A N oA~ s 2N ae AN ae NN Nz oz~

SEI UUT T UPEWEOUI zwbOws OENOUWOOET UwoOi wEOEUUDEI
(200 AwUEaUwUI x1 UPUPOOUwWsUUTTT UUwWXxEUEOOI OPUOUZ
EOOXxEUPUOOUWOUWEOOUUEUU U wEHolbwinglisGhe yudf® O U U wb O wl
poem Mo Shang SangBallad of the Mulberry Roaflitle and poem translated by Yip,

1997, p.97)cited above again, of which | refer only to the first stanza to illustrate

repetition as parallelism, a paradigmatic relationship (examplesunderlined):

Ve

1. wpol VY
2. L S |
3. X SY
4. 5, t L
5. °Y
6. -~ R§ |
7. | £ NY
8. 7 Ot L
9. oV Y
10.P MYH |
11. £t Y
12. to |
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13.p7 6 Y

14. 1 L

15. 10710 Y

16. L

17. "~ ez Y

18. T e 7 |

19w T<[Y

20. T k L

MoshangSang

1. sun rise south east corner

2. shineupon our Qnds (I ast n abuleing
3. Qinbfamily i has fine girl

4. self named tobe Luo Fu

5. Luo Fu like silkworms  mulberrytrees
6. pluck mulbaryleaves (at) city south corner

7. green silk IS basket string

8. cinnamon branch IS basket handle
9. head upon (i.e. on her head)dangling 7 plait

10. ears amidst (i.e. on her eatsjight moon pearls
11. yellow silk IS bottom skirt

12. purple silk IS upper shortcoat
13. passesby 1 see Luo Fu

14. putdown load stroke mustache  beard
15. youngmen 1 see Luo Fu

16. takeoff hat arrange headscarf 1

17. farmers | forget their plough
18. hoemen | forget their hoes

19. come back mutually complain feelangry
20. only (because)sit down (to) watch  Luo Fur

* Though not explicitly spelt out, lines2®have a causesult relationship. People working
in the farm were distracted by Luo Fuds beau
up complainingeach other and feeling angry.

The underlined lines are a series of couplets, examples of parallelism which contain
elements having a paradigmatic relationship . The entities in the same slot of the two
lines in the same couplet are substitutable for each dher, a factwhich is obvious
from the word -for-word crib, e.g. lines 7-8, and lines 1112. The couplets therefore

134



EOUOwWi pPUwbOUOwW) EOOEUOO7zUwYDPI PWwEEOYT wOOwWUT T wl

despite the fact that this is not an example of recentstyle poem.

A N N o~ s PN

( UDWEEOWET wUI 1 OQwi UOOwWw8DPxzZUWUUEOQUOEUDOOWET ¢

identity of the couplets almost entirely, hence the paradigmatic relationship which

EOOUPUUUWOI wsET OPEIl UwPOWEwWxEUEEDT Oz wgdO1 UwOlI

Translation:

1. The sunrises in the stwaast corner,

2. Shining upon the chambers of our
3. Inthem a pretty girl.

4. Seltnamed Ldu.

5. Lofu loves silkworms and mulberry trees.

6. She plucks leaves south of the walls.

7. Green silk for her basket trappings.

8. Cassia bough for her basket (finstieouplet )

9. On her head, a dangling plait.

10. At her ears, bright moon pé&setsond couplet)

11. Yellow satin for her skirt beneath

12. Purple satin for her stuat abov@ hird couplet)

13. Passershy seeifig Lo

14. Put down their loads to twirl their mustadiessdnd

15. Young men seeinfy Lo

16. Take off their hats tda¢heir heddessgg.ourth couplet | take it thatin this
translationlines 1314 form the first line of the couplet, and lineslB5form the
second line of the couplet)

17. Farmers forget theirgblsu

18. Hoemen forget their liBdth couplet)

19. When they get home they are all irritated

20. After having watched Lady4Lo

With regard to the issue of translation of repetition | refer also to an example
of sound repetition. Following is the very beginning of a well-known ci( ) poem
written by a female poet Li Qingzhao (1084-1151) of theSouthern Song11271279)
Dynasty (I have put down Romanization for Cantonese Chinese instead of
Mandarin because the sound effect is more conspicuous when pronounced in the
former [ see footnote no. 67 on p.137]; the number after the Romanization indicates
the tone).
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C ShengshengmdaiThe Slow Tun®) Li Qingzhao

1. Y *
cam4*tam4 miké mik6
seek seek search search

2. m m Y
laang5 laang&inglcingl
cold cold quiet quiet

3.

cail cail caam2 caam2 ckl ¢kl

chilly chilly miserable  miserable sad sad
*Thisfourc har acter |ine is an example of Chinese redu
for quite ad wahs |Iheadvi Mg sard diercumfi xing natured (F
pattern (an AABB pattern) is more conmimon @&@lmongst
which means O6happy6, but t he +eduplamntiinvge 6i sf ®brans iockaulaliy
]). There are examples of reduplicatmi ve adjecti v
and the |l ast |ing dgrgvednftagdmamlde mg)gaspadi@ly.((
**Marked phonemicallyas/ts/inmedr n Cant onese phonol ogy (Chan L

sound is classified as an affricate pronounced witprgading and aspiration and the tongue touching
the back of the alveolar ridge. For regrgseninger s
the pronunciation of the velar plosive [ k/.

lines: cingl (), cail ( ), caam2 (), and cikl ().
Translation:

Forlorn Lin Yutang

So dim, so dark,

So dense, so dull,

So damp, so dank,

So dead!

(Su, Zhang, Lin, & Zhuangzi, 2009, p.41}°

% Thecipoetry popularly written in theSongDynasty may be considered the counterpart of somigdyin modern

GiSNYa 6KSYyOS (KS NI y xisuppliddvgids $f réadily Availaie Scorehviich are taed i &

Wi dzy€ifad Q )peach tune having a different name, aBenghengnan isthe name of a tune
%1 have not marked any numbers for the lines of ttenslationlike | have done for the other poetry examples
becausehe sourcepoemis not translated lineby-line at all.
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It can be seen from the initial consonants of the Cantonese Romanization

(underlined) that the words in the poem are alliterative. ¥ wUIl OEUOWEUws OPOI1 w
European poetry, Chinese poetry often relies on alliteration, repetition, and

OOOOEUOXxOI PEWUOWEUI EUIl wbUUwI I 11T EOUzZwpei 11 OI
section, pt. 4; my emphasis) is probably an impression derived from the heavy use

of reduplications in classical Chinese poems like this example. This poem is said to

have been written with eloquent verbal skills in creating a poignant and yet

EI EUUDI UOws x Olwhgtheuphrse 3dt pyusSynis (asldited in Duan, 2009,
x3WAYAOQwWUT T ws 01 O0PUT w.Ulke@llitedafivie 22duflivnatiods)ims a DN D OT :
particular, are known to have brought about the melancholic mood felt by the poet

feeling when pronounced in succession. Alliteration, which may be defined as a

kind of repetition itself for the obvious reason of its involving a repeatingof the

initial consonant, is tactfully retained i n the translation by Lin Yutang above (see

Appendix | Note 29 on p.304-305 for the full poem and translation by Lin ), which is

considered one of the most well-known translations. It is considered successful

because the feeling of gloominess and solitude d the source poem seems to have

been captured by the free translation approach. The literal meaning of the source is

T DY QOwUxwUOOI T OpPOwbki 1 Ows EEOKwWODPOt zwpODPOI whA
| KwOl EOQOUwWsEI Ul UUI EzQws EEPRQEEGOE @ Eugp® DB O hudu & Bud
Ol EOUws UEEZ8 w311 wOUEOUOEUDPOO WOl wUOUBEwWUI x1 Ui
cases of the difficulty of preserving both the form and meaning in translation which

gives rise to the need to resort to compensatory straegies. But the translator has

tactfully, and | argue also justifiably, made use of the associative meanings of the

English words in his free translation in order that the repetitive pattern of

EOOPUI UEUDPOOwWPUwWUI UEDOI E O wEnSdionwhichusauhds | EUT E wl
sT EUUT wOOwWUT T wi EUzOwxUI Ul OUVUWEwWs EPUVUUVUUET EwOl
(Literary Devices, n.d., Significance of Sibilance in Literature section, para. 1) very

much in line with the mood created in the source poem.

% The Chinese spoken in tiangandSonglLJS N& 2 RS NB F S NNEB R (Ziogggu HanyWia A RRf S / KA Y S
KFa | €24 Ay 02YY2y gA0GK GKS /lFyGa2ySasS RAIFESOG 6KAOK K
2002). That is why in terms of pronciation, the Cantonese sounds in thetassicapoems make the alliterative

pattern come through much more cleadpmpared withMandarin Chinese. The sound under discussion here, the

aspirated affricatehas existed for long and is recorded in the sd$system of Middle Chinesethe studies of

Baxter (1992) and Pulleyblank (199%hg former classifying the sound as a dental sibilant initial, and they

representthe sound astsK (p.51) anddl &(p. 10) respectively.
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Based upon the translatability of the repetitive pattern (demonstrated by

A N N A~ s Z N A s N

pattern (demonstrateE WE 4 w+ POz UWUUEOUOEUDPOO WO wUT T weOOD
translation of repetition from the argumentative perspective, in order that | may

achieve an objective description of the nature of poetry translation.

Repetition defined

(wli EYT wal OwlowE UipD®IOWIz uwWsuUOwWET wUOETI UUUOOE w
Rl x 1 U enaseafiu@d meaning OD Ol wUIl YI UEOQwWOUT 1 UwUIl UOU wmps x I
UOEOUEUI EQaOQuws EUT UOI 0 lig preuidiOdddpterg. Fhatitie UE U U U E
Ul OUT wOl ws Ul x1 O hbod Begawse Disnage) 8 i imBaadiO © ET z Uw
(1969) comment on repetition seems to hold true for numerous languages despite

Ul 1l wi EE0wUT EVwWI PUWEEEOUOUWPUWEEUI EwUxO0w$ O1
abundance of types of lexical and grammatical U1 x 1 UD U D Th®exampleBily t A 6 w

Boy, used in the study of Smith (1968), is quoted as an instance ofthematic repetition

(OwUT T wi O6OOUOGOT wUT T UI wEUT wEwWUT UPT Uwdi wagUI U U/
UT 1 wOEOI WwEWOOET woOll wk Wil E kE u® W E OdeddphesdRdi § Iz wopx 8
Note 30 on p.305-307 for the full poem), all questions revolving aroun d the same

theme. The questions at the same timeconstitute formal repetitiorbecause of their

structural identity. These two kinds of rep etition may have a different name from

verbal repetitiott® but the truth is none of these three kinds of repetition need to

OEEUUwWI BREOUUDBYI Oadw+i 1 ETl zUwphNt NAwbOOUUUUE U/
(a kind of verbal repetition), for example, seems to indicate the fact that formal

Ul xT UBPUPOOWPUWEOQOwWI OUEDOOT OUwWOT wbUoO ws Z%UIT 1 wYl
UOOT wxUIl YPOUUwWxEUUwWOI wEwWUI BROwePkPT T GI T UwbpOUEO!
original parentheses). Leech alsosuggestsU | H theneswere merely a partial

repetition, this would amount to parallelism [which is also a kind of formal

Ul xT UPUDPOO¢ 7 WpPEPEAOWDOEPEEUDOT wEOI EUOA wWUT E
terms of repetition, echoing the view that repetition suggests parallelism according

to Ostashevsky (2012) cited, and also my translation examples discussed above

where | treat parallelism (the couplets) as repetition. In classical Chinese poetry one

®1 a4 GKS yIYS adaA3sSaias WOSNDLEE NBLSGAGAZYQ Ylé &2dad 68

almost sounds like a tautology but which | argue is a definition broad enough to cover most instances of repetition.
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can often discern repetitions which can be put under different names

simultaneously. In the yuefupoem about the attractive young woman cited above,

the couplets are examples offormal repetition an entailment of verbal repetitioras

mentioned above. At the same time all are instances ofparallelism i.e. the repetition

in a couplet is only partial as defined by Leech when the words in a couplet are not

repeated verbatim. All the lines of the part of the poem cited, i.e. lines 718 (see p.

135) taken together, may also be taken to be a case ahematic repetitionwhen they

series of parallel associations in the audience's mind between the events so

EIl UEUDPEI E66 z wp& OUED U wauw) W@V B @ Wauws YTYEUAWO T T wET x

attire and the passersE a z UwUIT Ux OOUIT UwUI YOOYI weUOUOEwWI T Uu
In addressing instances of repetition in the poems which | use in this research

study, a repetitive pattern may be called verbal repetition, free verbal repetition,

formal repetition , thematic repetition, or parallelism as appropriate, while |

acknowledge at the same time the repetitive form addressed may also be called by a

different name.

In this research study, | try to use repetitive pattern stretching throughout
the poetic text to justify the device as atextual featurethe poetic argument. The
poetic texts are understood to have been weaved together byrepetition as | explain
in greater detail below with my use of the poetry examples and their translations.

Repetition as poetic argument and its translation

As a poetic feature repetition is dominantin classical Chinese poetry. Other than

parallelism as a structural principle of recentstyle poetrywritten in the TangDynasty

as illustrated above, verbal repetition characterizes numerous examples from The

Book of Song&shijing; ), the earliest anthology of Chinese poetry mentioned in

Chapter 2. Studies of the anthology revealed that amongst the 305 poems in it,

about 271 of them are written with a repetitive form (Liu, 2009, p. 100). Yu (1994b)

has also pointed out that poems in the Shijing are written with gnuch repetitiorwith

UOPT T UwYEUDPE UD OO U z3ulopxudx (i k@uwes@ermd ISkin<H Otid®d U A 6 w

Py, A3Q Aa 2yfeée 2yS 2T wWheadSedfgotnGdNdoINBdh H4BA 2y a4 2F GKS 62 NR

139



the Airs ofthe State oWei (Weifeng M ), a sub-section of Airs of the State¢Guofeng
M ), one of the three sectionsin The Book of Sonfjss a case in point:

1. Y

2. NA A

3. ¢t SY

4. A L

S. kSY

6. £ EJ

7. E EY

8. k A HL

9. Y

10. N~ A

11. t SY

12. ~ L

13. kSY

14. ¢ L

15. Y

16.k A |

17. Y

18. N7 K

19. t SY

20. A~ |

21. kSY

22. € 1}

23. 1 1Y

24, Mo o

Shuo Shu

1. big rat big rat

2. donodt eat our millets
The Book of SongShijing ) is the earliest anthology of classical Chinese poetry, consisting of poems from

the ZhouDynasty (Approx. 116956 B.C.) anthe Spring and Autumn Periq@70-476 BC). The sectidgh! A N&A Q
consistsofWFT2f | GKBYAaQFBN) g2 aSOYR2 P &R N yIa® a Sl 4 WYhRSAC
Yl eYyaQ o/ Kahdare songs played aithp gourts of the royalstadsacies and religious ceremonies

respectively.
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3. three years serve you

4. not me willing care

5. swear will leave you

6. to that happy land

7. happy land happy land

8. yuan(adv.)* have our home

9. big rat big rat
10.donodt eat our wheats
11. three years serve you

12. not me willing appreciate
13. swear will leave you

14. to that happy nation
15. happy nation happy nation
16. yuan(adv.) have our  worth
17. big rat big rat
18.dondt eat our seedlings
19. three years serve you

20. not us willing reward
21. swear will leave you

22. to that happy ruraHand
23. happy ruraHand happy ruraHand
24. who zhi*(aux.)  alwayscry

*The adverb means 6éas a resultao.

**This is an auxiliarysed in classical Chlgse with no substantive meaningre supplied to
make the poetic line tetsgllabic and render a balanced metrical pattern.

31 1 ws D anyig Snfirg tohsists of ancient Chinese folksongs, and the
fact that the repetitive pattern is so common amongst the poems in such a category
T ET Ol UwlOT 1T wYPl PwEaw2O0PUTl wephuNt WAwWUOT EQws 3T 1 OE
structural principle in mostsong OAaUPEUOwx EUUPEUOEUOCa wbOwx UDPOE
(p.98): almost all lines in the three stanzas are part of a repetitive pattern, in the
sense that once a line appears in the first stanza it appears again in the remaining

A N s

A a2 oA~ s A

slaves complaining about the exploitation of the aristocracy (one of the most
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widely -accepted readings of the poetic theme though by no means the only one™),

has all the three stanzas revolving around such a theme with the repetitive pattern,

which can be regarded a case of thematic repetition.

I have included five versions of translation of Shuo Shufor comparison,

starting with the translations of Arthur Waley (Translation 1) and Bernhard

Karlgren (Translation 2):

Translation 1:

Big Rat

NGOk~ ®WDNE

9

10.
11.
12.
13.
14.
15.
16.

17.
18.
19.
20.
21.
22.
23.
24.

Big rat, big rat,

Do not gobble our millet!

Three years we have slaved for you,
Yet you take no notice of us.

At last we are going to leave you
And go to that happy land;

Happy land, happy land,

Where we shall have our place.

Big rat, big rat,

Do not gobble our corn!

Three years we have slaved for you,
Yet you give us no credit.

At last we are going to lean

And go to that happy kingdom;
Happy kingdom, happy kingdom,
Where we shall get our due.

Big rat, big rat,

Do not eat our ricehoots!

Three years we have slaved for you.
Yet you did nothing to reward us.

At last we are going to leave you
And @ to those happy borders;
Happy borders, happy borders
Where no sad songs are sung.

(Waley, 1954, p. 309)

'S 6HnnpuE F2NJ SEFYLX ST KI &
in the Spring and Autumn Periq@70476 B.CJ | Y R { WeBeinstéadl fre@@@rtbers but who
neverthelesavere exploited.
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Translation 2:
Untitled Bernhard Karlgren

1. You shrats, you shiats!? 2. do not eat our millet! 3. Three years we served you, 4.

but youhave not been willing to (look at =) heed us; 5. it has gone so far that we will
leave you; 6. we go to that happy land; 7. oh, happy land, happy land! 8. Then we shall
find our place.

9. You shrats, you shiats, 10. do not eat our wheat! 11. Three yearsave served

you, 12. but you have not been willing to be good to us; 13. it has gone so far that we
will leave you; 14. we go to that happy country, 15. oh, happy country, happy country!
16. Then we shall find our right.

17. You shiats, you shiats, 18. do not eat our sprouting grain; 19. three years we
have served you, 20. but you have not been willing to (recognize our toil=) reward us;
21. it has gone so far that we will leave you; 22. we go to those happy outlands, 23.
happy outlands, happy tands! 24. Who goes there to make idragvnout

lamentations?

(Balcom, 2001, p. 39)

The repetitive structures in the source poem arelargely Ul OET Ul EwbOw6 EOI
EQOEw* EUOT Ul OZUwUOUEOUOEUDPOOUOWEOOUDPET UDPOT wlT 1|
repetitiv e pattern: lines 1, 9, and 17 and lines 3, 11, and 19 which constitute twaets
of examples of free verbal repetition; lines 2, 10, and 18; lines 4, 12, and 20; lines 6,

14, and 22; and lines 7, 15, and 23 which constitute four instances of parallelism.
Such a clear attempt to retain the repetitive forms throughout on the part of the two
translators seems to be suggestive of the tacit understanding betweenthem that the

transferred.

But one is bound to be able to see translation examples which may not
appear to have accorded as much importance to repetition by the translator, as can
be seen in the remaining three translations of the same poem by Xu Yuarzhong
(Translation 3), James Lgge (Translation 4), and William Jennings (Translation 5):

Karlgren takes the word & K dz®2 6 ¥S+y 42YSUKXAXRphS PEREN2 4Kl fKYJRAEOGA 2 Y |
(Third Century B.C.), which defines the first syllable in the titledsd: 1 A Y R 2&E citaRirR&miquist, Q 6
2011, p. 308).
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Translation 3:

Large Rat Xu Yuarzhong

NGO A~WNPE

9

10.
11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
21.
22.
23.
24.

Large rat, large rat,

Eat no more millet we grow!
Three years you have grown fat;
No care for us you show.

We'll leave you now, | swear,
For a happier land

A happier land where

We may have a free hand.

Large rat, large rat,

Eat no more wheat we grow!
Three years you have grown fat;
No kindness for us you show.
We'll leave you now, | swear,
We'll leave the land of our birth
For a happy state where

We can gewhat we're worth.
Large rat, large rat,

Eat no more rice we grow!
Three years you have grown fat,
No rewards to our labor go.
We'll leave you now, | swear,
For a happier plain,

A happier plain where

None will groan or complain.

(Xu, 1993, p.203204)

Translation 4:

Large Rats James Legge

1.

3.

o o

Large rats, large rats, 2. let us entreat

That you our millet will not eat.

But the large rats we mean are you,

With whom three years weobve had
And all that time have never known

One look of kindnessn us thrown.

We take leave of Wei and you:

That happier land we long to view.
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Oh happy land! Oh happy land!
8 There in our proper place weodoll stand.

9. Large rats, large rats, 10. let us entreat
Youol I not devour our crops of wheat.
11. But the large rats we nmeare you,
With whom three years weodOve had to do;
12.And all that time you havendét wrought
One kindly act to cheer our lot.
13. To you and Wei we bid farewell,
14. Soon in that happier state to dwell.
15. Oh happy state! Oh happy state!
16. There shall we learn to bless tate.

17. Large rats, large rats, 18. let us entreat
Our springing grain you will not eat.
19. But the large rats we mean are you,
With whom three years wedve had to do.
20. From you there came not all that while
One word of comfort 'mid our toil.
21. We take ouleave of you and Wei;
22. And to those happier coasts we flee.
23. Oh happy coasts, to you wend!
24. There shall our groans and sorrows end.

(Balcom, 2001, p.36)

Translation 5:
Song of Farmers Driven Forth by Extortion William Jennings

O monster res! O monster rats!

Eat not our millets, we implore.

Three years webdbve borne with you,
And still our presence you ignore.

Now we abandon you,

And to yon pleasant lands repair.

O pleasant lands! O pleasant lands!

A refuge have we surely there.

ONoGA~WNPE

9. O monster rats! O monster rats!

10. Devour not all our crops of wheat.

11. Three years wedbve borne with you,
12. Still with no mercy do we meet.
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13. Now we abandon you,

14. And take to yon glad Land our flight.
15. O gladsome Land! O gladsome Land!
16. There justice shall we haved aight.

17. O monster rats! O monster rats!

18. Devour not all our springing grain.

19 Three years weoOve borne with you,
20. Nor heed you still our toil and pain.

21. Now we abandon you

22. For brighter plains that yonder lie.

23. O brighter plains! O brighter plains!

24. Whos, then, will be the constant cry?

(ibid , p.37)

These three translation examples, albeit also demonstrating an attempt on the
part of the translator to transfer the repetitive form of the source poem (e.g. lines 2,
10, and 18 of all stanzas of the transhtions are rendered with an identical or nearly
identical structure, with the exception of line 2 in Translation 5), repetition is not
transferred in the same manner and to the same extent as that in the first and
second versions.

On the one hand, therefore, it seemsall the five translations have an
underlying assumption of poetic argumentation of repetition shared between
Chinese and English through adhering to the repetitive form to a greater or lesser
extent; on the other hand, their differences exhibit different values with regard to
what poetic feature counts as more important.

One of the most conspicuous differences between this batch of translatiors
and the first two versions is the syntactic inversions which are absent in

N N o~ - PN

UODUUEUUUI UwODPOl ws $EVCwWOOwWOOUT wOPOOT Uwki wi UOP:
PODP Ol WKASwW3T 1T Ul wEUI wEOUOWDOYI UUDPOOUWDOw+1 1T
Ul EEVws O1 U EUwWwa O@wdBwO®d 001 CwpPOOwdOOUwl EUZ Ow

soA N A s

A N N A~ - P NN ..

OPOl wWKWUUEOUOEUI EwEUws OEwUEsRO Quud U Wi wil Eiy ® &ul
UOUI 0awUiink 1bbss GUE WE wd UUUPET wUT EOOwPT wi EY] OwE

Some of the inversions in these three translations can possibly be justified by the
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fact that inversions appear alsoin the source poem. Lines 4, 12, and 20, for example,

are instances of Ghinese inversion. The arrangement of words more akin to the

EIl il EUOUDWOUET UwbOwUIT 1 w" 1'® O 20u cqpeOEWDD WED @ B EOWUDEG
English word -order:  [not] 1 [wiling] [to-care]r €Ol ¢ AOwmg wxpOOU w
PPOODPOT wUOWE x x Ull B EyEullop Qg itosews drelurgspectively,

insteadoUT 1 wOUDPMBHOOAs wz WEOEWsz 8 w31 1 WwEOUUI UxOOEH
translations for these inverted Chinese lines in the three versions, with the

exception of line 12 of Translation 4, are all inversions. But as noted dove,

inversions are used to translate the other linesvhich in the source poem are in the

default word -OUET U8 w7 Uz UWUUEOUOEUDPOOQwWpP3UEQUOEUD OO W:
lines 2, 10, and 18 are all inverted. There is good reason to believe inversion is

EOVOUI Ox Ul EwpDPUTl WEwWYDI pwUOwI OEwUT T wODOI UwbpbDUT
POUEUwWPOwWODOI UwKOwh!l OWEOEwW! YwPOwUT T wOUEOQOUOE!
ODOIUwKwEOEwmIAwEOEwsIOzmeOwODOIwIYAowZUEIl
UxOPUUDPOT wUT T wOUDPT POEOwWODPOT Uwl Owhy OwE OE whWw
first half of each said original line so that s 1 O U &ht theJnord at the very end of

ti EUWUE O] wo Btéhe enddd inés® angl 18E O £ ws kat theerd of line 10)

can form a rhyming pair. The repetitive pattern is translated, with the addition

sl OUUI EOzwUI | 01 EUPOT WEwWOI UPEUOOUUWEUT Ox UwU
Ul EQwOOl wOEA wWEUT Ul wOT T wEEEDUDPOOWOI wsi OUUI EU:
SsEOOxOEPOUZ wi OUwWUT T wUEPEwWODPOI UOWEUUwWUT PUWEOI
POwWOOUWET I Owi OUwWUT T wOUEOGUOEUOUzZUwPOPUI OUwUO WL
would not have attempted such additions. Legge, who shared with Xu this

insistence upon translating with rhyme, is appreciated by Deeney (1992) who

compares+ 1 T 11 ZzUwWExxUOEET wUOOw UUT UUw6EOI azUob ws 6E
poem [not the one under discussion but another poem discussed in the source]

UBOx Qawhbl OOUI UsU0T 1T wOUDIT pt@épletdiatac@ducpuw ® G B of ®DIOwul
emphasis). Such difference in value of these two translators is obviously

demonstrated by the translations of Waley and Legge above.

Furthermore, a translator might also go so far as togive up repetition for
rhyming, as can be seen in the translation of lines 8 and 16 for Translations 4 and 5:

~ N o~ s PPN

POwW3UEOUOEUDPOOWKOwWs 3T 1T Ul wbOwdOUUwx UOmioU wx

OE
EOlUUwOUleEUlzwmpDU|wUTinEUwaOUEUwUTa@DOi
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vk AWEOUOEwWI EYI wET T OQwUIl OEIT Ul EWEUws bl zOOwi EYI 1

PT EUwPI zUI whOUUIT wlHe traddlafodscanGohievesntlaripp b E U1 w

structure like the source poem. In Translation 5 the structural inversions for lines 8

and 16 are perhaps even morerigorous to achieve the same purpose of rhyming (i.e.

PPUT wsUI xEPUz wubOwODPOI wt weOEwsi OPT T Wadub OwoObD Ol

could have beensTherewe shallT EYT wEwUI I UT 1 z AWEOEwWs 3T 1 Ul wNU

E O E wU ®Hich ddgldingve been sTherep I wUT EOOwi EYTI wNUUUDPEIT wEOE
The dilemma mapped out, which can be phrased asthe choice between rhyming

and retaining the suctural repetition, represents dichotomies between two dominant

poetic features in translation. | argue that the poetic argument offers an angle to

analyze such dichotomies without resorting to any purely subjective and dogmatic

view on which featureis s ET1 UUT Uz wUOwUT E0wOT 1T wOEUVUUT woOi wU!

objectively. With regard to rhyming, ( WET UT 1 wpPUT w/ OUOEwWUT EVws UT

Ul xT UPUDPOOwpdi Ul Owdil wuUT a0l EwPOUEUAWPUW?EOOY

EOOUDPEIT Uwl b hew sepetitive(pattgrosidGasubdie them to less repetitive

I BxUI UUPOOUZ wpE UwE b U I-REQUBItRU 35 CEOouu sYEYOYGDYU x B IhEnENCKE

sUI T UOUPEEOQwUI EUOEEOEazZwWUUEEDPOEUOGAWEEXxUUUI w!

as | have illustrated before (NOUT wUT E0wDOw/ OUOE7Z UWEEEOUOUwWs U

mean verbal repetition, but the sound device of rhyming.). In Chapter 3, | have

mentioned that in classical Chinese poetry rhyming pattern is seen to be detached

from its meaning (though notinthesT OUIl wUT EVUWE wUT a Ol EwbOUE wWEOI

anything), and soin order for a poet to follow a rhyming pattern, s/he might have

had to give up a word which s/he had picked if it did not rhyme with the other

chosen words. It seems therefore thatif a translator tries to carry rhyming as a

stricture of composition in classical Chinese poetry over to an English translation, it

is a matter of personal opinion as to what s/he regards as significant (in that a poem

UT OUOEws UOUOE wODPOI 7z wE wx (tic PekspectBd tianald@idauO OUT wo |

one. In the words of Hall (2002), EOQws E1 UUT 1 UPEwx1 UUx1 EUDYI OwEU

rational onez concernsd B x 1 UD1 OEDOT wbOwE wUI OE(@.R8y.Thda wUOOI

former is, understandably, intuitive and therefor e cannot be let in as part of an

objective account of the nature of poetry translation. The fact that rhyming seems to

stand apart from meaning perhaps justifies the resentment of an over-conscious

transference of the formal feature of Chinese poetry as rhyme to the target poem,

which may, rather than rendering a better translation, make the translation sound
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SEOTTTUI Ozwi UOOWUT T wxl UUxT EUDYI ha®i WEOwWS O1 OB
suggested’® What | would add is that while it would remain a personal view

whether or not for individual examples rhyming will make a translation better,

from the argumentative perspective the form-meaning relationship of repetition

should be retained as far as possible.To elaborate on repetition as a shared feature

between Chinese and English, | need to refer to the presumeduniversality of the

device. Kundera suggests that faithfulness to the source text is realized by retaining

the repetitive form in the translation as far as possible ¢ in a case where a

word/phrase is repeated three times, the translator should not translate it twice (as

EPUI EwbPOw" T1 UUI UOEOOwW! YAOwx3d wl WKAS w( OwbOUI |
sTBYI OQwi OUMIPOdudel EIVWWE Qi wUI E E CIDWOOA wip® EDHE Qauw 6 U
E O E wE U wHw 288) (CheStergnan acknowledges the universality of rhetorical

devices as repetition implied by Kundera. | would add to the implications derived

Eaw" 11 U0l UOEOOwWUT E0w* UBET UEZUWEUT UO01I O0wbOWE
translator would have to make a judgment on what the target text could accommodate

as far as a sourdext feature is concernad render a faithful translation. In the

anthology Shijing, the rampant repetitions of form across different stanzas are

"T DOl Ul uwPEPOOwWpODUI UEOOaA wO] EODPOT wsUT T wUDPOT B
suggestive of the potential of literary work to incite deep emotions on the part of

the readership. Using this example, | suggest that it is well to assume the effect of

repetition as a rhetorical device is quintessentially the same in Chinese and English.

3T 1T wUl xI UPUDPYI wUUUUEUUUI UOWET wUT 1 awEEUUDI Uw
El YPEI UZ WUUET wWEUwWs xEUEOOI OBWWO £WPDO Quis @O WHIHNXDI 1O
x] UUUEUDYI wUUOUIT OT UT Uz wp- PUwd w' OO1T Owl Yy Owx 8 |
emotional intensity which | argue is shared between Chinese and English. Therefore,

should the situation arise that the translator is in the dilemma of only bein g able to

transfer either a rhyming pattern or a repetition, the latter should be prioritized

over the former. For one thing, repetition transfers more of the source text

mathematically speaking. In this regard, | maintain the awareness which | have

indicated in Chapter 1, that merits in different translation versions are of different

magnitude, and therefore, many a time, judgment on the difference between the

3 @gnglish rhymes, especially masculinemieg in couplets, tend to have a jingling and comic effect, which is not
GKS OFI&aS 6A0GK / KAySasS NkKevySaod ¢KIIi Aa gKeé a2 Ylye NKeyY
(ibid, p.47)
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better and the best cannot be a matter of counting numbers. And yet, in the case
under considerationthe s T E D Oz wb Dday the dranslafidd €ounds more like a
poem to the ear for some, iISOEY P OUUOa wOOU wNU U U.& ih®lbsEimEa wOT 1T w
bothform and meaning as a result of the giving up of repetition which is a meaning -
bearing pattern, a shared form-meaning relationship between Chinese and English,
an objectively discernible similarity. Such an unjustified giving -up of repetition can
El wWEOOXxEUI EwPDUT w+DPOwW8UUEOT ZUWUUEOUOEUDOOWOI
ci poem discussel in the introduction of this chapter, where the literal senses of the
words are given up for words that carry the same associative meaning, with the
translator retainingUT I wOUDPT POEOZ UwUOUOEWUI x1 UPUDPOOBS w( O
as a result of notresorting to a more faithful literal translation is compensated for
EawUTl 1 ws EOUEOI wi EPOz wOl wxUIT UT UYDOT weOUT wlOT T
emotional meaning which is shared between Chinese and English.
| propose further that the form -meaning relationship of repetition being
different fromrhyming can be considered with reference to alliteration which, as
illustrated above and at the beginning of this chapter, is also a kind of repetition.
rhyming. The analysis concerned refers to ajueju (quatrain; a genre of recentstyle
poetry) poem by the TangPoet Meng Haoran (689 740):

1

1. 4 n Y
2. L
3. 6wWM Y
4. 0 ~  w] *

* The three words at the end of line 1, 2, and 4 rhyme when pronounced in Cantonese
Chinese: (hiu2), (niu3), ando (siu2)

Chun Xiao

1. spring sleep not realize dawn

2. everywhere - hear singing birds

3. night come wind rain sound (n.)
4. flowers fall know howmany -
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Translation:
The Dawn of Spring Gary Snyder

1. Springdeep, not yet awake to dawn,

2. | am full of birdsongs.

3. Throughout the night theounds of wind and rain
4

Who knows whatflowerdell.*
*The space inbt ween the | ast | ine might be an inten
the poetds consci daledorecmgizeavhal happenad white leewags hat h
asleep.

(leva, 2010, p. 72)

Poems of thejueju genre have to be composed with monorhyme, i.e. with
words of exactly the same vowel sound, but despite the stricture, the rule of
composition of jueju allows the poet freedom to choose whether or not to rhyme in
the first line, so the choice is between xAxA or AAXA (C. Egan, 2007, p. 249) the
i OUUWOI UUI UUwUIl xUl Ul OUPOT wUOT 1T wi OUUwWi POEOWPOL
rhyming word. Egan has discussed how the rhyme scheme of the source poem by
, 1 OT w' EOUEOOuwPkI PET wbUuw B Owl OEEOI UwUIT 1T wOEU!
startingpOP OUz wpEUWEDUI EwPOw( Il YEOQwI YhuYOwx8At AOwE
Ol ws EOOUUUT zwep" dwsT EOOWI YYAOwWx8! KNASwW3T T wOUI
commented on as having manipulated alliteration in a good way in the first line
and last line (I have underlined the alliterations in these lines) because the said
echoing effect of rhyming in the source poem comes through by the alliterations
(leva, 2010, p73.), thereby compensating for the loss entailed in the blankverse
translation. It would seem to me that this point of view represents somewhat a
mixing -up of the intentional with the accidental impact conveyed on the part of the
poet. Where a poet chose to use a rhyming word for line 1 (i.e. adopting the AAXA
scheme instead ofxAxA) as in this poetry example, one can perhaps suggest that
the rhyming words at the beginning and end which constitute a pair do help to
bring about a sense of completeness acoustically. However, it would be rather
difficult, if not altogether impossible, to suggest with cert ainty that it was the
intention of the poet in the first instance to choose to rhyme for the first line so that
the last poetic line can eventually be seen as an echo to it, thus giving the poem a
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VI.

sUI OUI wOi wEOOUUUI z 6 uacldénialaria Ee$uddd €hbjant®e a wN U U U wE |
x1 UET xUDOOwUDOxOawl EYDOT wOOWEOwWPDUT wOT 1 wxI UL
suggests all the more that the reading of poetry is a highly intuitive experience. |

have reservation, therefore, that rhyme is actually on a par with alliteration as an

approach to use in poetry translation.

Alliteration, as can be seen in theci poetry with sound repetition cited at the
beginning of this chapter, has a rhetorical impact which is expected to be a function
of its use, hence the u of the device, just like repetition in general, is intentional,
and where such is the case the formmeaning relationship should be taken care of
where possible. It follows that if alliteration is absent in the source poem in the first
instance, then it is highly questionable whether one can use it as a translation device.
Or rather, maybe one canalways use it as a strategy to translate, but what seems
DUUEUDPOOEOwWPUwWUOWUUTTT U0WUT ECwPUwhUwWUUI EwUO
rhyming possesses no form-meaning interaction, i.e. the kind that characterizes
alliteration as a repetitive pattern, not to mention the fact that the reader might not
be able to appreciate the alliteration used is an intention on the part of the translator
to convey the impact of the original rhyme, which is the impact as interpreted by
the translator himself/herself. Therefore, one should not assume that to substitute
alliteration for a rhyming pattern can be considered a justifiable choice objectively speaking,
just as from the argumentative perspective, one should not regard a rhyming pattern
without any formmeaning relationship as a good substitute for a repetitive pattern

Poetic argument of repetition as prose paraphrase

Discussion of the dilemma between retaining the rhyme or repetitive pattern leads

me to the other dichotomy, which is the choice between translating the rhyme and

prose paraphrase. The poem with repetition cited no doubt also has instances of

translation which have catered for prosodic concerns at the expense of the criterion

of accuracy, just like the examples of sequential structure discussed in the last

chapter. In Translations 3 and 4 of the poemShuo Shusee p. ¥4-145), line 8 of
SUEQUOEUDOOwWt wbUwUI OEIT Ul E wE U sush Bud Euasud B=OE zuuiD
t KOWEDBEwWODPO! wht wOi w3IUEOUOEUPOOWKWEUws 3T 1T Ul wl
PPUT ws UUEUI zwbOwUT 1T wxUT YPOUUWODO!I AOwbT I OWE w
x OUUPEOI wopl 61T dws 61 wbPOOwWI EYT wOUUwkOBET wlOl 1 UI
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| believe that there is good reason for L. Klein to say that he often found
rhymed English translations of classical Chinese poetry the poorer renditions
(personal communication, June 3, 2014, and | consider this comment particularly
valid when rhyme is seen to have been given precedence over accuracy. Where such
is not the case, then perhaps whether rhyming makes the translation any
EIl OUI UrpOUUI wEEOQWET wUI 1 O wnoywayEbike théerbyohe wb OE D VY
may continue to be used for those who, by adopting an aesthetic perspective, hold it
in high regard in defining a good poetry translation, rhyming is not a device which
needs to be preserved regardless. If the dilemma exists that a translator has to
choose between translatingwith rhyme andtransferring the poetic argument of
prose paraphrase as far as possible, choosing the former is from the argumentative
perspective unjustifiable, unjustifiable in the sense that the formal stricture of the
source poem is retained at the exgense of giving up accuracy in content.

All along | have been largely assuming translatability of the repetitive
pattern, but certainly a dilemma will exist from time to time that a translator sees
the need to give up structural regularity in translating th e meaning of the original.
With regard to this dilemma, | argue the argumentative perspective based upon the
prose paraphrase can also be referred to so as to come up with an objective account
of poetry translation. This understanding | demonstrate by another poem where it
can be seen the prose paraphrase is taken into account by the translator despite the
inevitable change in structure when translating the repetitive pattern.

The following example, titled Wind and Rain(Fengyu;M ), is taken from

Airs of the State of Zhen@hengfeng M ), a subcategory of Airs of the StategGuofeng

M ) in the Shijing anthology. It shares the formal feature of other poems in the Airs
category because it is a folksong where there is a rampant ug of reduplicatives and,
EUwOI OUPOOI Ewl EUODIT Uwb CepétitioDIBUE T vt 3 @5 TUTOWD Y Eul £
(Yu, 1994b, p.215; my emphasis). In order to present more clearly the said
reduplications which consist of repetition of sounds the poem is shown also with its
Pinyin Romanization:

M

1. M Y
feng yu qi gi (reduplicative adjective)
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2. Y

Ji ming jie jie(reduplicative onomatopoeia)
3. F 6 0 | ]

ji jan  jun  zi
4. N . A

yurf  hu bu yi

5 M Y
feng yu xiao xiao(reduplicative adjective)

6. L

Ji ming jiao jiao(rediplicative onomatopoeia)
7. | o 0 | Y

Ji jan  jun  zi
8. N A

yun hu bu chou

<

9. M ,
feng yu ru hui

10. N 5l
ji ming bu yi
11. 0 0 Y
ji jlan  jun  zi
12. n A

yun hu bu Xi

* Thi s i s ayanShueyrdongoif s a)yniclasgicdl Cline¢6&u, 2007). It is

usually used with the words that the speaker has already had in mind and the verb of saying
just helps to O6bring them outdé. There is an
made perfect sense without it, but here of eotirs word at least serves the function of

making the line tetrgyllabic in achieving a balanced metrical pattern.
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Fengyu

1. wind rain qi gi (chilly and cold)

2. cock crow jie jie

3. sincesee junzf T

4. yun how not calm

5. wind rain xiao xiao(whistlingand pattering)
6. ocock crow jiao jiao

7. dnce see junzi i

8. yun how not healed

9. wind rain like darkness
10. cock crow not stop

11. snce see junzi 1

12. yun how not joyous

*It is an honorific form of address.

Translation:

Fengyu Pauline Yu
1. Wind and rain are chilly ancbld;
2. The cocks crow all together.

3. Since | have seen my lord

4. How could | not be pleased?

Wind and rain sough and sigh.
The cocks crow in one voice.
Since | have seen my lord
How could | not be healed?

© N O

9. Wind and rain are dark as night;
10. The cocks crow cedessly.

11. Since | have seen my lord

12. How could | not be glad?

(Yu, 1994b, p.215)

The unsettling sight and sound of the rain and crow being in stark contrast
with reality , i.e. thejoy and light -heartednesson the part of the poet when seeing
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U1 junmig“is depicted in all the three stanzas, giving rise to a thematic repetitive
pattern. There is also exact repetition of the third line in each stanza (free verbal
repetition), i.e. lines 3, 7, and 11, and repetition with slight variations (all lines of all
three stanzas except for line 3, 7, and 11 as indicated). All of the twelve lines also
constitute examples of formal repetitiorbecause their form is identical with their
corresponding lines in other stanzas.

At a glance the translation seems regular enoudh in its transference of the
repetitive pattern. With a closer look, one would discern the kind of difficulty
associated with transference of the repetitive pattern. I illustrate with translations of
lines 1 and 2, and their corresponding lines in the secand stanza, lines 5 and 6. All
words in the first two lines are of the same grammatical form as their counterparts
POwODOI Uwk uwdep®BDOHE auk O% IwdE RHE QUE OF Wig RDODOO wi EET |
appears in the first stanza and is repeated in the secondstanza, are nouns, while the
POUEUwWPT PET wi 6000P wE QB kubORiEpEm@E tativesOu sadb @D 1 a |
POPO1 whA wi@E b) ard dAjecivedd dederibe the state of the wind and rain,
Pl DOl rosONEDRD I Nubdl | A ugfliGes)wgohBteépefddEWw Ul | WEOEOZz UWEUOP
translations, it can be seen thatdifferent formsare used to translate the reduplicatives
Ol wUOT 1T wUEOIT ws 1 UOU x finkingkatrs EIVE B BOEUWDIS W B Bug IEWWD TWIEWL B
i ©O0O0OP Uws b b OE wEadEaptedicat® wittutyd coOrBitaiedinmaid verbs
sUOUT T wEOGEWUPT T zwbUwUUI EwbPOwUT 1T wE Gdvérh Ux OOE B (
phrass EOQwWUOT 1 UT 1 Uz wbUwUUI E whbptepoSitdial pprasgsiBE O Wi U ws (
OO0l wYODPEIT 7z wbrdespondihgtine ihGhel EeEohdustar@a, i.e. line 6. The
Chinese reduplicatives are not retained simply because they often resist translation
in English.”™ There is a chance still that there are coincidental similarities between
languagest reduplicative ono matopoeias, for example, do exist in English, and to
achieve transference of the same repetitive pattern with slight variation in the
Chinese poem like the one under consideration, ideallythe translator should be able
to pin down two differentreduplicati ve onomatopoeias in English to translate the
UOUOEUWOEETl wEaAawWwEUOPUOwWPS! 6ws NDI NPl 7 wEOQOE ws NDI

A far from satisfactory but possibbne of theclosest Engghtranslationsh & W3Sy it SYI yQT AT Ay d SN
f20S GKSYS (KA& ¢ 2 NButokerinterpréfiondoQhe ydenfafe aldtt pasgitSeN®) =

acknowledged by Huang (2013).

®For verbs and adjectives the Chinese language has a patteedwgflication, examples dfoth can be found in

v A ycibbef Hig@gedn this chapter (p.123124).See Appendix | Note 31 @07) for discussion of an

example of verb reduplication in modern Chinese
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at the same timshould be grammatically compatible with the rest of the translated
words in the same line. The counterpart s E Gadapdle-E OOz wbOw$ OT OPUT wUI |
Ewl OOEWET OPEI OWEUUWOEYPOUUOAOWPOWOUET UwlUOwUI
YEUPEUDOOwmDdI1 6 ws Nb O P CanathBrdnbni@pogiambEi€hE ws NP OB OT
sounds slightly different is needed so that the translator may translate the lines as
s3I 1 WEOEOZUWEUOPz wi 60006P1 EwEawUT 1 wi PUU0wWOOO
followed by another slightly different onomatopoeia, hence retaining in full the
repetitive pattern with slight variation. The fact U1 E U ussdéo@&EDHO Oz wUT 1 OU wUT |
E O E Oz U wE-addédie 4 EXGENO simply repeat it again in the second stanza.
The translator here, instead of doing thafyives up on the onomatopoeia and replaces
UT1 OwbbPUT ws EOOwWUOT T UTT Uz wpEQWEEYT UEwxT UEUT A
xT UEUI Adw Uwi OUws 2P 2P7 WEOEwWs RPEORPEOZ wubOwoObD (
there is a set of two different English reduplicative a djectives that can transfer the
Ul xT UPUDPYIT wxEUUI UOWEEUOUUWUT T wOPOwWODOT UB w( O
UUEOUOEUI wOT T weENI EUDPYI ws D@Dz wEI Ul Uws PDOE wl
xUl EPEEUI ws @b @Dz wb Granbldted intd Enpliéh abltheiadidt®é Owpb T 1 Ow
xI UEUI ws ET POOAWEOEWEOOEz wlOIl E1 UUPUEUT UwUT T wOl
grammatical, which is an addition that is abse® O w07 I wUOUUET wUI RUBd w Uuw
OP Ol wk Owb U wb U wNndethaut@ Badslatos carEfigiig eqiv@lentin 1 wU
$01 OPUT OwbPdil G wWEwWUI EUxOPEEUDYI wEENI EUBDYI] wbpbUI
and unlike line 1, she settles for a translation with no linking verb needed when
EOUT wsUOUT T zwEOE werhsD1 I ZzwEUI wx Ul EPEEUI

(1 wOOws i OEVUWOOWUT 1T ulakohsthE1960upi 36akiereetd U wO b O wl
to in the last chapter is a general statement of poetic function, a specific part of it,
and also a much-cited part in poetic studies is ) E O O E Wdv@hatlthe poeti ¢
 UOEUDPOOws xUONI EUUWUT T wxUDPOEDXxOI woOi wi gUDYEOI
Ol WEOOCEDPOEUDOOZ WpPEPEOWx8t KWAS wW3T T wOEUUI Uwb
UUxT UDPOx OUI EwOOWEOOUDPT UPUaAZOWEWUUT woi wOEODT Ul
Jakobson (and discussed in footnote no. 64 on p132). As mentioned, the quote
EEOUUws UDOPOEUDPUAZWETI DOT wsUUxT UPOxOUI EwOOWE ¢

®1t needs to be pointed out that the life 6 2 dzii (i K § dd@£ndtihdava subjetirédicate relationship; the
colon used in ths English translatiocan be a way to represemtrelationship ofuxtaposition(see Appendix | Note
32 on p.307 for another translation example with colon to reent such a relationship)
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easily applied to the repetitive pattern parallelism(i.e. repetition with slight

variation as defined earlier in this chapter; see p. 18) in classical Chinese poetry.

The ease of application to describing Chinese poetic parallelismalso holds true for

) EOOEUOOz Uw@UOUI wEPUI EWEUwWUT T weEl T POODOT woOi w!
equivalenceoncerns the equationof grammatical categories across different lines in a

repetitive pattern (e.g. a verb is matched with another verb, a noun with another

noun, an adjective with another adjective, and the like). Here, again, it can be seen

that the reduplicatb Y1 wEENI EUDPYI Uws 2P@P7 WEOEwWs RPEORDPEO
stanzas of the poem just discussed are of thesamepart of speech (hence exhibiting

equivalence They are selection@mongst a paradigm of reduplicative adjectives and

are combineadvith ot her words with which they form a poetic line (in this case

si 1 01 aUzwebbOE wE tEnwhidh B Gpedtedeaimbrawol | w

separate lines, hence also exhibiting the principle of equivalence Together, these

equivalent forms combine to form s Uldettess WEOE WEUIT EUIl OwbOwUi 1 wp O
PrNWY AwDOWEOEOaabDOT wxOl UPEwi UCEUPOOwWxUOxOUI |
Ul OEUDPOOUwWPDBUT B O wwhithudsallylsiiould te-ermefyé ip aupx 6+ K A
translation given the significance attributed to repeti tion which | have argued for .

3T 1T wWUEOT wExxOPI UwUOws NPl NPl Z wWEOEwWs NPEONDPEOZ
onomatopoeias as indicated, and areselectedind combined DUT ws NDODOT 7z wpE OF
as a sequence in two poetic lines which form a repetitive pattern of parallelism. As |

have already mentioned, this strictly symmetrical form which characterizes poetic

OEOT UET T WEEOWET WwEOOUPEIT Ul EWEOwWI xDUOOT wodi ws U
patterns across two lines in different stanzas are not really transferred in their

entirety with the said shifts in grammatical form and structure, but the translation
OEaAawUUDPOOWETI WEEEOUOUI Ewi OUWE UWE wingi®dri | UOwUI
UOPUOOzZ OWEUWPOEPEEUI EWEAwWws EOOwWUOT 1 UT T Uz wEODE
proper, have captured the sound similarity of the original allitera tion, but more

importantly the translations retain the meanin@® i WET DPOOWE OE WEOOE Ol UU wmp:
UET Ol wOi wUEDPOwWxEUUI UPOT WEOCEWPDOEWEOOPDOT wbOl
by the translator have perceivably reflected a clear attempt on her part to adopt a

flexible translation approach, but at the same time the changes still adhere to the

meaning dimension of the poetic argument, i.e. the prose paraphrase of the poem.
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To this observation | can add an understanding | have already proposed in Chapter

1 and the last chapter, that a meaningful discussion of the nature of translation does

not evolve around inevitable untranslatability, but the way to maximize

translatability with the limitations at hand. The prose paraphrase has given a basis

for the translator to rely on to manipulate the similarities between Chinese and

English as far as possible, in a way that at least the repetitive pattern can be

referringto JEOOEUOOwphNt YAWET EPOOwWUT EVOwUT T ws UT 11 UI
not predominant, is after -all part of a poem. As the translation example

demonstralUl UOwUT T ws Ul 1 & Wi HOWE WD wi UBDEEDIOWE UT z wE E Ow
where necessary to mitigate the problem of untranslatability. | argue that this is a

well -grounded translation approach based upon the argumentative perspective.

3l PUWUUEOUOEUDOOwWI REOXx Ol wbUWEOUOwWUI OPODPUE

PEl EwOl wsi EPUTT UOOI UUz wubOWUUEOUOEUDOOO

BecauseChinese and English happen to resemble each other in construction and
word order, it is possible + and proper, | think ¢ to stick close to the syntax of the
original when translating from classical Chinese. But one should keep in mind that
such fidelity is possible only through an accident of langudd® English translator
from classical Japanese, for example, must depart constantly from the word order of
the original if he is to make sense, and yet we would hardly be justified in accusing
him of infideli ty or excessive license. One should, | feel, avoid making a fetish of
Ol Ul wODPUI UEODUOWE OE wtattEdeinar®I00 UrlrdDU B WiPEIOWd i |
prevails among some translators today. (Watson, 1978, p. 28; my emphasis)
This view, as far as | can see, igbout prioritiesin translation and still applies
today. A smooth translation that leads to an accurate transference ofmeaningshould
come beforeequivalence in form.e. if it is resolved that the two cannot be retained
together. Perceivably the repetitive pattern often cannot be translated in its entirety,
but at least the prose paraphrase as poetic argument can always act as a control to
determine whether a translator has tried his/her best not to depart from the source
x Ol Oz UWEOOUIT O U énslatidh OfualBtesdiidn ithe Oi podrd referred to in
Ul EUPOOw( ( (wOl wUT PUWET ExUl UWEEQWEOUOWET WweobdO!
EUT UO1I O0wOi wxUOUI wx EUE x| EBUIEQW®OWOR Wb WiwiOwWWE O
demonstration of any reckless changes of he original, but justifiable re -creation
which adheres to the principle of faithfulness to the content of the source poem.
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VII. Interpretation of a poem and the emotional meaning in repetition

Now | would like to refer to another poem LU Yi (Green Garment ), also from
Shijing (in Airs ofthe State oBei[Beifeng 'w'$ 7, & subsection ofAirs of the States
this time foregrounding the issue of interpretationin poetry , which is not an end to
itself. Usings DO U T U x Un sUCEAOERUI 7 IKequbBnoerk i© Eamslation studies™
as the basis of discussion, largue that an objective description of the nature of
poetry translation is made possible in the light of the argumentative perspective.
Just below is the source poem with its word -for-word rendering:
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Kearney(2007)hasnoted that one of the earliest words for a translator in Greek Wasneneusand in Latin
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interpretation istranslation
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LU Yi

1. geen Xi(aux.)* garment Xi(aux.)

2. green garment yellow lining

3. heart zhi(aux.)**  worries (n.) yi(aux.)***
4. how wei(aux.)**** that end

5. green Xi (aux.) garment Xi(aux.)

6. green garment yellow lowergarment
7. heart zhi(aux.) worries (n.) yi(aux.)

8. how wei(aux.) that forget

9. green Xi (aux.) silk Xi(aux.)

10. you sugpro.)***** make Xi(aux.)

11. 1 think-about  ancient person* ks
12. make no mistake Xi (aux.)

13. finehempcloth Xi (aux.) roughhempcloth Xi (aux.)

14. chilly-andcold gi (aux.)*****hecausef wind
15. | think-of ancient person
16. really win my heart

* This is a structural auxiliary which expresses kmmeatory tone

** This is a structural auxiliary indicating a possessive relatiagighiporries of the hedrt
***This is a tone auxiliary put at the end of an exclamation.

**** This is a tone auxiliary used to indicate the line is a statemecit of fa

kG Sued a pronoun when used wiHH)refestother b whi ct
6thingé, i.e. the O6sil kb6 which is made by 0y

¥k x ok xk  §Gurend means s onpuerdielW)fcan@lsomedne anci en
g@urerd@ W) which means the dead.

MR *Bot h 6qi 6 a mthe grevious ling) ardarixiliériastwitheno sulbstantive
meaning.
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11 x1 UPUDPOOWPOwWUT PUwx Ol OWEOT Uwhtosl 1 OwU O
and Fengyy i.e. the last two examples discussed, where almost all poetic lines in the
first stanza appear again as either free verbal repetition or parallelism (i.e. partial
verbal repetition) in the subsequent stanzas. Despite such a lack of regularity, one
can still see the first two stanzas of this poem form a clear repetitive pattern with
almost all lines in the first stanza appearing again in the second stanza (constituting
free verbal repetition), while the third and fourth stanzas stand as a different set of
repetitive pattern though by no means as regular as the one constituted by the first
two stanzas (e.g. ines 10 and 14 are not similar structurally, and the same applies to
lines 12 and 16). To argue that this poem is still an example of textual repetition,
perhaps again a widening of the sense of the word is in order: Gracia (1995)
UUOTTT U0UwWUT Bl wd &Gu Bipdweedd 1 Ul OUPEUT Ewi UOOws U
SEWOPOEWOI wUUUPEUwWOI ET EOPEEOWUI x1 UPUDPOOZ wbl i
I YI UaOwUEaAaOws Ul PUEwI OUPUa wb OwEwilil W@E Waudd aul O
repetition, but only a kind of it. Such a dissociation of repetition from regularity
enables me to include poetry examples like the above as instances of textual
repetition, where there is no exact repetition of the same words/phrases throughout
the poem at regular intervalsl argue that the different repetitive patternaork together
to form a network of repetitions to make meaning, and the repetitions are made
coherent by the poetic theme (of which there are different interpretations as
explained below). Textual repetition , in this sense, is not necessarily about a
display of regularity; it is a network of repetitions that operate at the level of the
text, and in this way the network can also be considered a kind of thematic
repetition.

Below are the four translations of this poem. The parts marked in italics are
additions by the translator.

Translation 1;

Brave Thoughts Launcelot CranmeByng
1. Green is the upper robe,

2. Green with a yellow lining;

3. My sorrow none may probe,

4. Nor can | cease repining.
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Green is the upper robe,
The lower garb is yellow;
My sorrow none may probe,
Nor any season mellow.

© N oo

9. The silk was of emerald dye,*

10. Ah! this was all your doing;

11. But | dream of an age gone by
12. To keep my heart from rueing.

13.Fine |l inen or coar se, 6tis col

14. But all | have to dress me
15. So | think of the men of old,
16. And find brave thoughts possess me.

* Yarns of silk are dyed green before they are woven into cloth.

(Cranmer-Byng, 1908, p.44)

Translation 2:

Green Wear Zhao Yanchun

1. Oh, greenis my green wear,

2. Avyellow shirt inside.

3. My heartods | aden with care
4. That will ever abide.

Oh, green is my green wear,

A yellow vest inside.

My heartés | aden with care
That will me override.

© N OO

9. Oh, green is the silk line

10. That you made long and long.
11. Oh, dear, for you I pine;

12. You used to right myrang.

13. Oh, linen coarse or fine
14.1s col d when wind bl ows throo
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15. Oh, dear, for you | pine;
16. Indeed, you suit me true.

(Zhao, n.d.)
Translation 3:

Lal[Ld Y] James Legge

1. When the upper robe is green,
2. With a yellow lining seen,
There we have a certain,toke
Right is wronged and order broken.
3. How can sorrow from my heart
4. In a case like this depart?

(Line 5 missing)

6. Lower garment yell owds bl aze.
Thus it is that favorite mean
In the place of wife is seen.

7. Vain the conflict with my grief:
8. Memory denig relief.

9. Yes, Otwas you the green who dyed,
10.You who fed the favoriteds pride,

Anger rises in my heatrt,
Pierces it as with a dart.
11. But on ancient rules lean |,
12. Lest to wrong my thoughts should fly.

13. Fine or coarsdf, thin the dress

14. Cold winds always cause distress.
Hard my lot, my sorrow deep,
But my thoughts in check | keep.

15.& 16. Ancient stories bring to mind
Sufferers who were resigned.

(Legge, 1967, p. 287)
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Translation 4 :

Untitled Arthur Waley
1. THE LADY: Heighthe green coat,
2. The green coat, yellow lined!

3. The sorrow of my heart,

4. Will it ever cease?

Heigh, the green coat,
Green coat and yellow shirt!
The sorrow of my heart,
Will it ever end?

© N o o

9. THE MAN: Heigh, the green threads!

10. It was you who sewed them.

11. 1 O Itdue tdoney old love,

12.1' f only sheo6ll forgive me.

13. Broadstitch and open work,*

14. Are cold when the wind comes.

15.1 61 | be true to my old Love
16. Who truly holds my heart.

*This is the O6symbol of the new mistressédé as
(Waley, 1954, p.58)

The repetitive patterns of the poem are likewise too conspicuous to ignore for
the translators. Translations 1 and 2 in particular have a simple syntax and
directness in presentation, which appear to be able to transfer the repetitive patterns
of the source poem the most clearly. But as far as the translations are concerned,
what strikes one as especially obvious are the differentinterpretationsof the poetic
UT1 01 dws (OUI UxUI UEUPOOZ OWEUWOI OUPOOI Ewl EUODI
and it will be recalled that in Chapter 1 | have indicated the intention to revisit long -
discussed topics in translation studies from time to time in the light of the
argumentative perspective. The following illustration on interpretation will bring
me back to how repetition, an aspect of the structural dimension of poetic argument,
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represents a useful perspective to adopt for a well-reasoned, objective description of
poetry translation.

As far as the theme is concerned, one of the several possible intgsretations is
this is an elegiac poem (daowang shi; ™M ) written by a widower to mourn his
dead wife. This interpretation is the most conspicuously reflected in Translation 2,
and possibly Translation 1 as well where the last two lines express determination of
the poet not to be consumed with grief as he draws courage from the ancient people,
an interpretation different from that of Translation 2. Often the concise nature of
classical Chinese’® as well as documentary evidence (some contradictory), can
render interpretation of individual lines or theme of a poem contentious, and no
OO0l WEEOWUEaAWEOOEOUUDLYI Oawbi ECwUT T wOOUUws EQUL
interpretations can be appreciated as a fact about the reading of poetry. Fang (2014),
while acknowledgi ng the elegiac theme is the most popularly adopted, also makes a
speculation with evidence that the poem is most likely composed by Zhuang Jiang
(dates of birth and death unknown), a princess of the State of Qi during the Spring
and Autumn Periodvho was deserted by her husband, an interpretation echoed by
EOOUI 1 UwEOEOaAaUUOwWUT E0w9T UEOT ws OOUUWEWEOOXx1 Ut
OUUwOl wi EYOUWPPUT wil UwOOUEZ wp8d w9l OUOwI! YhyOl
obviously adopted by Legge (1967), who translated the poem as a plaint poem with
Ul 1l wuwbOOUUUUEUDPOOWEUwWI 6000PUOwWws 3T T w+L w( wegl UT I
complaint, sad but resigned, of a neglected wifewpx 8 | + A6 w2 UET wEOwWUOEIT U
based upon the cultural-specific elements inthl wx O1 0o wUT 1 WEOOOUws al OC
"I DPOEWPUWEwWUAOEOOWOI wuba E O UzhedgseAErB;giednOET wWE O w
OOwUT 1T wOUT T Uwi EOE O yieddd w k yukidd] 1883, QE®) hanw BFOOOU Z wp
blue and yellow . These two colorsare symbolic representations respectively of a
wife who has lost the favor of her husband and the new favorite, the concubine .
With this analogy, the poem implies that the one who supposedly has the orthodox
x OUPUDOOWEIT EOOI UwUI EOOEEUVUAOWDST 6wli 1 wODODPOT
stanza, while the one who should have assumed a secondary position becomes
whatcanbesd Owi UOOwWUT | wOUUUPET OQOwUT T wsT UIl'l OWEOEUZ

oA N A e s

®Kao and Mei (1978)oted thatW/ KAy S&aS Aa F+ fly3dz 3S 6S+]1 Ay aeyidlE G2
weakened by variousconyeli A 2y a Ay wSOSyid {dGeftS LRSGNRBQ 0L HyTOO®



oA X A e s

rendered the additions (in italics) PO w+1 T 11 ZUWUUEOUOEUDPOOwp3 UEOL

The symbolic meaning of the colors as said has also invited the analysis that
the poem was written with the voice of the wife of a high -ranking official during
the Zhou Dynasty (1100-256 B.C.), or of the king of a \assal state inthe same period.
The poet tried to teach her unmarried daughter that she should wear clothes in a
way that the colors align with the then clothing etiquette system. The proper way to
make clothes for the Upper Class at that time was to havethe yarns of silk dyed
(into green) first (see line 9 of Translations 1 and 3) before they were woven into
EOOUT UGB w3T 1T whpOUUDPI UwET xDEUI EwPOwWUT T wx Ol OOwUI
Ul 1T wEEUTT Ul UwoOPT T Uwi EPOwWIT 1 U Gheladt Badda whd| 1 ws EOE |
knew the proper rules are the ones to learn from (Mingzhu, n.d.).

~ N o~ - PN

relationship, and the poem is translated as having two voices: the complaints of the
wife (first an d second stanzas) echoed by the regrets of the husband (third and
fourth stanzas).

Perhaps from the outset, one could relate discussion ofinterpretation of the
meaningof the poem to translation of the poetic argument itsglimainly because of the
O E Uslbéirg ™entified as the prose paraphrase of a poem. But quite obviously at
the same time instances of interpretation per sgland misinterpretationtoo, for that
matter) of a poem are typical examples of isolateddiscussions (See Chapter 1, section
VI) ¢ the translations of LU Yi demonstrate how the interpretations of translators can
deviate from one another to a large extent, and any research study may focus on the
theme of a poem, citing documentary evidence or background of the poet, and
speculate on the most likely reading while contending views which are different. In
Shuo Shuthe first poetry example discussed above Balcom (2001) makes it a point
Pl OOUI 7z uvaBslatiokhedadsetbelaristocracies should not be perceived as
having ignored the commoners, but quite the opposite: they were in fact paying the

P¢KS 62 NR )Wihk segoldBtanza means the lower garm&§tak | y 3 ¢  kivt §He yipper garment

Ay
|

FYOASY Ul (GwBSa KE ORGSR I¢ANNSYyd CHEKRNRAL NI 6 GHZKAYS&B S
" A gewt 0Q@®
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people too much attention by taxing them heavily (though | might as a reader also

take the translation to mean that they did not careabout the well -being of the people

at all and this made the people feel ignored). Issues of interpretation, or instances

perceived to have been misinterpreted are manifold, on which analysts might

depend to explain how mistranslatio n is a result of misinterpretation. Eoyang (1975)
UTTOUwUOOwWI EYT wEwWl OOEwUl EUOCOWUOWEUDUDPEDAT ws 4l
Yi (Black garment, w ) in Airs of the State of Zheng M ) in the Airs category of

ShijingEUWE OQwi REOx Ol wdl ws DbWEEEQMDIO] mqrOd wA NAOwUT E
EOUOUI OOUZwbUws UEOCODPOT WEEOUUwWI UDOT 1T wiel O i O
affectionately and softly to her husband (see Appendix | Note 33 on p. 307-310 for

two other examples on issues of interpretation in translation). Translation issues of

individual examples such as these can be interesting to discuss by themselves, but

the discussion concerned defies generalizdion, and it is therefore not particularly

useful where generalization is aimed for. And in any case, discussions of how a

single poem should be interpreted or has been misinterpreted are difficult to be

considered part and parcel of the poetic argument wh en they do not constitute the

substance of the transference of the formmeaning relationship embodied by the

poetic argument.

If ever any conclusion can be drawn on what the most likelyinterpretation for
Ewx Ol Owp( wi EYT wxUUxOUI U¥00EdLEYOOEWEWY EAWOI &l
argue that such conclusion is eithera result of rigorous research, or some taken-for-
granted presumption on the part of the translator. In situations where the
interpretation of a poem cannot be ascertained, one can only treat the situation and
the various translations arising from distinct interpretations as a matter of facgtwhile
trusting that for any responsible translator who cares about faithfulness their
rendition should be a reliable interpretation to the best of the ir knowledge.

| argue in any case that issues of interpretation related to the content of the
source poem should stand aloof from the argumentative perspective though
without a doubt interpretation will determine how the poem is translated. Such
reasoningEEQU U wUT 1T wUOO!T woOi ws DOUT UxUIT UEUDPOOz wbOwE
UOEIT UUUOOEwWPDUT wUI i1 Ul OETl wOOwW2EOUUZUwml YYY AL

A N N o~ s PPN ..

POYOOYI EwPOWUIT 1 wxUOBEI UUwWOI wUOUEBOUOEUDODOB W31 1 1
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Ul | T the nedin efs text for its meanirtrough association, linguistic

POYI UUPT EUPOOWEOEWXEUEODPOT UDUUPEwWDOxtheUz OwUT |
re-presentation of a text in its textualiiyy another language by translation,

transposition or othermi EOUz OwE OE wi B OE O 0 ath@ préskritation 61th&) E OB O1
meaning of the source texn interpretation of the source text, in a companion text, in

EOQOOUT T UwOEODT UET T zwopxd whyNYOwbOawl OxT EUPUAS w( |
rather absolute demarcation amongst three aspects is drawn with the separate

something done at the pre-translationstage (or mostlyat least), as reading a text for

its meaningisapUil Ul gUBPUDUIT wi OUwWwOOT wUOWET wEEOT wOOwUC
the stage where issues of interpretation that cause debates and controversies

T Exx]l O w2UET wPUwOAawWEEEDPUDPOOOWDI wOOUWOENI EUD (
reservation about is separdd D OT wUT I ws Ol UEUI RUUEOz wi UOOwWUT T
xUl Ul OUEUDPOO WOl wli |l wOl EOPOT wOIl wUOT 1T wUOUUET wUl
s Ol UEODPOT UPUUPD E 7 bowddmeBniddis predantBdd thét is to Bay,| w

sT OpwOIl EOPOT ubBux U T wib EG (BEigPpuO UOE wUOET UUUEOE WU
x UOET UUwPT PET Owb O w2pkeseitaiiqn bfia ek I EsleRtuafitydnus U1 1T wU I
EOOUT 1 UwOEOT UET I ZWEUWEDUI E6ws 31 RUUEOPUAZ QOWET
(1981), is what makes a text a text ad consists of seven major standards® Given the

i EEOwUT ECwOOT woOil wOT 1T Ul wUUEOEEUEUWPUWSEOT T UD(
Hasan (1976) has repetition as one of its realizations, repetition may be considered a

component of textuality. Gracia (1995) cied earlier in this chapter has made it

I RxOPEPUWUT EQws?211 x1 UPUDPOO?» wUI 1 OUwUOWET wE wU ¢
requirement of textuality wopx & Wt Owda wi OxT EUPUAS ww( Owp OUOE
UT EQwPT DOT wlOT T ws O UEUIT Riwdpeocegsesin@rénsiaiahicdn E OD O1 U
be viewed as separate conceptually, in reality they represent how the presentation

Ol wOT 1T wsUUUUEOUUT ZzwpUT xT UPUDPOOAWOT WEwWx O Qwml
PDOUI UEEUUwWPBUT wOT T wsxUIT Ul O Ghidgt@O wdi wdl EODOIT :
sOl UEOPOT UPUUPEZ wWUUET 1 A8 w( UwbtionoUsiritreue. OEUD O«
the latter affecting the former) that characterizesepetition, an aspect of the

structural dimension of the poetic argument. Interpretation of the mea ning of the

repetitive structure is different frominterpretation of the meaning of the poem that

¥ The seven standards of textuality they propose @sbesion, coherence, intentionality, acceptiityi
informativity, situationality and intertextualit{ibid, p.19).
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VIII.

ET OOO0T UwUOwWUT T wYl Uawi PUUUws Ul RUUEOZ WUUET T wb
argumentative perspective, by taking into account transference of repetition, onl y
caters for its form-meaning relationship, which preemptghe controversies amongst
EDIi T T Ul OUwx OUUPEOI wbOUI UxUI UEUPOOU WOl wlUi 1T wE-
Ul 1T wUl OUT wOT E0wPOUI UxUI UEUDPOOWEUwWUIitor ws Ul RUOUL
hasalready made OO WE | T E O utéxi readetshid andisEHérdefbré&taken for
granted. The argumentative perspective, as a result, is devoid of the subjectivity
EOQOEwWUOEI UUEDPOUDPI UwbkbT PET wbUUUI UwoOi wbG&I1 UxUI Ul
to. And with regard to the meaning of repetition, | am referring to the emotional
meaning, which asdelineated in Chapter 2 is the meaning component in the form -
meaning relationship embodied by repetition ¢ more specifically, repetition can be
s 00 0O Usean’2Q0a g 1091).
OOwWPOWEOOOwW( WEUT Ul wi OUwUT 1T whET EwUT EVWE wl
with regard to my research objective is based on the intertwining relat ionship
between form and meaning in repetition. From the argumentative perspective, it is
the transference of the form-meaning relation of a repetitive pattern that matters as
it is an approach which manipulates the similarity between Chinese and Endksle
again the illustration on p. 149-150) without regard to the possibly never -ending
EUT UOI O0wOOwhOUI UxUI UEUPOOWOT wUT 1T wx Ol OWEUwUI
understanding explains how the argumentative perspective gives rise to an
objective acount of the nature of poetry translation.

Emotional meaning in repetition and its interpretation by individual readers

It is also within expectation that there is room for individual readers to interpret the

repetitive pattern in their own way, so wheth er the poetic argument of repetition is

conveyed successfully might be difficult to ascertain after -all. For example, what a

reader considers to be obsession with the use of repetition may sound like

determination for another. By saying this | am also implying the idea that a text

EOIl UwOOUws 01 EOz wEGAUT POT wUOUPOwWPUwWPUwWHOUIT Ux I
1978). With regard to this concern, | argue repetition is a device the retaining of

which in a translation enables one to create, in the wordsOl w2 EOUU wml YYY AOuws
CUEUT T OwUI RO whPPUT wUUI | PEPI OUW?PUUEEDPODPUa? Ow’
readerly exploration, but sufficiently unstable to keep the text, and its interpretation,
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Ox1 OOwWEIT YI OOxEEOI OwE Y E b OE Edpétitiot)rétaited, HPET z wpx &

shared feature between Chinese and English, and its emotional meaning transferred,

Pl PET wxUl UUOEEQa wWEEOQWET wExxUl EPEUI EwWEa wEOQwWS$ ¢

sUI ROUEOQWEUUOOOO0az wOI wUOT T w3 3 witpddépetition O wU1 B U A wl

Ul OUOGEwWOOUwWUI EEwsi OUI BT Oz uwbOWEWUUEOUOEUDOOO!

repetitive form may lead to the result that not all readers would necessarily have

Ul 1 wUEOT wUl UxOO0UT wUOwPUUwWUUI Ow'l talrénsladd T T ws DO

should simply take as given. Chesterman (2017) acknowledges that Kundera, in

EPUEUUUDOT wOT T wuUl xI UPUDYIT wxEUUI UOOwWI EVWEUUUC

actual response will stay separate from the need to render a translation which is

sOUOEOOa WEUWEOOUI WEUwx OUUPEOT wlOOwWUT T wOUDT POE

be transferred without Ul T EUE w0 OQws Ul EET Uz Uwl BRx1 EUEUDOOUZC

Ei i TEQwUI EET UUZ OWEOQGE wi OPwUT 1 wUT 1 UOUDPEEOQWET Vi
2 E O Vidhzthat a translation should at the same time be sufficiently stable

EOEwWUOUUEEOI WEOEwW* UOETI UEZUWEOOYPEUDOOWOOWUT |

EOOUPEI UPOT wUI EET UUzwl BRx1 EVUEUDOOUOWEOUT woi wl

making translation decisions, can only take into account features the sharing of

which between the source and target language is perceivable, though s/he need not

EQEwWUT OUOEwWOOUWET Oawlil T wi EECwUT EVwUIT EET UUZ wl

vary in the end. The argumentative perspective also represents such a view in the

Ul OUTl wOT E0wPUwUT I UEPOUWI UOOWEDUEUUUDOT wUOXI |

translation decisions, and has thus achieved objectivity in describing the nature of

poetry translation.

Repetition as poetic argument and the new translation theory

Repetition, the second aspect of the poetic argument, its discussion in the context of

poetry translation is based upon the desirability to retain it just like sequential

structure, but for repetition the linguistic d ifferences between the source and target

OEOT UET T wOOUI wODPOI OawbOYDPUI wUI T wOOxPEwWOI ws EH
perspective suggests the approach adopted in the end neds to demonstrate the

translator has attempted to transfer the similarities between Chinese and English as

far as practicable. | have tried to argue that if using a repetitive pattern structurally

akin to the source poem is not possible, then the translabr should translate in a way
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UUET wUOl E0wwEQaws Ul OOOET EwUI x1 UPUPOOZ wbUWE U w(

chapter chiefly in the light of the significance and rel evance of the kind of response

Pl PET WEEOWE] wUIl EUOOEEOawl BRx1 EUI EwEaAawWwOEODxXx UOHI

and target language. The transference of repetition also shows that there is room for

translators to manipulate the similarities between the t wo languages in their own

way (as certainly there are different ways to translate the same repetitive pattern).
OOwWPOWEOOOws Ul xI UPUPOOZ WPUWEOUOWE wx Ol UPEwI |

poetry translation is based, and contributes to construction of a simple and

accommodating theory which | elaborate in the final chapter.

Summary of chapter

In this chapter, | have discussed repetition as a paradigmatic dimension of the
poetic argument, acknowledging the difficulties as well as possibility of its
translation. Then on the basis of translation examples which demonstrate
consistency in the transference of the repetitive form, | propose that repetition
should be preserved as a shared formtmeaning relationship between Chinese and
English. Such a desirability of transference | also discuss in a context of

SEDPETI OUOOPI UzOwWEUwW( wi BRx OEPOwPT awuUl xI UPBPUDOOwW!
poetic feature rhyming with regard to the difference between the two rhetorical
devices. Then | suggest that in translating a poem with parallelism as repetition ,
which is a feature susceptible to untranslatability, a translator can at least takeinto
account and transfer the prose paraphrase as poetic argimentP D UT wE ws Ul OOOEI E
repetitive pattern , the prose paraphrase ako being a kind of control for translating
repetition from the argumentative perspective. Lastly, | have argued that the poetic
argument of repetition has a meaning, the emotional overtone which is presumed
and is somewhat consistent across the source andarget readership, and compared
it to the propositional content of a poem which can be open to different
interpretations giving rise to discussions of isolated issues regarding what the
accurate interpretation and hence translation should be. | have suggeged also
stability of the emotional meaning conveyed with repetition pre -empts concerns
about the idiosyncratic response of readers to a translation. Towards the end of this
chapter, the point that the poetic argument of repetition achievesan objective

172



EIl DPOT wsEEEOOOOEEUDPOT zwlOi wUi | wOl PwUOUEOUOEUDO
In Chapter 6 | continue with my discussion of the argumentative perspective,

focusing on the poetic argument as metaphor which, unlike sequential structure

and repetition, exhibits a structure of meaning which is relatively abstract, but the

employment of which also helps me demonstrate how poetry translation can be

described objectively; at the same time | demonstrate it is no lessuseful an aspect

that renders the construction of a simple and accommodating translation theory.
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CHAPTER 6
Third Aspect of the Poetic Argument : Metaphor
l. Introduction

This chapter concerns the third aspect of the poetic argument, i.e. metaphor. My
discussion progresses as follows:instead of using the notion right -away to analyze

A z S

used in the Western context. Only after that do | give an account of what is assumed

UOWET wOT T wOOUDOOZzUwW" T BOI Ul wddiy(xQ End gimgg U0 U OwUT |
( YOwbl PET w( wEOOXxEUI whPUT ws Ol UExT OUzd8w 1 Ul UwC
YEOPEPUAwWUOwWUUI ws Ol UExT OUz wUOWET UEUPET wEOEU!
actual discussion of how metaphor is realized as poetic argument and its

translations, | highlight the fact that it is significant to select translatableexamples

for analysis and explain why. The explanation is followed by a discussion of my

proposal of the form -meaning relationship embodied by metaphor as poetic

EUT UO0O1 OUOwWBOEmuDBwWYOBT UUUOOEWEUWE wWO! EOPOT wE ¢
meaning relationship and its role in metaphor translation discussed from the

argumentative perspective. Then | proceed to an account of two traditional

proposals of metaphor translation, on which my di scussion of the translation of

metaphor as poetic argument is based. Finally, like Chapters 4 and 5, | address

translation issues related to the poetic argument of metaphor as prose paraphrase.

Roland Barthes once remarked on the universality of the tendency and ability
to perceive one thing in terms of another, that 'no sooner is a form seen than it must
resemblsomething: humanity seems doomed to analogy (as cited in Silverman &
Torode, 1980, p. 248; my emphasis). This remark captures the dostance of
metaphor, one of the most discussed language devices in philosophy, cultural
studies, and linguistics. And yet, metaphor is a complex issue to address, and the
perception of its nature, how kinds of metaphors should be categorized, and how it
works are not topics on which any consensus has ever been reached, the issukeing
complicated all the more by discussing it in the context of translation which
involves all the cultural and linguistic differences between the working languages.

This chapter continues with the thread of discussion of the poetic argument
of classical Chinese poetry in terms of metaphor. | start by clarifying the substance
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EQEwWEI i POPUPOOWOI ws Ol UExT OUz QwEIl i OUIl w( wi UOEL
classical Chinesepoetry, explain how metaphor exhibits itself as argument in poetry,

and finally discuss the issues revolving around its translation and how observations

made from the argumentative perspective help me achieve my research objectiveas

well as in what way t ranslation issues of metaphors from the argumentative

perspective help to construct a simple and accommodating translation theory.

The meaning and substance of metaphor as a Western rhetorical device

In this section | discuss the meaning and substance d ws O UExT OUz wUOEI UUU
Wi U0T UOwODPUI UEVUAWUUEEDPUDOOBS w31 I isindicAtédwUT EU ws «
by the following remark which, albeit not a recent observation, encapsulates the

indeterminacies associated with the word which perhaps st OwU D OT wOUUIT 6 ws 371 1
Ol woOl UExT OUwPOwWUT T w6l U0wPUwWUOEOI EVUWEUWET UUZ
metaphorical terms and of the relations between them have both been matter for

OUET wUxI EUOEUPOOWEOGEWEDPUET UI T Ol Q tiscusspd,U O whN Wt
Punter (2007)suggestsUT EUws Ol UExT OUwPUUI Ol wbUwOOUWEwWUU
as though there is a pervasive, universal concept of metaphor which can be applied,

OPOI WEwWUI OxOEUI OWUOWEOOWET 1 U adkrvwadgeth® O UUT Uz w
DOEI U1 UOPOEUT wUIl OUT wOi wOT 1T whOUEOWUT T wel i DODI
because sucha clarification is important to achiev ing justification of its use in my

discussion of poetic argument and the associated translation issues.

Pl UTExUuwl YI UAWEPUEUUUDPOOWOT wOl UExT OUwUIT OU
(1954) view,UT EOwUOT 1 wET YPET ws EOOUPUUUwWPOwWI DYDOT wUi
UOOI UT b @éctioh 1387b, p. 251). Metaphor as figurative language is regarded
as one of the fouJ ws U Ua® wribrdlta temm for different figures of speech) along
PPUT ws O UOGE OB  Dw® W B claBdificaiva geéms to suggest
EOQOWEEOOOPOI ETITI Ol OUwOI wOT 1 wePi i1 UI OE1M4mDPOwWUT
account of metaphoreOx T EUP &l UwbUOUwUI OEUPOOUT Dx wbbUT ws »
device for seeing something in terms of something.dtd&ings out the thisness of a
UT ECOwWwOUwWUOT 1T wlOT EQ22j my 8mpbesis), End it is Bldo Anistgite §lO5&)|
who suggests thE Uws Ewl OOE wOil UE x 1 O pencepborotrieisiilatyd wd O U U b
DPOWEPUUDPOPOEUUZ wpUIi E UD O the hskokigtidh ©furretdplwdr k kK Ow O a wi

# The four tropes are discussed in Burke (1941), but their identification is said to have been first proposed by
Ramus (1518572) inRhetorica(as cited in The Chicago School of Medtiedfy, n.d., para. 3).
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with perception can also be seenint EOOI | WEOE w) OT O U Ovihigh) weophuN WY A u
draws a rather clear disUD OEUDOOwWET UbI1 | Ows O1 UOO0adaz weOE ws
T EYDOT wEwWs Ul i 1T Ul OUPEOQuwi UGEUDPOOZ WEUwWBDUws UUI ¢
EPI i1 Ul OUwi UO O wCdorgdindd® wODs b b BHuP@wU;l U0V wob
my emphasis); also, Ballard (1948) suggeststhats 31T | wOl a wOOwWUOEI UUUEOE
making metaphors is undoubtedly a recognition of sameness or similagitgu 810; my

emphasis).

The understanding of metaphors based upon a recognition of
sameness/similarity can be explained specificaly by how understanding of the
SEOOEI xUUEOwWOI UExT OUzwbOUOUBwWw wWEOOEI xUUEOwOI
DUWEwWs EOOOI EUPOOWET UPIT T OwUbPOwUI OEOUPEWEUI EUC
#1 DT OEOz UwUI OEUOOwW( wUI 1 1T UwU O uceptual &adtaphol, 2 w+ ( 0 4 (
the square brackets enclosing a general remark that embodies all examples of
metaphorical expressions which can represent a relation between anger and liquid.
This way of presentation is used in Lakoff and Johnson (1980). According to ther
i UEOI POUOWOI woOl UExT OUOwWUT I wEOOET xUUEOwWOI UEXI
[LIQUID] and emotion [ANGER] respectively. 82 The concrete/source domain
consists ofthe metaphor itself, while the intended meaning is in the abstract/target
domain. The relation between the concrete/source domain and abstract/target
domain, in other words, resemblesthe connection between the more commonly-
UUIl Ews Yl T PEOI ZwEOEwWs Ul 66Uz 3

SomescholdJ Uwil EYT wxUOx OUIl EWEWEUOEE wO®&I UUUEOE
the broadest definitions of metaphor is one of the earliest definitions of the word in
UUEOUOE UP OO wU U U Ely figlratives dredsibnEthel trénsfeurBd bgnae of
a physical word; the personification of an abstraction; the application of a word or
collocation to what it does not literally denote, i.e. to describe one thing in terms of
anothex wep- 1 POEUOOWhNWWOwWx 8 Yy KOwOa wi OxT EUPUKS w3 |
the part of Newmark to differentiate metaphor from metonymy as the very last part

I BREOQUUDYI Oa wid Cakogf &nd IbknSoin (1 98Q)cited above. As far as the

#yu(1998)makesa differentiation between the Engliind Chineseonceptual metaphofor the emotion of
anger 6ee Appendix | Note 34 on 10 for an illustration of the difference).

176



scope of metaphorical expressionsiscd® E1 UOI1 E 1918 judt likeLakoff and
Johnson (1980)differentiates metaphor from metonymy, and alsesynecdoche,
UOTTTUUDPOT wOT ECwUT 1T wOEUUT UwUPOWET YPET UWEUIT wl
UT 1 wOEOT wdi wEaddudlikd Adstotlep B4jiHe Hok<not associate
metaphor with a simple understanding that its operation involves namesonly, and
EUT Ul Uwl PUWEEUT wbBUT wEwWUI I T UUEOQWUOwW' 1 PET T T 11
TUIEOI wUOl UUPUOUAZWEOOXxEUI EwOOwuBOO00Oa0a wEDE
noun or name, but also the adjective, participle, verb,8 and actually all the species
Ol wPhOUEUWE] OO60T wOOwWPUUWEOOEDPOZ wppPEPEAG W1 DET |
than being simply an operation upon small language units like words, work s hand-
ini EOEwPDPUT wgxUOxOUDPUDPOOEOWUT OUTT UwUUUUEUUUI
n.d., Paul Ricoeur, Hermeneutics, and Metaphor section, para. 4).
The definition of metaphor, be it the substitution of names or the perception

of one thing in term s of another, and the scope ofUT 1T wpb O U E whethevit i© U |
associated with a single word or larger language units, or whether metaphor is
regarded an umbrella term to cover other similar devices like metonymy and
synecdoche, it seems to me that all ofthe above-mentioned accounts of metaphor
consist of the quintessentia® | wUT 1T wi 1 EVUUT wOil ws EOOXxEUDPUOOZ O
Roland Barthes asindicated at the beginning of this chapter.

[ll.  Metaphor ¢ its Chinese counterparts
AsfarasUT 1 wi T ECUUO Gz &@DOwE OWIEY WIOW & 0audil U Eux T OUz WEE
EOQUOUI UxEUOwWPOWUTT w" T HOI Ul wORAWOB WA &P B BE D (
the commonly-EEET x Ul Ew" T POl Ul wOUEOQOUOEUDPOOUWI GUws OI
Ox1 UE U RdODGusEEQO x EIUDWWWOOAEWU EUUDPUUUDPOOz 0wl 1 O
sUPOPOEUPUazZ wp* EOOwW! YYt Owx 8 whyt Adws! Dz wubUwO
devices* identified in the anthology of the Book of Songghe Songscholar Zhu Xi
(v ;11301200) illustratesin his work, Collected @Gmmentaries on the Book of Songs

BhysS OFy LISNKI LB (K Xhé halwapvasetirasBipedsYALIKS 3R HING1ySS a48 YR Y22y f
0+2yyS3dzis wnndI LIP dH T Yskyro&katddKyr AiAKD INBIO yoisstovly (LN IS 52 N
GKS OAGASa 2F {2R2Y YR D2Y2NNI KQ OCASfIRANTI danpapnEK $ BB ¢
is not represented by nominal expressions, but words of other parts of speech.

8 Zhong Rong ( , 468518 A.D.), literary critieferred toi KS G KNBS RSOAOSaY WeKSNBF2NB
three modes: the first is called the associative¢;, ), the second the comparativei( 1 ), the third the

descriptive fu; 0 @s cited in Yang, 1996.,32).
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(Shiji Zhuan, AwUT EUws Edmparé O QuduEsND G w thizzhe]yubE OO UT 1 |
wubiciwuyew”™ WE Q" Qb [Zhu, 1991, p. 46]). It appears that the simplistic

EIl il POPUPOOWPUWEUOEEwWI OOUT withuits ONebtédrE E O ws EDz wU
EOUOUI UxEUUOws O1 UExT OUzZwEUwWPI OOWEUWUOWET wUOUI |
the era following the Book of Songdiere is an example of the use of the device by

the Songpoet Su Shi:

M1 b

1
2. 3 .
3. 1SN

4. Yb'YTI Do

Zhmgqiu Yue

1. evening cloudsgone completely seepput clear cold

2. silvery river without sound rotate jade plate

3. this life  this night not alwaysgood

4. Dbright moon next year where - (to) see
Translation:

The Midautumn Moon Guo Zhuzhang

1. Duskclouds vanish because of wind and the world's full of cool,

2. The Milky Way runs still and the moon looks like round jade plate.

3. | have seldom seen the night as beautiful as tonight,

4. Where shall | be when | see the same bright moon the next year?

(Guo & Fu, 1992, p.140

In the poem above, the two words, yinhan( QwODPUI UEOOa ws UPOYI U:

A N N o~ s p:

straightforward cases of metaphor. Yinhan, interestingly, has one of its translations

EUwsUT T wOPOOawbEazowbOwi O0O0OPUWUT EUWPOWEOUT
image of stars forming a trail being presented as a metaphorical expression. The

OUT T UwPOET I ws NEET wx O Ethelcqowddd)shdpedf its teiva wUT OPOET |
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Yinhan and yupanmay be termed typical metaphors by which one thing is

compared to and perceived in terms of another. Another example from the Book of
Song®P U WE wOl UExT OUPEEOQuwI RxUI UUDPOHEPPYUT mbiwYl UE
(yujie jiu xi, wu shi sangshei OwpP T PET wPUwWUUEOQOUOEUI EwEaw' 1 UET
EIl PEUI wUOT T wi UUPUwWUT E0wUI OxUUwUT awl al Uz wepE Uwl
metaphor likens the dove being intoxicated by mulberries to a young w oman

seduced into a hurtful relationship, and the poetic voice represents someone who

has learnt her lesson.Unlike the case with the poem The Mid-autumn Mooncited

above where the metaphors appear to be merely a part of a night scene, this

metaphor of the dove is part of an obvious poetic messagad it seems that it is the

discursive linguistic act which achieves its purpose through extended predication

rather than simple subUUDUUUDOOwWOi wOE O1 Utheodotob B.A,] UUOWE U wl
Paul Ricoeur, Hermeneutics, and Metaphor section, para. 4).This example leads me

to the poetic message in the formmeaning relationship of the poetic argument of

metaphor, which I discuss in greater detail later in this chapter.

The dimension of comparison is also present in another poetic device
identified as particularly dominant in the Book of Songdwb 1 PET wDUws RDOT z wop
O1 E O Bdshywsgmething else first in order that what the poet is going to say will
El wOl king&nd,Blianwap ta wu yi yingi suo yong zhicieus Y /] p~ QW i
"H N bpbzwZ9T UOwWRNNRNOwWx 6 hug A6 w3T 1 ws Ol UExT OUPEwWO:
thatiss EEUTI EWOOQWEOOXxEUPUOOQWUEUT T UwUT EOWUUEUUDUL
PUwl ET Ol EwEa w7 bl ows UwWEwOI UE x hsihgDBnGlE OwWOOET woi
emphasizes the idea of comparison rather than that of substitution based on the

example from the Book of Songsom the Airs ofthe State of¥ong( ™ ), a sub-section
of the Airs of the State¢ ™ ) section

% The lines are taken from the poektang (& ) in the Airs ofthe State ofWei(Weifeng M ) consisting of

folksongs of the State &eiduring theZhouDynasty, which is subsection of the\irs of the StatefGuofeng

M ) section of theBook of Sogs.

PWeAB Q) oA Y AYGSNEBSOGN2 WSS YN AN B SIRR BED W2 A dzQ 6
87 Legend has it that doves love mulberries and therefore can get drunk by eating too many of them.
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1. T X8Y
2. Wn s
3. wn Y
4. In J A
5. T X Y
6. W~ A
7. W~ AY
8 Nnid” K
9. T X Y
10. W~ L
11. W~ Y
12. N " K
Xiang Shu

1. observe
2. human

3. human

4. not

5. observe
6. human

7. human

8. not

9. observe
10. human
11. human
12. why

*Thisisaadver sati ve

By. A3 xrsSe ya

Wi 2

rat
er(conj.)*
er(conj.)
die

rat
er(conj.)
er(conj.)
die

rat
er(conj.)
er(conj.)
not

has skin

no dignity
no dignity**
what for

has teeth

no shame***
no shame
what to-waitfor
has form

no manners
no manners
quicklydie

20aSNBSQs a2
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** The repetition should be interpreted with a conditional sense,that(fvhat is described
in line 2) is the case. The same interpretation applies to the repetition in other stanzas.

*** The A)orids O6tzthe 69 admeHea s 2DDBI, d p(. 227) meanin
classical Chinese.

Translation:

Untitled Arthur Waley
1. Look at the rat, he has a skin;

2. A man without dignity,

3. A man without dignity,

4. What is he doing, that he does not die?

Look at the rat, he has teeth;

A man without poise,

A man without poise,

What is he waiting for, that he does not die?

© N o o

9. Look at the rat; he has limbs.
10. A man without manners,

11. A man without manners,

12. Had best quickly die.

(Waley, 1954, p.299)

A satirical poem poignantly criticizing the aristocracy of their complete lack
Ol wEDPT OPUAWEOEWOEOOI UUOws RDOT zsarethingatal) E wi 1 UIT
at the beginning of each stanza that is associated withsomething elsghuman) which
i 6OO0OPUB w( Camatygisrizet abave, YngforAulal OU ws EP7 WEEOWET wUO|
asA is substituted for B WE OE wU T I wO @iseompeteditp B DOT R ibPwd UO wb G
EEUI OwYI UAwUPOPOEUWUOWS EPzZOwOUwWUT 1T weil UUT UOw
that despite the proposed subtle difference between them, the idea of to perceive
one thing in terms of another and the element of comparison in fact lie at the heart
of both devices. Taking this understanding into consideration, one can perhaps also
appreciate why s B D QIUUuOB 6 OwEE uPpEI OUDPI Pl EwbbPUT wdOl UE x
EEOOI EwEws ODBEZWOUDEB @I ‘tdoKgpendidl Notey3& anpU UT O wp
310 for another example).
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V.

, 1 UExT OU wE Oittheis difdrenged O1 7 w
For a more balanced accountl refrain fro m assuming the substitutability between
Western metaphor and its Chinese counterparts are perceived to be different. For
UT 1T wUEOT wOi wgdoyYil Obi OEI O wdescih® GeSsé Ohinas® O wU UT w:
poetry, the validity of using the term not yet confirmed regardless.

The skepticism that they can be regarded any equivalent is demonstrated by
the view that the relationship between s ED ¥ 8 D O1 7 wE&éBudordyib& Ex T OU
considered as one ofapproximationBi and xing approximatehe western figure of
Ux1 1 ET wOYU RS, A Wa®my emphasis).s , | UExT OUz OWEwWEOOET x U
Western rhetorical tradition, is also regarded a misnomer to describe the perceived
equateb ha PPDUT wUDPODPOT wOUwO! UExT OUOWEUwWPUwbUWEOUOL
xOGAABwW" T 1T OwExxI EUUwWwOOwWUUTTI UODOWEawbOEPEEUDOI
commensurability, commensurability requires categorization and a focus on
EPUEUI Ul wEUUOUDPEUUT Uz wpxd WAOWUT EQwUT 1 wET YDPET 1
perceived similarit ies between which upon comparison are more a result of
subjective intuitive perception on the part of the poet than one of rational analysis
based on clearly identified features of the said objects. Yu (1981) and Yeh (1982) also
argued that the metaphorical mode of expression realized in classical Chinese
poetry is different in nature from its Western counterpart. / EU0 wO| w8 Uz UWEDUE |
evolvesEUOQUOE wUT 1 wEUT UOTI OUwUT EVws O1 UExT OUwbOw6 I
I 301 OEl EwPOWEWEDUEUUUDYI OwoOOT PEEOOWOUWUIT Ox O
metaphysical poems as typical examples that demonstrateall the more a stark
contrast between the use of metaphor in Western poems and classical Chinese
poems, Yu (1981)arguesUT EQwBDOwUT T wOEUVUT UwlO0T T Ul whbUwbOOwz -
endemic to the Western tradition, the aspiration to transcend and transfigure the
worldof UT 1T wUI O U IFdrlasgicaldChiesesoetry,it is proposed that while
sUTT wOT POT UwPOWE wx 01 O EOwWOOUWNUUUOwWOT EOQw?PIT EI
UOOI Ul POT wOUT T UwUT EQwUIT 1 OUT OYIT UzOwUT EQwOUT Tt
OUET wEBw® U WA WwWs | E @bid)pEhines& podiry hé faréybigg account
Ul T OUwO0OwUUTTT UUOWPUWPDOWEOOXEUDUOOWOOUI ws x1 |
sense that the revelation concerned does not answer metaphysical questions and
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Ol E E wU O ul W00 WG ECkkeEl Appelddikgd Moge 36 on p. 311-312 for a
EPUEUUUDPOOWOI ws Ol UExT AaUPEUZ wPOwUI UOUwWOI wUUEI
Western poetry example). The most extremeexamples of such a kind of Chinese

poetry will be the ones depicting plight a nd aspirations on the part of the poet,

UT1 Ol Uwbl PET wi PUwWPOUOwW+PUWEDOE W+ Oz UwmphuNA K AwWE
x Ol OUwbPUDUI wUOOws x Ol EUI wo sckedid Oragdr 3uUT 1 OUIT OYI |

1. n Y

2. 1" 4= |

3. T X Y

4. W 86 p1) |

5 N Y

6. M. Oel

7. w- Y

8. t®OCI1 o

Yong Chan

1. western course* cicada voice sing

2. southern cap** persorawayrom-home thoughts deep

3. not bear hairikecicadavings*** | shadow

4. come face White Hair Song****

5. dew heavy flying difficult (to) proceed

6. wind much soundof cicada) easily submerged

7. no person believe (in) nobility virtue

8. who for (me) express my heart

*OX@n!l Wé literally Owest er n aocentChinawhichmesnsa t er n
6aut umnbod.

**9South capbdé is a metonymy for &éprisonerd,

someone from the State @hu(which is in theSouthduring theSpring and AuturiReriod
wearing a cap was made captivhdgnemy State din(Ma & Zhao, 1985, p.14)

183



*** Ancient women had their hair tied into a bun with the shape of the wings of a cicada,
which is cal Ded 6Kuwaamb indd c@n in turn be used
cicada, which is what the pagtoinghere(ibid, p.15)

**The 6Song of yusfpoerm(ibid) idiededlytcompaseddyuoWenjun
(175121 B.C.) a talented woman of tWetern Har{206 B.C9 A.D.)Dynasty wheshe
realizecher husbandsima Xiangr§179117 B.C.) a famous man of letters, intended to take a
concubine.

Translation:

On the Cicada: In Prison Stephen Owen

The Western Course: a cicadads voice si
A sauthern cap: longing for home intrudes.

How can | bear those shadows of black locks

That come here to face my Song of White Hair?

Dew heavy on it, can fly no farther toward me,

The wind strong, its echoes easily lost

No one believes in nobility and purity

On my behalf who will explain whatoés in

© NOo bk wdE

(Minford & Lau, 2000, p.688)

The Tangpoet Luo Binwang offended the Emperor because of his candidness
and righteousness, and this poem he wrote as a prisoner. It starts with the
description of cicada, UT | wE]l YPEI ws RDOT ZwUOWEUDOT wUx wUOT T u
traditional Chinese culture is a symbol of nobility and virtuosity, which the poet
reminds of himself. From line 5 onwards the depiction of the cicada is a metaphor
Ol wOT T wx Ol UuzpAd WwET YBDEU E1Y B x UD O O wGepiatihiol wx ODT 1
UT 1T wx Ol Uz Eowtbepaetuthesitbation was so harsh (it was autumn time
PT 1T OwUT T Ul wPhPEUwsT T EYawE]I bz wEOEwWsUUUOOT whbOE:
reach the throne and make hisvoice heard. Eventually the poet brings out the point
UT E0ws OOEPOPUAWEOEWYDUUUI 7 wbddmabedhbtthe) wi E E wWE O
EPEEEEzZVUwpbPdl 6 wi DPUAwY OD Eil caufd@adil ieFeala@edpsw EJ und al uk U |
EI T EOI whT OwbPpDOOwORwOEBOWY k B8 alaBddgrup UET ws U
features which make Chinese poems with metaphors unlike Western metaphysical
poems, as is claimed by some authors
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Additionally, while a clever use of metaphor in the West assumingly imparts
some kind Of wUOT I EUEwWOTl wsi Ul UT wOOOPOI ETT1 zOwbOwWEOE
x1 UEI DYl EwUOwI EYI wEI T OwlUUIl EwOOUWEVUws EwUBT Ouw
defines it.8 The tenor and the vehicle, instead of being yoked together by the poet
as demonstration of his/her good imagination and sharp perceptibility, °° join to
Ul xUIT Ul OUWE wY VW EOLET uExwiul OEUPOOUT Px wEUwWHU
Metaphors within poems (as opposed to a metaphorical ground of
meaning for the poem as a whole) tended also to be subgaerically
EOEI EWEOEwWUUxxOUUI EWEAWEWUUEEDPUDPOOWOI wxUPOUW

of a ku-feng® points more strongly to a metaphorical condition of

Ul EUPUUET wUT EOwU O wE waédidd O XiE, R@4p.69) OO0 6006
UTT UwOT EOwWUT T whREDOuk ®EOO0UUD QwPEixEwWET EOL

s OOY1 wEI E O U zTuxopR) i EaditioddD Qnih&€3&)ddIture + when given as a

gift to a boyfriend/girlfriend they represent a symbol of commitment to the

relationship (see Appendix | Note 37 on p. 312-313 for a poem of Wang Wei where

depiction of this cultural symbol extends thro ughout the poem). The strong cultural

connotation of s x D O1 z O uel BeBE®BOOOWSUT 1| Owi R Mé&ongrickd wOT wO T

device (ibid) based on a relationship of substitution which is pre -established®? The

use of these images thereforedemonstrates a lackO 1 ws E U witich B ¥ebrité z w

characterize theemployment of Western metaphor. Xie (2014)suggests further that

P T b Oletagherthas come to stand for a poetic practice that does not implicate a

prior system of figural connection or reference z etonyma ws POUOE wl OUEDPOwUIT

existence of a prior framework or repertory of rhetorical figures and implied

meanings in order for both the poet and the reader to recognize and reconstruct the

context, and thus the meaning, of a poenz(p.66)1 it is the latter that characterizes

the metaphorical mode of classical Chinese poetry.

¥eKAE A& (KS LIKNI A(B54WniEsYn thie Rdetdy NBNASAEERMINECGi a3 tthing by

far is to be a master of metaphor. Ittlse one thing that cannot be learnt from others; and it is adssign of
geniussinceagoodniel LIK2NJ AYLIX ASa Iy AyldzZA GA @S IsKethel1gRapl 2y 2F (K
255).

% For example, John Donne, tie poemFlea uses the insect asainconventionametaphor for the wedding bed,

an intimate relationship.

L Kufeng(x M ) is a genre of classical Chinese poetry. Similguédy, aku-fengpoem consists of pentayllabic

lines.

¢ KS aSyaS 2F WwWadz adAddziA 2y Qedinlakbftadd)@hsbri(®@hav A (1 K YSi2y ey
mSiz2yadyvye KFa | WNBRINBHEER VS TIHONRR yi2 tadl yR F2NJ I y23iKS
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From the illustration above, i t appearsthat in order to understand a typical
Ol UExT OUOwUT | wil PUCwWPUWUT EUwWOOT WwEEOwx1 UETI DY
other hand, to understand a ty pical metonym, one has to be able to discernthe
presumed relationship between the tenor and vehicle, which supposedly is more
x OUUPEOI wEOOOT UUwx1 Ox Ol wi UOOwWUT T wUEOI ws EUOUL
understanding as such about the nature of metaphorical modes of expression in
"T DOl Ul wOT EVwWOEOT UwUT 1 wYEOPEPUaA wWOI wOUUDOT ws Ol
poetry questionable.

A s N P

3TT WUEUDOOEOI wi OUwUUDOT wEtHineds goetty @nd gswU OWE OE O a «

translations can be based on views in opposition to the foregoing account that the

nature of metaphor of classical Chinese poetry is essentially different from that of

the West. Bokenkamp (1989), for example, refersto Yu (1981, 1987 ashe says

s11 El OUGawUT | wECEPOQwWI EVUWETI | OWEEYEOEI EwUT EUwW-

EOI UwOOUwl RPUU WD OwU U E Ediimy@danGant'littran®1 Ul wODUI UL

commentators and texts in Chinese classics, he argusthat the Chinese

correspondl OET wUOws O1 U Epkyiu(W z RisidEcOViere) sinilar

guintessentially to its counterpart in the West, and hence considers any argument

ET EPOUCwWUI T EUEDPOT wOT T w" T HOI Ul wOil UExT OQUwbOwUI
(wl ET OQw! O 0ridédsinRddg af thawmnature of Chinese metaphorical

expressions and start my explanation for the reason by acknowledging the fact that

his view does not contradict with the suggestion thatE ws Ua x DEE OQwOl U0 0a Oz u

sUaxPEEOwWOI UExT OUz uobtisutirg: xha meibrydic mdd&dh ar@ i wE w

end represents a secalled pre-established relationship between the tenor and

vehicle as illustrated earlier in this chapter, while on the other end is the

metaphorical mode proper which does not entail such presumed perception but is

UEUT I UWEwWx UOEUE U wOI .teddthd lattér, lbéng bnihe Othes éadiof EUD Y D U ¢

the continuum, the similarities of the entities under comparison may pose to be too

far-fetched (like an intimate relationship is metaphori zed by JohnDonne with the

metaphor s | @) whigh makes the mode typically metaphorical, E ws E OthaE 1 DUz w

si OUOUWEOQuwI ROUI Ol GawbOi 1 OPOUUWOUwWi ECEDI UOwx |

GSNY F2NJ YSGIF LIK2ZNKAaAAYAESQ
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that is argued by Yu (1981)and Owen (as cited in Xie, 2014) to be absent in classical

Chinese poetry. Also, it is the metaphysicalmport, mentioned earlier in this chapter,

PT PET wbUwWEUUOEDEUI E wb b that ditetefibtes shem from EheilOz wOl U
Chinese counterpartsE 1 EEUUT ws PT 1 OWEOOXxEUPUOOUwWEZi OUWE wC
classical Chinese poetry] are drawn, they pertain to elements of the human and

natural realms, both of which are part of this world, and not some suprasensible

reEOPUaAzZ wp8 UOwhNWOwWx81 tut Owdawl OxT EUPUAS w' ObI
genres of classical Chinese poetry, like those which are argumentative, views like

Ul 1T wOOT wEEOYI wNUUOwUOUOBu O wg 0adBOOBOEDH O Ol
element (Yeh, 2005)discussed in Chapter 2 which characterizes numerous poemsof

the SongDynasty and constitutes a literary phenomenon for that era explains why.

The following is one of suchexamples by the Northern Songpoet Wang Anshi (1021

1086)

NWA
1. MWAQC Y
2. dwpl
3. n° Y
4, = T .
Deng Feilai Feng
1. Feilai Peak upon thousand xun(u. of measure.)*pagoda
2. Learnt T cock crow see sun rise
3. not fear floating cloud block seeing eyes (i.e.
oneds vision)
4. because i body at thehighest i level

*One xwn (ancient unit of measurement) equals to eight feet.

Translation:

Ascending Feilai Peak Wen Shu, Wang Jinxi and Deng Yanchang
1. The pagoda on Feilai Peak towers, up to the sky;

2. Here, they say, at cockcrow one can best watch the sun rise.
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3. | have no fear thdloating clouds may blur my eyes,
4. For on the topmost storey of the building am 1.

(Wen, Wang, & Deng, 1995, p.205)
It would seemtl | wYEOPEDPUA WOl wUOT 1 wgUT UOTI OUwUT ECwUOT T
Ul EOPUazwbOwOll UExT OUDE E OapoBtry is uestionadl®. U wb O WE OE
Certainly enough, when the poem has a message to impart with the use of the
metaphor, then the metaphor embodies knowledge zZ andsince knowledge is not
something fathomable in itself, a Chinese metaphor used in this way can also be
x1 UEI BYI E wE U wFhe tdetapherin th@ thiddir linghé poem by Wang
Anshi above gives rise to a life philosophyd I EQws OT T wi BT T T Uwa OuUwUUEO
Ul 1T z8w2DOPOEUOGaOWUIT lenhibte® BDWWEDEWHOOOD; UinwOl (
ET wd O U thealdé Beeryas a somewhat universal theme when a Hong Kong
writer used the title translated into Chinese for her self-biography about fighting
cancer? Soperhaps one can regardthat classical Chinese poetry can be
metaphorical in the same way that Western poetry is metaphorical ¢ just like
I O01 OOEOxzZ UwephNWNAWEOOOTI OUwOOwWUT T wlUUT wbOwEOI
PT BDOIT wUOT T wOl UExT OU bdods Gatyetttbnatitite aurdetaphysR® ET | U ws
UUT woOi wOl UExT OUOODUWEOI UwUIT O reludidate theundskeaduE x T O U
(p.217; my emphasis). It is through a simple understanding as such that | suggest
emphasized and used as some defining characteristicsto argue that the Chinese
metaphorical mode should be set apart completely from its Western counterpart.

VI. Discussing the metaphor as poetic argument ¢ why translatability matters

3TT Ul il OUl Owpl EOUWEEOQWET wET UPYIT EwPUwWUT K ws ODOT «
there are typical metonymic expressions with a pre-established relation between the

tenor and vehicle, while on the other hand the metaphors in poetry can be similar in

nature as their Western counterparts. The concern iswhether | need to take into
account such a mingled feature of classical Chinese poetry tohelp me prove my

*The poem is written with the device pamnification, also a kind of metaphor as defined by Newmark (1988)

cited at the beginning of thischapt@ K+ G I YSGIF LIK2NJ NEFSNE (2 Wieqs LISNE2YAT
®eKS o2MInTAEAQ W. O]l GNIyatrdAaAz2yy 5SFGKSE R2y Qi 6S LINR RO
Breakthrough Ltd., Hong Kong.
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stance about the desirability of adopting the argumentative perspective to describe
the nature of poetry translation.

As | have tried to emphasize time and again, it is the similaritiesbetween the
source and target language which are signaled by aspects of the poetic argument. In
this regard, prototypical metonyms do not appear to be suitable for analysis in my
research study becausepresumably they cannot give rise to the same perception on
the part of the target readership.

Metaphor, on the other hand, entails a sharing of perception between the
source and target readership which can be reasonablypresumed. A way to
understand the issue of sharing of perception which leads to comprehensibility can
be derived from Liu (1982),who addressesthe background information of the poet .
While background information may help a reader to appreciate a poem bet ter, such
information, according to Liu, is not essential for comprehension. | argue, based
upon this point of view, that a foreigner can appreciate and understand a Chinese
poem through translation in the same way as that of a Chinese, andthat the key to
such understanding, perhaps tautologically, is to possess the knowledge of what is
actually relevantto its comprehension. In this regard, a Chinese speaker and an
English speaker can be alike in terms of the kind of difficulty they are confronted
with in understanding E ws E U GRIABEICRDRW O] U000 a @aed.GFarE WEOEUUDE
instance, most probably a teacher of Chinese literature could not be certain all her
students would know automatically, say, that UT T wbDOET I wOl ws Ewx DIl ET wo
E O U @ijiargbing xin zaiyu hy¢ wy Wi ° 3 )in a poem by the Tangpoet Wang
Changling (698 757)refers to moral purity (see Appendix | Note 38 on p. 313-314 for
the full poem and its translation) . So occasionallywhen it comes to comprehension
of a metonymic expression, even a Chinese readership may fail to interpret it
accurately when the use of a piece of ice in a jade bottle to relate to moral purity
may sound as foreign to a Chinese readership asit is to a Western readership,
simply because the key to understandinga metonym is some presumed knowledge
about the relations between the tenor and the vehicle, not whether the reader speaks the
language in which the metonym is phras8d long as there is shared perception, there
will be understanding of the metaphor, the language barrier between the source
and target readership immaterial. Therefore, it would be reasonable to assume for a
Ol UExT OUOwl YI OwOOI w ot ul) @vssitiday ther@i€al DY T Oa ws
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chance that theWestern readership is as ready to appreciate its meaning as a

"TPOI Ul wUl EET UUT BDx wki ]i.é& undvidedge assddifidd wih@& b O1 ET 1 :
typical metonym is required. It is also such shared perception that renders a

metaphorical mode of expression translatable, translatability being what

transference of the poetic argument needs tobe based upon. By proposing such an

idea | echo Ekstréom (2014) Like Bokenkamp (1989) cited,Ekstrom does not see the

ingenuity and creativity typically associated with Western metaphors are lacking

altogether in metaphorical expressions in classical Chinese poetry as some scholars

would claim , andconsiders also thatmetaphor does translate well so long ashe

target readers also discern the similarities between the tenor and vehicle.

Perhaps one can argue the ame can be said of a typical metonym:it is well
to assume some foreigners might be able to understand a metonymwith cultural
connotations when whether or not Chinese is his/her first language is immaterial,
and it is the existence ofshared perceptionhich counts. But | would like to propose
the idea of shared perception as what isreasonable to expect generally speasgfar
as the target readership is concerned, and so under normal circumstance
comprehension of a typical Chinese metonym by a Western readership should not
be presumed.

Typical m etonyms are not particularly useful not only because there is a

presumed lack of sharing of perception on the part of a Western readership, but

also becausethey are isolated translation issues as can be explaned with reference

to the following view on interpretation of the metonym example cited above:

OOUT T Uwl REOXx Ol wOi wEwdl UOOAaOPEWOUWEOGET Ew? 01 U

x Ol Owe ECT-ap QI zEWW? 37T 1T w' 1 UOPU? WEUWUUEOQOUOEUI EwWE
Ol wPEl wPOWEWNEET wEUx2 OQwkT 1 Ul wOT T wbOETT Uw?PEI
EUWEDPUI EUwWOI UExT OUUwUOwWUUTTIT UOw?21 OOUPOOEOWEOD
but also metonymic figures derived from prior uses in the poetic tradition to denote

The opaqueness of metonyms like the one cited above may lead the
translator to resort to some taken-for-granted interpretation and misconstrue the
image of the piece of ice in the jade bottleonly EUws 1 OOUPOOEOWE @OEOI UUzZ
O b O Wistfanslation is an error which can be traced back to the pretranslation
stage where the message is misinterpreted in the first instance.How individual
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metonym s are misinterpreted and thenmistranslated constitute isolateddiscussions
about translation . Situations as suchshould not be a concern here not because
misinterpretation is not in itself a significant translation issue, but because when it
comes to understanding the nature of translation as a generalizable phenomenon,
the substance of in what way a source text is misunderstood has no explanatory
power beyond that particular example. Furthermore, since typical metonyms (like
the one above), being on one end of the continuum, ae heavily imbued with
cultural information , they are therefore somewhat untranslatable(i.e. without the
help of, say,any footnote or explanation to a literal translation) ¢+ one cannot rely on
any shared perception in understanding a translation when there is simply none in
the first instance. Individual examples of untranslatability, likewise, do not lead to
any generalization and are also susceptible to beconsidered isolated issues

Therefore, in order that | canachieve my research purpose of descrbing
poetry translation objectivelyby avoiding isolated discussions that defy
generalization, | only account for translation examples of classical Chinese poetry
which do not consist of the typical metonymic mode.

VII. Metaphor as poetic argument ¢ its form -meaning relation ship

| continue with delineating how metaphor embodies a form-meaning relation as a

textual phenomenon. The structural dimension of metaphor can be easily perceived

inas E O O,&r ubddrventional metaphor as identified, and also a metaphor which

extends throughout a poem, thereby constituting a structure, more specifically a

structure of meaningvhich, in the words of Sun (2011) isthes EOY 1 UU W® OET woOi w
Ul x1 UDUD OO wO will Bd rézaliédzhatd have\NkBU E UUUT Ew!)UOOO0OUZ wa
plant analogy of a poem in Chapter 2| while for a plant its parts form an organic

whole, poems may be considered to be of a similar construct with elements of a

conceit working together to make meaning. Indeed, like the other aspects of poetic

argument already discussed, metaphor is a notion readily associated with the
OOUPOOwWwsWWWIVEWWI P Uws UT T wYTl Ua wla xWingt® E wEE O]
EUWEDPUI EwPOW&UET EOOWRNNI Owx 8 wl KhuAdw OEwWEIT Ux|
poetic metaphors may have meanings which are open to different interpretations

and hence the indeterminacies may prohibit metaphorical expressions from

sOUT EOPUDOT wOT T wx Ol OwbOUOWEwWUODI Pl EWEOEWEOT |

e oA~ s =N
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UOPT awUT T wxOl Oz wpPEPEAS w8 Uwmpl Yk AWEEOOOPOI E|
"T DOl Ul wxOl UUawWEU] ws EOOxUDPUI EwOi wbOET T Uz wEODI
UUUEOOGawUl YOOYI wEUOUOE wWE uthé inddges (hla podrvwotkw UE T O1 ;
together to build up a mood and to convey E wOl UUET I zwagp T UI T Ol OUwWEO
Images in a Poem section, para. 2)1 1 Oz U ustptyphChidese narrative poetry
seems to have discussed structurein terms ofx O1 UD E wb O Efatedbatetd wUIl x E
continuous image of each event can help the translator to keep the consistency of
each event in translating, especially for those very long and complex literature
P O U OUd zDhampoctie (20148) discusses metaphor as a textual phenomenoth
where the conceptual metaphor is realized as a patterning of lexical choices in a
stretch of text, it constructsE WE OT 1 UPYIT wOPOOWEOEwWPUwi REOXx Ol w:
PEIl EzwUl EJwsVUauUl OEUPEEOOGa wOUT EOPaT UwWwEwWkPIT OO0
MI UExT OUz wopx 6 hul KKABS

From the illustrations above it seems metaphorical expression can be
considered textual in the sense that it operates at the level of the text, andit consists
of elements which it coheres, representing astructure, albeit a relatively a bstract
one compared with sequential structure and repetition.

The issue needs to be resolvedhat the metaphor in classical Chinese poetry
does not necessarily present itself as a textual phenomenon. YU1981)proposes the
occurrence of textual metaphor as themarkedform in the Chinese poetic tradition ,
Ul EQws UT OUT wbOi Ul gU1 OUWOEEUUUIagaathe) wOi wE OE OOI
metaphors in metaphysical poems in the West], not derivative of some traditiojie.
the metonymic nature of metaphorical exp ressions in classical Chinese poetry
discussed], and extend over the course of an entire paeeninstructive by their very
unorthodoxy w oo % rayl emphasis). In an attempt to argue for the point that
metaphorical presentations are essentially different in Chinese poetry compared
with Western poetry, the same study of Yu refersto* EOQwWE OEw, | Pz UWEDPUE U U!
DOEDPYPEUEOWODPOI UwOUWEOUx OI1 U U Othigsskdlyll treat wOT EOwl
the metaphor (and poetic imagery discussed in the next chapter as well) as a textual
phenomenon not only becauseit s | RUT OEUwOY]l UwO0T T wEdkeB Ul wOIi wE
conceit, but also because it matters to the poetic text for being partof a network that
revolves around a poetic motif/theme /message in a structure of argumentation ¢ a
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VIII.

metaphor presented as a single image is textual so long as it can be perceived as

part of such network identified in the poem concerned. This understanding will
DOEOUxOUEUI wEwi EVUwWT Ul EUTI UwOUOBET UwlOi wi BREOxOI |
the metaphor can be understood bothE UwU T T wW$ @ BB 8 Qypicalty b dohcéitiu o

or, for the case just discussed, thes OPEUVB UUE Oz wOl YI OB

NN o~ PN ~ A

3 UE OUOE U b Oloiuig imétaplsotad pbetic argument

(OwxEUUDPOT Ow( whOUOEWODPO!I wUOWEEEUI UUwWUT T ws OU!
meaning that a textual metaphor imparts. Perhaps compared with sequential

UOUUEUOUUI wECEWUI xI UPUDPOOOWUT 1T wUWizQuEBuGONE T Bux wi ¢
more obvious. The fact that metaphors are often not used just for the sake of some

ornamental or aesthetic purpose is long-acknowledged in the Western rhetorical

and philosophical tradition, the Aristotelian account in the Rhetoricbeing one of the

very first to address the persuasive function of metaphors (as cited in Richard, 1996).

Its role in argumentationis | R x OPEEUI EwEa wEwUI OEUOQWEUwi 66060
been considered to function as rhetorical devices fulfilling strategic goals in

EUT UOI OUEUDYI wi BRET EOT T Uz wp. UPEOCEWS w1l BT UOwI Y
example, can be done based on comparison of similarentities (Fischer, 2015; Volkov,

1992)%" The role of the device in argumentation is also discussedin the context of
casUPEEOw" T BOI duality of bi [metaphod] Yhakeslt a more suitable tool

I OUwxT POOUOXxT PEEOQWEUT UOI OUWEOEwWI Rx@EOEUDOOS
aspect which differentiates metaphor from sequential structure and repetition

would be its obvio us association with truth ¢ if the goal of argumentation, as is

often suggested in philosophical discussions, is for the pursuance of truth, then it

OEawEl wEl EUETI EOQOwWEEUI EwOOw. UPEOEWEOE W1 PIT Uz wU
metaphor and argumentation abo ve, that metaphor will serve the same function of

pursuing truth.

Another way of looking at the relationship between truth and metaphor is
that a metaphor embodies truth, as noted by Hinman (1982).3 1T 1 wOOUDP OO wOI ws U1
problematic in itself, and forc OOET UOU wOIi wUIT O YEOQOEIT ws UUUU0UT z wk
in great length, except that | include here perceptions about relationship between
sUUUUT ZwWEOQOEwWs Ol UExT 00 Ww0DnEURUBDLEWUDIY O Wiud6 wl

9 Analogical reasoninig a kind of reasoning based upon metaphoriaations, and has been referred to in
Chapter 4 as a feature of @leise argumentation.
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direct relationship with metaphor as a tool of argumentation, can be used to define
UT 1 ws Ol EOPOT 7z wE O Gmearing elatierBHipwiite baetic &rguMent
of metaphor, upon which | discuss translation issues from the argumentative
perspective.

First of all, the nature of truth in metaphor is in a way fairly similar to the
truth embodied in poetry. Saussy(2001)sayss OOw" I BDOI UV W @ wdU W § Qio w
by their very existence, the only questions arehowthey are true and if their truth is
of any significancez(p. 59). Such takenfor-granted poetic truth is not defined in
terms of reality. Yang (1996) acknowledges that in poetry composition of Ancient
"T DOEWEUDUPEUWPI Ul wEPBODWOUwWOI WaDBEO®O U@y U Wl
Peng (2001) seems to be illustrating the nature of poetry along the same lineasshe

E O O%®Jas there was evidence he wasactually accompanied by his sister when

taking the stroll [Ye, 1996) in a poetic text is expressed by whateverlexical and

formal means the poet usesfor composing the poetic text, and whether the details

described are a reflection of reality is not a concernwhen it comes to the decision on

the appropriate translation approach to use. In a word, it is difficult t o argue that

the fictitious nature of poetry itself can pose to be any real problem in translation.

By the same token,metaphorical statementsass UUUUT | UOwWUUE U] O1 OUUZz wE
sOUUU0UT T UOzwbOwUT T wUaxPEEOwWUI OUIT wi@évieeDT 1 wb OUE «
does not describe what is actually there in the real world. From the outset, a

metaphorical statement is considered truthful without regard to its literal meaning

which is often contrary to our understanding of reality. For a metaphorical

statement to be taken literally it becomes untrue in the sense that it is nonsensible.

Perhaps the same can be said of personification (defined as a metaphor by

Newmark [1988]E Uw Ol OUDPOOI EAOwbPT PET wbPUWOEOI EwUT T ws x
EQwlI BREOx OEWOPODwWEUVEP ODOT wi OEOCZ wpEUWEDPUI Ewb O
Supposedly no one will try to question the logicality of foam being cruel or able to

98L

FY NBFSNNRAyYy3 {2 2 hwarfderdd nek asMBldLded Ahekdxd NotdB$origi4 for

a view concerning the noefactual nature of poetry.
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crawl. OnecanE OOUPET UWEOUOwWUT 1 wUl Gueich@ue Uniike Uws OPUIT UE
metaphorical ones] will refer DO OT EPEUI Oa wUOwWOEUI UYI Ewi EEUZ w
| OUWEOwWUT T wUEOT wUDPOT wbi wOOT wUOEOTI UwbOUOWEEEOD!
metaphor comparing the universe and the machine soon became a working

hypothesis and finally to many it became thetéral truthz itaidp my emphasis), or

I RBEOXx Ol UwODPOl ws EOOEI xUUEOPUDOT wp dbighis@nux EUOU w
sl OEUUDOT wOl UExT OUZ WEOE ws Oi U1 (Oreniptory Podd, EwUOUT 1
p.DOwWUT 1 OwUT T wOOUDPOOWOI wma bew lighti whenBE OWET wUOET UL
metaphorical statement is used long enough to become conventional then it isde

factoa literal and thereforéruthful statement. So the nature of truth of a metaphorical

statement can be the same as that of truth in poetry for its beng taken-for-granted.

The relationship of truth with metaphor canalsobe understood from the
perspective of whether the metaphorical expressions lead to revelations which one
OEAawOEEI OWEUws UUUU0T 286 w%uOUwi REOx Ol Oaubltal wUIT Y1 ¢
EUI EOzOwUIT 1T wlOl UExT OUDPEE OwU edoral) 20004 Quiuxudsl FOI uEECAu
life after E O O wE U U w Biled; 1898Ep®B#) zwihich isHerbert Giles translation of
the first line of a poem by the Tangpoet Li Bai,*® can arguably be regaded some
OPOEwWOl wOUUUT OwUT 1 wUEUDPOOEOI wEl T POEWUDODPOE UL
UUIcE®QOT U0awbUwUT 1 wbéng tbuswiéred trathEuluY DU U U 7
(wOOPwWExxOaw2EUVUUVUazUwWUI OEUOWEEOYT wOOwWUT T t
discussionof O1 UExT OUwPOwUT PUwUI Ul EVUET wUUUEawEawUI
s Ol UE x 1 Origtapharaestineb@ tlueir very existence, the only questions are
how they are true and if their truth is of any significadce w6 I DOT wbOwWEUT UOI OUE
role of ametaphor isStOWE OOYDOET wEwUI EET UUT PxwUT EOwUT T wE
in my research study the truth that matters is the truth of a metaphor which lies
with the readership knowing the metaphorical meaning, i.e. manipulating the idea
Condition section, para. 1) in philosophical studies ¢ the truth of a metaphor is
established if the translator can expect the readership will cognize the sameness
between the source and target domain in the translation, i.e. knowingthe meaning of
the translated metaphor. Whether or not the readership considers the poetic

¥eKS LRAIWAyE Wl 1Sy dzJ FNRY ROy ulQyiyaSzaM w2y pt QALINAY 3 RI &
translated by Gilesas ¢ KS . Sad 2(bid).] ATS Aa . dziX¢
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message with the employment of the metaphor agreeableto them in the end is
irrelevant, i.e. the truthfulness of the poetic argument of metaphor does not hang on
the condition that the message imparted can actually convince the readership of its
sOUUUT z6w3T 1T WOUEOQUOEUOU wOI conmsnugdodr@ afwlU O WwE |1 WE E (
humanity leads to comprehensibility and knowledge of the metaphorical meaning.

wOl UExT OUPEEOwWOI U U E icdn tebkowrs By thétargetuehdeusiiipd O1 wE U
This disregard of whether readers find the message conveyed by the metaphor
convincing is similar to what | have proposed for Chapter 5 on the irrelevance of
how individual readers respond to a repetitive pattern in the end. What matters
here is for the translator to manipulate the shared perception between the source
and target readership, based upon which the nature of poetry translation can be
UOUEaOwPUwPUwWUT T wOPOE WO ws UUUUOT zawdl ®ENT zudB0 1O |
the meaning in the form -meaning relationship of the poetic argument of metaphor,
i.e. the themémotif of the poem, or the poetic message

The translation of metaphor ¢ two traditional proposals

| now proceed to the discussion of some existing proposals in the literature for the

translation of metaphor before | relate them back to the translation of poetic

aul U0l OUWEUwWOI UExT OUBww-1 POEUOQWNWWAWUUTTI1 U
of translation is the overall choice of a translation method for a text, the most

discussions of metaphor translation have constantly referred to difficultieswhich

arise out of differences in cultural and linguistic conventions between the source

and target language. Examples are Dagut (1976), Alvarez (1993), and Schaffner

(2004), to name a few. For concars of relevance | will not look into the substanceof

metaphor translation in any great detail, but will focus only on two frameworks.

Van den Broeck (1981), in attempting to describe and not prescribe methods of

metaphor translation, hasmapped outthree Ex x UOEET I U O whangdidnwE Ul wph
201 OUUgOWOPEDODISargeA 0T WEF WZws U1 OOUZ WEBE W2 + w
transferred into the TL [Target LE 01 UET Is 2 VEWdHBAIW WH G T 1 w2 + w? Y1 |
PUwUI xOEEIl EWEAWEWEDI 11 OUQOWBYwONVI WOEOTI mubbOi
Paraphrase Owb T PET wi Exx[ OUwpkIT 1 O YI Uw? Ow2+wll UExT
metaphorical | B x UT UUDOOwWPOwWUT | w3 +2 zwpx8AAAdw2UET wE
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Van den Broeck himself also admits, but is nevertheless, acording to him, a

SsEOOxOI Ul zwOOl ws DPOWEUWOUET wEUWEOOEUI Ul WEEUI
T1 01 UEOQWEE Ul $uéhismdssity wnap Prfdd Klgwmark (1982), one of the

other earliest proposals on methods of translating metaphors, seems lagely to be

just a finer division of the more general picture presented by Van den Broeck.

A N N o~ -

1. By substitution of an equivalentin the target language which has a similar
image;
2. By substitution of a counterpartin the target language which has a
different image ;
3. By changing the metaphor into a similéth the image retained which can
s OOEDPI awUT T wUT OEOwWOl wUT T wdOl UExT OUz
4. By translating the metaphor by simile plus sensghis approach serves to
avoid problems with comprehension );
5. By paraphrasinghe metaphor;
6. By deletingthe metaphor altogether if it is redundant in the sense that the
s Ol UExT OUzUwi UOEUPOOwWDPUWEIT HOT wi UOI BOOI E
7. By translating the metaphor literally with sensavhich can serve an

~ s oA N e oA A N

sDOUUUUEUDYIT zwxUUxOUI wi OUwUT EET UUwWOOU wi
(p.88-91)

Taking into account the fact that the methods in the list of Newmark and th at
of Van den Broeck are arranged somewhat in an order of high literalnessto low
literalness in translation, | would suggest that despite the different purpose s
@-1 POEUOZ UwUEUT T W UGEFPGU Hub| Eutkaigdd@etdoheOl EOz UO
prescriptive rather than descriptive [Schaffner (2004)]) of these two proposals there
is a basic assumption which is shared, i.e. there is a need to capture the similarities
in metaphorical expressions between the two working languagesas far as possibie
translation. The fact that the most literal translation approach comes first in the list
of both proposals above should imply that it is the very first way a translator
should resort to before considering other alternatives (as Newmark [1982] has

N NN N oA AN

reasonablenessof such order of preference is noted by Schéffner (2004) that a
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s Ol UExT OUOWOOEI uidedlyEOD bl UeE G200 uh Wi UG (EQEPUWOUEEU Wi U O
(p.1256 my emphasis).
As proposals to describe and prescribe metaphor translation the rationale of
Van den Broeck and Newmark seems clear enough. They both incline towards a
translation which is as close to the original as is possible, at the same timetaking
into consideration the fact that at times there is a need to strike a balance between
faithfulness and naturalness in expression due to cultural and linguistic concerns.
Such along-standing view | find agreeable. But the problem will persist that for any
metaphor, judgment on which approach to adopt in its translation is better/the best
will often remain a subjective decision; the same applies to what factors constitute
371 whET EUwWUT EVw( wx U Obsévations debivedEvihangr®@l Pz wEUT wUT |
metaphor is perceived as anargument. Such observations, which | discuss in the
next section, address the abovementioned issue on subjectivity of metaphor
translation .

Metaphor as poetic argument ¢ translating its form -meaning relationship

| begin my illustration of the translatio n of metaphor as poetic argument with the
following example, a tetra -syllabic quatrainwritten in the TangDynasty, allegedly
by Du Qiuniang (dates of birth and death unknown) :

Y

1. wY

2. o awTr |

3. 0 STy

4. / OE Q]

Jinlouyi

1. urge jur* d o n datue gold threaded clothing
2. urge jun  treasuré youthful T days
3. flower bloom ready pick just should pick

4. d o n wdit no flower futile pick twig

* @ uis drespectful form of address in classical Chinese.
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Following are five translations of the poe m (the first three are cited in LU, 2002, p.
495-496):

Translation 1:
Golden Sands Herbert A. Giles

1. I'would not have thee grudge those robes
which gleam in rich array,
2. But I would have thee grudge the hours
of youth which glide away.
3. Go pluck theblooming flower betimes,
Lest when thou combdst again
4. Alas, upon the withered stem
No blooming flowers remain!

Translation 2:
Riches W.J.B. Fletcher

1. If you will take advice, my friend,
For wealth you will not care.
2. But while fresh youth isnoyou,
Each precious moment spare.
3. When flowers are fit for culling,
Then pluck them as you may.
4. Wait not till the bloom be gone,
To bear a twig away.

Translation 3:

The GoldthreadedRobe Witter Bynner
1. Covet not a gokthreaded robe,

2. Cherish onlyour young days!

3. If a bud open, gatheriit

4. Lest you but wait for an empty bough.

Translation 4:
Clothes of Gold Zhao Yanchun

1. Cherish not your clothes of gold;
2. Cherish your time ere youbdre ol d.
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3. Pluck your rosebuds while you may;
4. Wait not to plucka bare spray.

(Zhao, 2012)

Garment Stitched with Gold Thread's Gong Jinghao

Care not so much for expensive clothing;

You should treasure a lot more your prime years.

Pick the flowers while they are blooming.

Soon nothingol | bndtedrseft save bare bough

el N S

(Gong, 2008, p.132133)

In the poem above, jinlouyi ( v ), the gold-threaded garment, is example
of a textual metaphor. It is part of a structure which consists of a network of
elements that work together, which in the words of Sun (2011)representsE ws EOY 1 U U w
OOET woOl wUT T wUl xT UPUPOOWOIT wUT OUTl ZOWEWOOET wUT |
whichisUl x1 UPUPOOwWPOWEDPUT UPUIT zwpx8 Nk Adw! awll U
are compelled to repeat with little or no trace of being repetBPUBD Y1 z OwUT 1T wUIl UUO
sl YIUaUl pOT wbOwUT | wx Ol OwxPYOUUWEUOUOEWUT T wU]
sl EET wEOGEwWI YI Uawl O Ol OUwhOwWUT T wx Ol OwbUwWEwWUI
simple poetry example cited, as a recent commentary of the poemsuggestfO ws I E U w
Il EET WEOGEwWI YI UawlOi wbUUwx Ol dapedied XOilgrhoul x 1 EUDOT
2010, p. 2110wk 1T PET WwOEOI UwPUWEOwWI REOx Ol wbOwki PET w
UT 1 wUEOI wsUT OUTT UWEOEwWI OOUPOOZdwW3T 1 wxOl OwbU1
witi OUOWET pOT wQupo A pddditiag such can be regarded a
Ul xT UEUDOT woOi w200z UwPET OUPI PEEUPOOWOI wlOT 1T wol
The gold-threaded garment, the literal statement (line 2), together with the
blossoming flower 2qas 7 WP OwWOP OI wt AQWEOE wWUT 1T wi OOPT UwPkT |
0 z wb O wdHe AuttingKaather of these lines highlight the contrast of what is not
worth treasuring and what is, bringing out the theme/message of the poem, the
meaning component of the form-meaning relationship embodied in the poetic
argument of metaphor.

e KS 2NAIAY I heMKAXFEAS NI RA Wa, .1+ tHEQ
%' The originaln Chinese i&¥ ~ N Qibid).

192 Chinese nouns are not inflected for number. Here | take the singular interprg¢tati@ ¥ WFf 2 6 SND @
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IOWEEEDPUPOOwWUOwWs NDOOOBEED £QUEDIOS VU7 ICwdT O QR
be considered textual. Both of them, together with line 2 about the importance to
OUI EU0UT wO @duth (@ruabsbadtiinhge@pérhaps?) form a network in the
poem to repeat the poetic message. In other words, both metaphors contribute to
EOOYI aPOl wUOT T wdOI UUET 1T wsUI Pal wlOT 1l wEEazOwbkl PEI
to the poetic argument as a structure of meaning. But | would like to put particular
1 OxT EUPUwWOOwWws NPOOOUabPzwEI EEUUT wOi wbUUWEUOUU!
with which it is easier to appreciate how long -existing translation issues associated
with metaphors can be understood in the light of the argumentative perspective.

s) DPOOOUADYOEET EAE EUOT OUzwUI I 1T UUWUOOWEOOUIT
sometimes mentioned in classical Chinese poems as symbol of wealth and status?®
(OwUT PUwWPEaAOwWUT PUwOI UE x T O Uneditiisla pidtewddiCeuntal WwE wOl |
NEEIT ufByowiz ufitp ) mentioned earlier in this chapter with a presumed
relationship established between the tenor and vehicle due to conventional usage in
Chinese literary traditions. This example, however, is differenypical metonyms, as |
have suggested, are untranslatable in that a literal translation without any
explanation will very likely Ul UUOUwbOwWwbOEOOxUI T 1 OUPEDPOPUA S w
OOwUT 1T wOUT T Uwl ECEOwWOl EEUwUOwPT ECwS5 EDWET Qw! U
sense if translated literally. Such meaning awkwardness characterizes a method
whether this is a desirable approach, | argue that what really matters is the way that
the metaphor is translated should enable an accurate interpretation of the poetic
message. As can be seen from the translations above, the translators have chosen to
translate the metaphor with different degrees of literalness. Giles (Translation 1)
translates the metaphor somewhat directly with an explanation (i.e. translating the
metaphor literally supplied with sense [method no. 7] in Newmark [1982] discussed
above); Fletcher (Translation 2) abandors it altogether and refersto the connotation
sPl EOBIl pwdwx EUExT UEUI AOwOOO0awUOwWET wOEUET 1 Ew
Bynner (Translation 3) is also relatively literal in his rendering, though using a more
Uxl EDI PEwWwI I EEPOUEwWsS UOET zwbOUUI EEwWOl wsT EUOIT O

Two lines written by th&@angpoet Bai Juy(722-846), which are NSY QWhe girl from the

rich family, her silk robe threaded with g@drom the firstpoemof the tenPoems about QifQinzZhongYin; ¥ M
6 Q@ On Marriage(Yi Hun¥  Qis an example of such symbolic meaning of the metapkof Zhou, 2010, p.
211).
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translateswb UT wUT | wOPUI UEOQws EOOUT I Uwdi wl OOE7z OwEOE
whether it is clothes made of gold or gold cloth, or clothes threaded with gold.

Regarding why the translators have made their choices as such,l would
UUOTTTUOwUT EQwUOT 1 wEPOPEUEOI PEOWBWEHODU WD O1T a0 wk
symbolize wealth may sound too unorthodox for a translator taking t he perspective
of a Western readership. The flexibility in translation, therefore, maybe perceived to
be a reflection of their different judgments on acceptability and success of the
translation. In this regard, it needs to be taken into consideration also that decisions
on literary translation are often complicated by factors like linguistic and aesthetic
concerns. For one thing, there is reason to believe that Fletcher may have given up
Ul 1T wul OEUDPYI OawlOoWil WE EGE IEWEQOIU PIOD Q &HUwis & DL
OOUIl wil O1 UEOwWwPOUEwWs bl EOUT ZwbOwWOUET UwUOWEET DI
UT 1 wb E QaumilE takesdyide my friend, For wealthyou will not carg wepUT I wUOUIT U
falls on the underlined syllables) ; on the other hand, the tolerance to

unconventional language usage because of the poetic license to which a poetry

translation is entitled may have led some of the translators to adhere to the original

image anyway even if they might have found it unusual for the Western readership

in the first instance. So in a word, there may be different views on which of the

translation(s) is/are better, but from the argumentative perspective, an objective

criterion upon which judgment of translation quality can be made is the successful

transference of the poetic argument. Here, | suggest that all translators have come

UxwbPUl wWwEWUOUEOUOEUDPOOWI OUws NDOOOUabzwkbi PET wil
metaphorical image, all renderings meaning or implying s OUR UUa z OwEOE wi | OE
form -meaning relation is tr ansferred, in the sense that all translations of the image,

Ul 1T wUOl ROUEOQwOI! UExT OUws NpOOOUabzwl OEEOT WEOOX |
a0lUT OWEOGEWEOUOwWUIT | WUEPEWNURUExOUPUDPOOwWPDUI
translations to convey the message of the poem All translations of the metaphor, be

they general or specific, free or literal, and domesticated or foreignized, can be said

to be well within the same realm because the meaning they convey can all be

interpreted in a way which interacts with the other elements in the poem (the literal

statement about the worthiness of youth [line 2], the flower in full bloom [line 3]

and the one which has withered away [line 3]) in transferring the poetic argument.
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As illustrated in the last section, li teral translation for a metaphor is a
preferred option for the translator, and the possibility of a literal translation is the
ideal scenario. The tricky issue arising from this understanding, as | mentioned
when discussing the proposals of Newmark (1982) and Van den Broeck (1981), is
that for cultural -specific metaphors, translators cannot possibly have consensus on
under what conditions literal translation is possible and desirable. Different
weightings of the merits and demerits of a particular transla tion approach in the
degree of literalness for naturalness (amongst other concerns), and vice versa. In
this regard, what the argumentative perspective has to offer is that it is not what
translation approach of the textual metaphor should baised (which often implies
some kind of exclusivenesst use the first method instead othe second oné that
matters, but how to translate the metaphor in a way such thaits interaction wi th the
rest of the poem can result in a coherent whole for the poetic message to be worked
out and conveyed accurately. Once the translation achieves that, whatever
conflicting views that exist on translation approaches due to linguistic and cultural
diffe rences between the source and target language can be said to bgneutralized 7
with conveyance of the poetic argument. What matters is the translator can justify
himself/herself based on such a threshold that the translation coheres with the rest
of the poem, andfrom such a coherent structure arises a poetic theme which is the
same as that of the source textFor these translation examples, when explained from
the argumentative perspective one can say that they all transfer the poetic argument;
at the sametime they also demonstrate the inevitable realization of tastes and
preferences by their different approaches to translation, which exhibits the
flexibility allowed by the argumentative perspective.

It will be recalled that | have mentioned typical metony ms are not considered
in this research study becausethey give rise to isolated problems of comprehension
and translatability. However, as | have acknowledged at the beginning of this
x UUx OUIl wUOT UOUT T wi BUI OElI EwxUlI EPEEUDPOOWUEUIT 1 UL
(Ricoeur, as cited in Theodorou, n.d., Paul Ricoeur, Hermeneutics, and Metaphor
section, para. 4), itcould be expected thatfrom time to time translatability of
metaphor cannot be realized to the full extent when a textual metaphor involves
suchs 1 BUI OEl Ewx Ul EPEEUD OOz adpuandedtt disEusshdwuite] ® U wE U
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argumentative perspective can explain the translation of textual metaphors as such

in an objective manner. To achieve this purpose | usea conceit, i.e.the metaphor at

Ul 1l ws-OERUOBEOz wol YI Owkdfalbving @eed @ds BllegediyO Y 1 & w
written by the Eastern Han(25-220)literatus Cao Zhi (192-233)°4in response tothe
hostility of his elder brother, Cao Pi (187-226), who intended to kill him: 105

F E

1 p p v

2. p° M|

3. A T ny

4. T J bI=Em

Qibu Shi

1. oook beans burn bean stalks
beans at cookingpot inside cry

2
3. originally are same root grown
4. xiandadv.) fry why too rush

Translation 1:

The Brothers Herbert Giles

1. They were boiling beans on a beanstalk fire;

2. Came a plaintive voice from the pot,

3. "O why, since we sprang from the selfsame root,
4. Should you kill me with anger hot?"

(Shih, 1974, p.44)

104AIIegedIy to have been composed at the end of HasternrHanDynasty the socalledJiananPeriod(196-220)

this poem is of the popular poetic form of the timeghvpentasyllabic linedt has beersuggested also that the
originalversionhas six lingsas discussed in Song (20¢8e Appendix | Note 46h p.314-315F 2 NJ 41 KS | f £ S3ASR
BSNEA2Y Q ahdits iiakshtiong2 S Y

1% with the downfall of theEasern HanDynasty came th&hree Kingdoms Peri¢@20-280)when China entered

into chaos as civil wars broke out amongst three major powers to fight for sovereignty of the natioerhe
Dynasty(220-265)was establisheadvhenCao Pi, the eldest son of thhel 2 Q& FI YA f & = EnpeBrOf I A YSR K
after forcing the lasEmperor of theEastern Hamynasty to abdicate. &dr seizure of the throne Cad Became all

the more suspicious of and hostile againsttaientedyounger brother.
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Translation 2:
Poem Composed in Seven PacesitBers

1. Fueled by beanstalks, beans are boiling;
2. All the beans in the hot pot cry:

3. "From the same root we are sibling

4. Why eagerly us do you fry?"

(Xian, 2013)
Translation 3:

Poem Composed within Seven Pace's Time

Beans should be boiled on a beanstalk fire!

1

2. From the pot a plaintive voice out shoots:
3. "Why do you burn with seething ire,
4

Frank C Yue

Liu Guoshan Xu Shujuanand

Wang Zhijiang

As indeed we sprang from the selfsame roots?"

(Wu, 2015, p.86)

Translation 4:
Written while Taking $ven Paces

1. Pods burned to cook peas,

2. Peas weep in the pot:

3. "Grown from the same trees,
4. Why boil us so hot?"

(Xu, 2004, p. 87)

Translation 5;

A SeveiiPace Poem

The bans in tke cooking pan do weep:

e N .

Whereat should you

(Zhuo & Liu, 2010, p.56)
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The flames of burning pods malignly leap,

AAre we not growths

Xu Yuanzhong

Zhuo Zhenying and Liu Xiaohua
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The poem describesusing beanstalks as fue| the beanstalks put underneath
the pot to boil beans a process which ismetaphorized asa tormented brotherhood .
This poem, allegedly to have beencompleted within a short span of time of seven
steps, PUWE wUa xPEEOwI REOx Ol wOi wEwWEOOE]I PUOWEOQuws I r
semantically related metaphor vehicles describe the same metahor topic Z and the
sYI T PEOI UwbPOOWET wedbOUPUUI OUwhOwUOwWI EVWEUwWUI
(Charteris-Black, 2016, p. 162)The two brothers are the beansand beanstalks (lines
1 & 2), the root is (line 3) their sameorigin (that they were born to the same parents),
and the harm done is assimilated to the action of cooking beans in a pot (line 4).

| have pinpointed earlier in this chapter that the translatability of metaphors
depends on whether the source and targetreaderships perceive the metaphorical
relations in the same way. In section VI in particular, | have highlighted the point
that translatability is a function of shared cognition between the source and target
readership, what the first language of the readership is being something irrelevant.
Perhaps such a possibility of shared cognition can be explained specifically with
Ul i T Ul OET wOOwl OpwUT 1T wxUOET UUwWOI weéolcepiubl Ux OOET ¢
Ul 1 wUOUUET wEOOEPOWEOUUI UxOOEwWUOwWUT T wEOGOUUDUL
(Lakoff and Johnson, as cited in Yanez, 2007, p.2)% In translation, the target
readership, like the source-text readership, needs to discernthat the source domain

corresponds to the target domain in the same way.

It needs to be noted that one cannot always assume & EOOE|T x UUEOQwOI UE x
represented by amapping relationship will remain stablezin a translational
relationship. | explain the reasonbelow with the poem just cited that exhibits a
structure of meaning dhe poetic argument of metaphdraim to explore whether a
changein the nature of a mapping relation has implications for translatability of the
metaphorical expression, and do so by referring to the differe nce between
sEOOE]I xUUEOwOI UExT OU pragosedhy saRofi EB987)wOl UExT OUZ
Again, based upon Lakoff and Johnson (1980) for conceptual metaphor, the
s OExxPOT zwOl EEVUWUOWEOOXxUI T 1 OUyanditvandd theE wOl UE x |
target domain being understood in terms of the source domain. For the sake of

% The metaphor is henceonceptualg K SNB W2y S R2YIFAYy A& 02y OldJidzd t AASR Ay
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clarity, | will explain again how thisworks. s + ( %$ w( 2w w) . 41- $87Z OWEwWU
prevalent conceptual metaphor in everyday life, for example, is a relationship
P11 Ul wargetbmaip)us understood DOw U1 U O U w0 (saucawdpribd)l U O1 a z
AUW+EOOI I wophNWA Awl EUwx UOxOUI EOQwi OUWEOOEIT x UUE
POUEUWEOEWDPEDPOOEUPEWI BRxUI UUDPOOUWDPOwWUIT 1T wOEOT 1
(p-221).And so the said mapping relationship exemplifies how metaphoric
I BxUl UUPOOUWODPOI ws200pPDOT WEOPOWOUUWODYIT UWE O
EUOUOEwWUUZ wep+ Ol ET Ol UOWEUWEDPUIT EwbOw*1 001 aOuwl
Ol T wOT T w!' 1 EUI Ow/ EUT FWEaw$ UDOw+ Otitdkds @1 UwUI EUD
PUOOT wOUUOwWUOWI T UwadblwUOwUT T wUbT T UwxOEET 7 wop'
Inspirational Mandy Hale Quotes section, para. 22) are understood.

For the poem under consideration, the Chinese idioms EOUB®E OT(BIPE Oz w
T ; anidiom presenting the metaphor from the poem as discussed later), literally
Ol EOPOT wsUT 1T wEl EOWEOEWET EOQUUE O Qukbditarie bind » wi EET
again in everyday speed, along with other similar Chineseidioms which carry the
same meaning like gouqi-randouz(p p ; literally deanstalks are burning the
beans) or zhudou -rangi ( p ; literally ooking beans by burning beanstalksg).
Based upon Lakoffz view about conceptual metaphor and its relationship with
actual examples of conventional expressions in a language, Ipropose that the
Chineseidiom s above can beexemplification of a conceptual mapping relationship
HURTING ONE S KINDRED IS COOKING WITH FIREZ In such a mapping
relationship, t he target domain, HURTING ONE 5 KINDREDZ is understood in
terms of LOOKING WITH FIREZ the source domain. Admittedly , such a mapping
relationship, though familiar enough for a Chinese readership who knows well the
idioms just cited, isO O U uGITUE Oz wl OO UT 1)wdblo | $uBshreare$ w( 2 w w
account for comprehension of numerous metaphorical expr essions in English. But
inany case | justEUDOT wOOwWUT T wi OUT wiOT T wi EGAKINGT EQOwUT T v
WITH FIREZ wEKILEING ONE B KINDREDz wb Uwli R 1 GQetu@ilions wHichu E &
are parts of the Chinesmnguaged OwNUUUDI awUT T wOE Ol fargh& OOET x UUE
two domains and their mapping relationship .

However, wI DOl w+ EOOI | wEOEwW) OT OUOOz UwphuNWY Awx U
exploration of the English language, the concern at hand is translation of a Chinese
metaphor into English . After translation, the conceptual mapping which is
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exemplified by the above Chinese idioms has no counterpart in the target language,

in the sense that there are noconventional metaphoric expressions in English to

EEUI wUXOOWEdDg wiOiT 1 wE O Spedifically (Faghaln Goesxnst Baldd a

set of conventional expressions like Chineseto realize the mapping between

LCOOKING WITH FIRE zand KILLING ONE 5 KINDREDz The metaphor, after

translation, has become detached fromtH ws UaUUl OwoOi whPOUEUWEOEWDE

I BxUl UUPOOUZ wOil wUOT T wUOUUET wOEOT UET 1 Owbaol 6 w" |
Perhaps from the perspective of an English readership the translated

metaphor can be understood without referring to the conceptual mapping above.

The metaphor can be anayzed in terms of two images, gormented brotherhood z

and ooking beans with beanstalksz These images are at least partially similar to

images that representthe mapping relationship of an gmage metaphorzas | explain

below. The examples , a wb Bi 1 6 B UG BDWREE Owl OUUd el it Uz WE & w!

Lakoff, 1987, p.219) exemplifiesthe mapping O1 WEOQws POET I wOil UExT OUZ wl

EEEOQUEDOT wUOOW+EOOI I OwUIT 1T uigsOd EOU<E CAud@ET O ul i i 1wk

DOET I woOi wli 1 weE OE &hae &dy tadddn wigy igrhabd metapbapPnight E X

be a more fitting description for the translated metaphor under consideration is that

it is defined asE ws-0D O U wOE x x p Oriotzanveitiénklized, DdJ itis not

realized as idiomatic expressionsin the language concened as mentioned (ibid,

p.221).And also, the mapping of an image metaphor, according to Lakoff, concerns

Ol OUEOwWPOET T UwbkT PET WEUI ws E ©kased dponzidniasyO z OWE OE

should at leastfind it easy to cognize that the relationship between eansand

beanstalkg O wb | Brénh theFsaire woot, is similar to a Protherhood z

But then, features of the conceptual metaphor remain for the translated
metaphor. Again, based upon Lakoff (1987), conceptual metaphors, unlike image
idea also discussedearlier (seep. 176) in this study . In comparison, for the image
metaphor cited above where the hourglass is being mapped onto the wife, the
understanding of (the figure of) the wife is not achieved by referring to a more
EOOEUI Ul wbOETIT wEIl EEUUTI wzPPi 1l zwEOEwWsT OUUT OEUL
concretenesg Kurthermore, conceptuE OwOil UExT OUUWEUT ws UUT Ewb Owl
(ibid). It follows that even if the mapping is understood in terms of the images
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gormented brotherhood zand ooking beans with beanstalkszand is considered an
image metaphor, U1 1T wx U Ccidkitgbeadsiwithsbeanstalkszis the relatively
concretesource domain® O wU 1 U O U uothiented bratteithangz OwUT 1 wUl OEUDY
abstract target domain, is understood. This mapping relationship, in a word , retains
the said feature of a conceptual metaphor, i.e. even after the metaphorical
expression is translated. And quite obviously , the metaphor under consideration is
uUl E wb O ws @itoimeried BréHerpood is just likea process of cooking beans
with beanstalksfrom the sameroot, a kind of reasoning realized by m etaphorical
Ul OEUDPOOUWODOI ws EOEOOT DE E O (stelpE1B-02@) PAGding WE D UE UL
that the metaphor can be used for reasoningdoes not change after translation.
In the end, it can be seen that problems can be discerned when one starts to
try to ad apt the scheme of a kind of metaphor originally devised for the description
of one languagefor translation which involves two languages. From the example
under discussion, a metaphorical expression exemplifying the mapping relationship
of a conceptual metaphor , after it has beentransferred from the source text to the
target text, becomesan expression not encapsulated by any corresponding
conceptual mapping relationship in the target language.6 T DOl WEOws POET I wol |
seems to be a more fittingname from the target language perspective, the translated
metaphor may still exemplify features of the mapping relationship of a conceptual
metaphor regarding the nature of relationship between the source and target
domain (i.e. the abstract being understood in terms of the concrete), and also its use
(i.e. for reasoning).

The incompatibilities concerning the nature of different kinds of metaphors
need to be brought up and made clear. The preceding illustration about how two
kinds of metaphors are differen tiated demonstrates that neither the notion of
sEOOEI xUUEOwWOI UExT OUzZ wOOUws POET 1 woOl UExT OUZ wl
are not to be used recklessly whenever a translational relationship is involved .

However, despite the fact that image metaphor is different from conceptual
metaphor, both in terms of its nature and how it works, and despite the fact that
clear identification of these two kinds of metaphor is anything but straightforward,
whatever discrepancies between the two are neutralized, and whatever murkiness
that defies their clear identification in a translational relationship becomes quite
irrelevant when metaphor translation is considered from the argumentative
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xI UUx1T EUDPYI OwEwx1 UUxIT EUDYI whpi DET wi BT T OBT 1T 0UL
UDOPOEUDPUDI Uz 6 w( OwUOuwi EUWE Bauex@e3siodis T 1 OUPEDOD
realized by boththe source and target readership being able to perceive the

similarities b etween the two images involved (I T Ul wUl I T UUDOT wUOOws EOOC
EIl EOUUE®OOYDE OB E wkintkieddme wdy,dh® eataphor is

translatable and becomes a similarity which is shared. For the caseunder

consideration, it is an interesting coincidence that in English the mappings - &$ 1 w

( 2 w+ ( Qqrde(tiBredion p. 176), also realized as a similar and only more specific

relationships - &$1lw( 2w w' . 3w»+4(#w(-w w". -3, (-%$1zu
isl B1 OxOPI Pl EwEawOl UExT OUPEEOwWI RxUI UUDPOOUwWOD(
The fact that anger is understood in this way may also make it easier for an English

readership to appreciate the similarity between a brotherhood which is gormentedz w

E O EQ@ Ebafidr-all. When ghot fluid zis associated with anger, then it should not

El wEDI | PEUOU wltddkingz @ Wik |ED E iohkesidd & asBo@ated with

torment. T EDPOOWEOOOT UDWEOOwWUT | wbOUUPEEEDI UwbOY O«
significant is what the source and target readership have to shareas far as is

perceivable. In the end, therefore, | may not even need to consider how to deal with

the fuzziness that the translated metaphor also exhibits features of a conceptual

mapping relationship , and how exactly the mappings in the source poem and the

translation should be identified . They are not an issue of real significance so long as

it is reasonable to speculabased upon the assumption of shared cognitiobetween

Chinese and English readers, that the metaphorconcernedis comprehensiblas well

astranslatable

Having confirmed yet further translatability as a basis for the discussion of
metaphor translation from the argumentative perspective, | continue to elaborate on
the translation of metaphor as a structure of meaning. In this regard, | argue that
the key is to capture the network of relationships realized by the elements of the
poem, in this casethe vehicles in the conceit. Working together instead of in
isolation, the vehicles form a structure to bring about the message of the poem The
previous poetry example with the goldthreaded garmerds metaphor demonstrates
that successful transference of the poetic argumentdepends on whether the
Ol UExT OUPEEOWDP-OERIUO & Oliiudnéel i@ &vway such that it
interacts with other elements in the structure of meaning in the same way as that of
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the source poemto bring about the poetic theme. A translation example having
achieved that need not be considered to have adopted the same method as other
versions which perceivably have also transferred the poetic argument when
variations in translation like the different degrees of literalness can be justified so
long as any changes made are freedom manipulated within control of the poetic
argument. For this second poem under consideration, the beans, beanstalksand
cooking utensil, all perceivably should be present in the translation to reconstruct
the extended metaphor in the translation to convey the poetic message, and it can
be seen that the images are translated in all versions inspite of their discrepancies
in presentation.
' U0wUOT 1 Ul wPUWEOwWPUUUI WEUUOEDEUI EwbDUT wi O
metaphorical image should be interpreted and translated. In this textual metaphor
as poetic argument there is the verb phrases R DEBDGN A WP OwOP Ol wKE wws 7 D
EOQOWEEYI UEwi EUwUI; dlterativélyil iswsed 10 mddEy @rdeaition
T DYDOT wbUOwUOT T wUI OUT woOil ws xI UUED OpddyaU OwoO Ol wUt
xiangquanz( p T ;to persuade/pacify someone with tactful verbal skills), kuku -
xiangpoz(" = T~ ;to force a person to do something against higher will), or the
xUIl ET EPOT wODOI wOi wOT T wUaxPEEOQwWOI UO6O6adawi REOD:
E UfCuuwWi ° 3 ) cited earlier, which is d.uoyang ginyou ru xiangwen z(4u
X T ;should the relatives in Luoyangask about me), all of these expressions
TEYl wsRPEOT zwUEODPOT wUOT T wOI EOPOT wUOT EVwWUT T WEE
has it that Cao Pi is the one who felt jealous and suspicious towards his younger
brother, so the harm is assumingly initiated by the elder brother only AII

A N N o~ s PR A~ ~

I NPEO:

wEIl EOL
sOPOOzwUT EGEIN BQD O DWPWws8 Ul zUwOUEOUOEUDPOOwo
sl UazwUI T wel EOVUwsT ETT UOazOw+PUOW7 UOWEOE W6 EOQ]
EUws P aqu(")uua OUwEUUCwDDUT wUI 1T 01 pO1T uJDUi szDOx(

NN o~ s PN

A N N o~ - PPN ~ N o~ s PN

-
C
m
O
C
O
m
-
V)
O
O
c
E,
v
_<
E
C
€
o
mr
O
o8
6
=,
;
3
2
mr
— o

N N o~ s PN

I OUzZ WEOEws Pl 1 Ul E0wUT OUOEwaOUWET EVUWUUWE wl EUIT 1
POUI Ux Ul UE Ub Géuntedidedsabtibrieéns M jpdg€d against the

historical facts referred to above, well-grounded. But at the same time, the much

used Chinese idiom derived from this poem, fouci-xiangjianz(p T )
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mentioned earlier UE O1 UwUT | wOl EOPOT woOi ws OUUUEOZ wOi ws R
meaning of the idiom being two brothers (or people who are closely-related)

represented by the beansgps E @ndl pefanstalksps BB dokig harm to each otherin
fact,theDOUI Ux Ul UEUPOO WOl ws OUUUEOPUaZ wuwbUwx OUUDPEC
st UapOl zwUT T wel EOCUwWPOwWUT T wxOUws 1 ET 1tUOaz OWEU]
such implication is manipulated by later authors, e.g. Lu Xun (18811936)and Guo

Moruo (18921978), two modern literati, rewrote this poem using the same extended

metaphor. Both versions consist of a poetic line that depicts the beanstalks being

burnt to ashes in the end*’3 EOD OT wPbOUOWEEEOUOUWUUET wEwUI OU
sRPEOT zOwdOI 116 Bassible thé podt mighk Haue just taken the liberty

UOwbhT OOUT wOT T wuUl Ol EUPOOEOwWUI UUUpsEhCheewOl woT |
EQOEwUUl EwUT 1 WEEYI UEwWws RPEO( QuUOwBDOPDOEEO WGP &}
s OUUUE Ob U a zatidhdliZ8dudy thé)pdssikility that the poet alsomeant for

s NBdb®G iwl wi PUUOwPOUE wOi OWIOT E @D @0 ws UVDEOBOOL W] :
UOws RPEOIT [Misonéean thét héiiddpaople concerned aretorturing each

other, making the term a pun.s 7 B E O haMifiyBa® semses will then cohere with

the literal as well as figurative meaning of the previou s line, i.e. the beans and

beanstalks (figuratively the brothers) are grown from the same root (figuratively

born to the same parents). So while it does not soundperfectly natural for the word

SNDPEO7Z OWEwWPEaAwOi wedOODOT wb QuitH the tnéahithiofO wl O WE O O «
s OUUUEODPUazOws NPEOZ wEEUUADOT wUT 1T woOi EOCDOT woi
sense.

" OpPpwUT T wx Ol OwoOPT T Uwi EY]I wbOUI OEI Ews RPEOT Nt
EUOWEwWUxT EUOCEUDPOOWOOO0as w( OUI ¢camyingtheE UDOO WO wUl
unidirectional sense can be said to be an interpretation which the translator has
done on behalf of the readership, i.e. the translator has pre-empted the
POUI UxUI UEUPOOWOI ws OU UWiscseedia geaignViiid T T ws U1 RUU|
Chapter 5)in the process of translation. In any case, the alleged uncertainty that
I YOOYI UWEUOUOEwWUT T wbOUI UxUI UEUDPOOWOT ws RDEOT |
translation of the term by treating it as a potential example of untranslatabili8ince the

WeKS g2 tAySazr +anrod
Y BO2IQWEGISNI GKS o681y
a3 YSGK2ZR 2F 0221
strictly speakingh &t OF yy 223G O2f

ROSOR HW! FEBHI &1 ANV GriENEHLDWR 2 dz | NB
& I NB 0221 Grikéh byidu® (pa@hy. a il £ 14 680
AYy3 We2AlyQ o662 FNRBOU hibdsefangtemnd | £ £ & 2
Vit iS miitu@l sendeli K WEA | y3Q

Uy D¢
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send wOi ws OUUUEOPUaAZ WOEAa WOOUWET wUUOT EwOUUWE QU
any translator may have accepted this interpretation, but have taken into account
UT 1T wi EEVwUT EOWPUWEEOOOUWET wi BRxUI UUI EwEa wE wo
the translation is to make sense in English. To bring out clearly the meaning of
sOUUUEOPUazOwUT T woODPOT wOI 1T EUWUOWET wi BRxEOQEIT E wl
you are burning me underneath, the cooking also leads to your demise, so the harm
EOOI wb U unbith(#e factig an explanatory note, not a translation. When the
Ul UOuws R BEakeh til BeR@MEEUUA DOT wEOUOwWU I thewUT OUT woi w:
translator will have to deal with the usual problem of transferring a sound -meaning
relationship that does not exist in English, the target language. s ) D E Xgthuittp
Ul OUI wOil wsi UabOl ZwEOEwWs UOUUUUI zwbPUwEwW" T BOI Ul
is not translatable unless English has a word which can capture the meaning of
SEOOOPOT ZWEOEwWs UOUUUUI Zwps UOUUUUI ZwEBUwWUOET U
same time.

Issues of untranslatability of individual words in a textual metaphor are
suggestive of the fact that from time to time a translator can only try to retain as
much as possible of the originilunderstanding a metaphorD OY OOY 1T UwO&ex x DOT w:
I Ol 01 OUUwWOT wUT T WUOUUET wEOOEDOS OOUOWUT T wUEUT |
the overE OOWE OT 1 Ul OET wOl wOT 1T wdl U mxdted b Peighdh,uUUT T 1 U
1999, p. 321), it is well to assume that when it comes to translation the translator
should ideally transfer such mapping in its entirety and in a way that the same
cognition of the metaphorical meaning arises on the part of the target readership.
For a textual metaphor, where such entire transference is not possible then the
untranslatability concerned can perhaps be accounted forin the light of the idea of
partial s OEx x DOT z wET UPT 1 OwUT 1T wy@DWE wl OO BHW OEWIiwOD w
source domain may have no observable counterparts in the target domain, and so
will not form part of the mappi O1 7z w gqvniERD Bukin the context of translation
andET EOOI Uws UOOT wl O 01 OUUwWOT wOT T wlikée RUUEOwWOI UF
s B B E O Imhyih& /& go Mhservable counterparts in the target text, and so will not
i OUOwWwx EVUUwWOI wUT 1 wO Ehe difle@hcaulizvaed theeu®ebOE UD OO 7 &
metaphor as a rhetorical device in writing and the transference of metaphor in
translation is that the partial mapping in a metaphorical expression as a rhetorical
device in writing is perhaps meant to be purposeful from time to time, the result of
as ET Oma@elO0uw 0T T wx EUOwWOT wUT 1T whpUDPUT UB wnOUwl BEOx
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xOOPl EwUT UOUT T wUOT T wUI Ezwep' OEEUOWNWRNOwWx 8 wWk
Ul EDWEXxxOPl UwOOuwsi EVUUT zOwbDEOBOI fugD O wikwB O® U U
UT 1T wOOUPOOwWeZgxO00P¢ wuwbhUwPOWEWUUEUUEOUPEOOaWUUUI
and so only the verb and its figurative sense are extracted (intentionally), and the
YI UEwPDUwx UUwWPOWEOWDPOEOOX EUD HOIWUE O QBidréE WWE G wU |
in my translation example, partial mapping is inevitable and not a matter of choice,
when parts of the meaning of the textual metaphor cannot be transferred because
they are untranslatable ¢ for xD E O1 Mo BDeidegpreted with as OU U UE OtheuUl OUIT O
mapping will only be partial in a translation because there is no corresponding
word in the target language to express that same sense of mutualitythat can
EOOOOEEUI wbbUT wsi Uaz wps NPEOz AOwE Odiapfiol OET wUT |
cannot be translated into a meaning as interpreted in the first instance and can only
be rendered with a word carrying the unidirectional sense. As for interpretation of
sRDEOT NPEOZ WEUWEwWxUOOwWODPOI PPUI OwUidtianOE x x DOT
cannot be transferred in its entirety when there is no word in the English language
PT PET WwEEUUDPI UwUT T wOPOwWUT OUT UOwPBET ws UOwi Uaz
of the poem.

This rather detailed account of the translation problem of a single term may
be perceived as a typical example ofisolatednesghe discussion of which may be
seen to defy generalization. However, here the issueis discussedwith an intention
to argue that while there will be instances of untranslatability in a textual metaphor
from time to time, the translator can still strive to translate in a way that results in a
similar interpretation of the poetic theme, which in this example is the plaint of the
poet that his ambitious and hostile brother had turned their rela tionship into a
tormented and hurtful one. Where instances of untranslatability mean that the
poetic argument of metaphor can only be translated to a certain extent, with the
argumentative perspective, one is still in a position to comment objectively whet her
a translator is making justifiable changes. For example, if any criticism can be made
EEOQUUwWUUEOUOE UP OO widwouldlde theuldst lie®iugs IR DE OF QB E-OR Daul
translation (Translation 5) which is an obvious departure from the literal sense of
s N Bdt e sake of rhyming t UOOD Ol whOUEUwWODOI ws OPOO7z Qws i U3

Yy y SEFYLXS 2F FdA f Y LLAY3 AyOfdRAy3d GKS adSyasS 2F G(GKS

82dzNJ 26y FTASERQ AY whickSimpatkht®KSYSGI RS . dZRRKR ax¥yf e WaKz2ga i
(Kozak, n.d.).
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other translations which either carry the same meaning or are at least semantically
EUUOEPEUI EwbPPUT ws NPEOz OQws T EUI zZ wBftom®he UOWE OE w-
original to the extent that the meaning expressed is incompatible in the network of

vehicles constituting the extended metaphor of cooking beans. This criticism has

nothing to do with ajudgment made with reference to any personal taste, as in |

xT UET BDYT ws T EUIT z w0 O wED Uwisux=iid uhEpiEDgt iEth neferéhaed O O wi O «
to accuracy of the meaning of words in the construction and transference of the poetic

argument In this regard, the translator has not resorted to a more literal rendering

when he could have done so.

XI.  Poetic argument of metaphor as prose paraphrase

In Chapter 2 | have made it a point that the poetic argument as prose paraphrase

will need to serve as an additional basis to account for poetry translation from the

argumentative perspective. As far as the poetic argument of metaphor is concerned,

there are cases where even though a textual metaphor can interact with the rest of

the poem in bringing about the same poetic message in a translation, the translator

has initiated changes to the original which result in an unfaithful translation. By

mentioning this concern, | still a greeto the idea, that it is valid from time to time to

substitut e culturally -imbued metaphors and imagery for something different but

more compatible wi th the expectations of the target-text readership in rendering an

accurate translation. And in any case the acceptability of different degrees of

literalness in translation maybe considered in the light of the fact that a paraphrase

does nothavetobe urE 1 UUUOOEwPOwUl UOUwWOI ws UUUPEUwWUI OE (
POUUI EEWE]l WEWSEUOEETI UOWExxUORDOEUI wi gUBDYEOI ¢
(ibid, p.468) as translations forUT 1 wx O1 O w O this dhap@iéribasbatew

ol 81 GlisWIOBEI Ewl EUOTI OUz wl EVwWUOT T wUl OUI.ADT ws P11 E
for the doubt that transference of the form -meaning relationship is no guarantee of

faithfulness to the meaning of the source text, | am referring to the fact that

Ul TEUEDOT wOT T ws EOOUUOOZ wOi wOT T wx Ol UPEwWEUT UOI

"5 | Fx186@)duggestsi K & GKSNB A& y2 AdzORNIKAYIAG AASdWERSYR DA QAL
y2 LER2SGAOFE FyR y2,an/that?OBNGH A v ZNIRE ¢ | NBIOLIMmimBaged anl £ £ & L2 ¢
51 GASQ4 @OASe L | NBdS (KIG o6& GKS &lY$S (21Sy 62NR& dzaSR
FKSOGKSNI 6KS&8 az2dzyR WLRSGHGAOIT QX o6dzii 6 KS{ KiSdedvéyedsse || NB  dza
far as possible
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meaning, there is no specification on how farthe translator can go in making

changes to the original metaphorical image, and so one maybe in a position to argue

that even with a drastic change the theme of the poem can still be carried across to

Ul 1 wOEUTT Uwx Ol O w( UwPUwWPOWEEUI UWEUWUUET wUT E
and a translation proper can become unclead w/ I Ul U waddatvg @ the) 7 U

following poem by Han Shan, the Buddhist monk poet of the TangDynasty is a case

in point, which | put side -by-side with a literal translation for comparison:

%
1. 70 1Y
2. Mb N/ |
3. 1 WY
4. ol A
5. 0 Y
6. W B
7. 3w Y
8. 0« € |
Han Shan
1. peach blossoms want through summer
2. wind moon hurry not wait
3. visit (v.) find Han* times people
4. likethis not one ge(quan.) exist
5. morning morning (every morng) flowers move fall
6. year year (every year) people move change
7. today T raise dust place
8. past times was big sea

*Hanis an imperial Dynasty in China.
A literal translation:

The peach blossoms yearn to live through a summer.

They fail tosustain under the urging of the wind and the moon.
If one tries to find any one from Han Dynasty,

He will find that none still stays around.

Morning after morning, the blossoms fly and fall.

a bk wbhpE
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6. Year after year, people move and change.
7. The place where dusses today
8. Was once a vast ocean.

(X. Lin, 2006, p. 104)

A N N o~ - PN .

/10l Uw2UEOEOI Uz UwUOUEQOUOEUDPOOO

1. Peach blossoms yearn for a summerds | if
2. Shivering before a slight breeze, paling

3. In each descent of the moon. Of all the ancients,

4. Not one wakes when a bough stirs.

5. Leaves of my book curl, and the edges brown

6. Il n the fire that | ivens my motherds ash
7. When | stumble my feet raise dust

8. Where once the greenest sea rolled.

(ibid)

This poem of Han Shan may be regarded another example with a recurring
discussion | highlight the third couplet (lines 5 -6).Itisargued UT E0w2 UEOEOI Uz Uu
Ul OEUDPYI Qawi Ul 1l wUl OET UPOT wEawUI xOEEDOT wUI 1 wt
sxI1 OxOl ZAWEOUDWEUVUUDE®BEDUEwWBEDOU W PUwxT UUOOE O
Ol EYI UZWEOEwWI PUws OOUT 1 Uz UwWEUT 1 U ziAdwp106)E Owl R E (
POwUT EVwUOT T wUIl xOEET Ol OUWEOT UbidOpa03udithd | EQwUT 1 1
poem and still coheres with the rest of the poem in conveying the poetic message.
SEODOT wbOUOWEEEOUOUWUT 1 wi EE0wUT EVWEWxEUEXxT UI
1 U DY E@dntidied kefore which is in line with the understanding that strict
literal translation of metaphorical images is som etimes given up, | argue that one is
still in a position to determine if the translator has , having taken other linguistic and
aesthetic concerns into accountmanipulated the similarities between the source
and target language as far as possiblet forthe' EQw2 T EQwx Ol OWEEOYIT Ow2 C
translation has opted for a complete chang® the images, images which have no
semantic association whatsoever with the original when obviously a literal
translation (like the one cited above) is clear enough for the targe readership to
understand the message 9O O U U O O U 7 w E, @ftictuare<itnades Gyimbolizing
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XII.

XIII.

transience, work as parts of the network of elements in the source poem to convey
its theme, and in this regard they work just as well in a translation . Undoubted ly,
this is a poem for which all the exercising of talent and creativity on the part of the
translator seems more legitimate than most other text types, but it would be
impossible from the argumentative perspective to appreciate the said change
without con sidering it as some sort of random substitution on the part of the
translator, and not substitution within control, i.e. taking into account the need to
transfer the poetic argument as prose paraphrase as far as possible. This is,
therefore, an example of rewriting, and not translation, of the original.

Metaphor as poetic argument and the new translation theory

My discussion in this chapter chiefly concerns the justifiability of different

translation methods for translatablemetaphors in the light of the argumentative

perspective. In other words, their transference from the argumentative perspective
DUWEOUOWE BOI0OBhOENDORAWUT | wEOOOPEOGET woOi wi Ol RPEE
presented as a control, but unlike sequential structure and repetition, metaphor as a
UOUUEUOUUI wbUwi GUOOI UUOwWUIT OET UDPOT wlT 1 WwEOOUUOC
Ul 1 wUEOT wUPOI OWUUET wEwWsi OUOOI UUWEOOUUOOZ woi 1
like sequential structure and repetition, not a straitjacket be cause it gives the

translators room to manoeuvre so long ashe sense relations in atranslation remain

the sameas those of the source poem and give rise to the same meaning, the poetic

message. The additional control factor as prose paraphrase is, as ishe case with the

other aspects of the poetic argument, obvious for one to discern. While translations

done in different ways can be seen to have adhered to the prose paraphrase, any

rendering which has departed significantly from the source content -wise when the

translator could have rendered a more literal translation just as comprehensible is

unequivocally an instance of rewriting. All in all, the importance of retaining
sUPOPOEUDPUDPI Uz WEOEWEOOOPDOT wi OUwsi 01l RPEDPOD U
again in my account of this third aspect of the poetic argument, on which an

objective description of poetry tr anslation is based. And also, this aspectcontributes

to a simple and accommodating theory of poetry translation.

Summary of chapter

In this chapter, | have delineated the substance of metaphor in the West, and
mapped out its similarities and differences from Chinese metaphorical expressions.
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For differences | have highlighted the metaphysical nature of metaphors used in
Western poetry and the typical metonymic mode in classical Chinese poems, and
argued that quintessentially the nature of the Western metaphor is in fact very
similar to its Chinese counterpart. Metaphorical expressions in both languages
concern discerning the similarities in dissimilarities, and what matters from the
argumentative perspective is translatability of such expressions, which can be
achieved so long as the said discernment is shared.Then | have explored how
metaphor can be perceived as a textual phenomenon and herefore a structure of
meaning, and by manipulating the relationship traditionally acknowledged
between metaphor and argumentation, | have EDPUEUUUTI EwUT T wOOUDPOOW
component of meaning of the poetic argument of metaphor, and explained what it
meaOUwi OUWEwOI UE x| O iha abslatod Surcessfuliy it ttiellighit gf w
the argumentative perspective. With an actual example of textual metaphor, | have
tried to validate again the idea that possibility of tra nsference hangs on
comprehensibility and translatability of the metaphorical expression, whether the
kind of mapping relation involved has changed its nature in a translationa
relationship is immaterial . Based on such an idea of translatability, | have tried to
demonstrate further how one can account for the consistencies amongst different
translations by basing on the fact that they have transferred the structure of
meaning of the source, as well as one can explain howtheir discrepancies can be
considered justifiable/unjustifiable. | have also explained how the poetic argument
of prose paraphrase can be seen as a control for the translator in explaining the
nature of poetry translation. As in Chapters 5 and 6, the discussion ends with
reiterating the purpose of achieving an objective description of poetry translation,
and illustrating briefly how the translation issues on metaphor as poetic argument
UUEUUEOUPEUT w UTTwilTEUUUI Uw Oi wsUPOxOPEDUaAZ
characterize the new translation theory.

"TExUbpUBEOwWUOBWOUI @i DPOEOWEUxT EQwOTl wUOi T w:

UT TOPwWwokdDlUlwa wldBDOUOBWEOD® wx Ul UUT Ewi UUOT 1 UwU
Uil wOUEOUOEUDPOOWOI wx Ol @il # we Uil U0 wdiddeddd 08 E U
Ul Ul EUE® w QU w EBDWEOW UiwivDOEOw I BEOx Ol w UOw ET OO«
EUT UOI OUEUDPYI wxl UUxI EUPYI wEOOU U D EIWH QEWIEN W |

Ul OUET wOOwUT 1T wEOOUDOT woOi wUT PUWUUUEaG

X
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CHAPTER 7
Fourth Aspect of the Poetic Argument: Imagery
l. Introduction

In this chapter, whi ch is penultimate to the conclusion, | present the final aspect of
Ul 1T wxOl UPEWEUT UOI OUOwbOETT Uadw2bO0ET wOT T wyUl O
| start with addressing their similarities, and how such similarities can lead to the
understanding that imagery can work in the same way as metaphor as a structure
of meaning in translation. Then | give an account of the differences between
imagery and metaphor in order to justify discussing imagery as poetic argument
separately. Following that, | focus on examples of imageries in juxtaposition in
classical Chinese poetry, and explain how their translations have been handled and
analyzed, based upon which | evaluate the translation of poetic argument as
imageries from the argumentative perspective. This chapter ends with a discussion
of a much-debated topic, which is the translation of Chinese nouns (that denote the
poetic imageries) not inflected for number into English, and | propose how the
controversies involved can be considered in the light of the argume ntative
perspective.

Following is the view of Samuel Taylor Coleridge (17721834) onthe relation
between the human mind and nature

Man communicates by articulation of sounds, and paramountly by the memory in
the ear; nature by the impression of bounds and surfaces on the eye, and through
the eye it gives significance and appropriation, and thus the conditions of memory,
or the capability of being remembered, to sounds, smells, etc. Now Art, used
collectively for painting, sculpture, architecture, and mus ic, is the mediatress
between, and reconciler of nature and man. It is, therefore, the power of humanizing
nature, of infusing the thoughts and passions of man into everything which is the
object of his contemplation. (Coleridge, 1990, On Poesy or Art section, para. 1)

The medium of art form presents nature as contemplated by the human mind,
which assumingly is true universally. Poetry, a verbal/written art form, has nature
as its constant theme, which renders the relationship between natural imagery and
poetry almost an automatic one. Such a close association applies to Chinese and
Western poems alike.
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Now | continue with my illustration of the poetic argument of imagery and
the associated translation issues in order to achieve the same purpose of
demonstrating how the goal of transferring the poetic argument as far as possible
helps to account for the nature of poetry translation objectiv ely, and how a simple
and accommodating theory is borne out of translation issues discussed with
reference to the poeticargument.

Metaphor and imagery ¢ their similarities

To justify a separate discussion on the translation of imagery, | need to demonstrate
that metaphors and imageries are different. But at the same time, for the sake of
giving a balanced account | would take into consideration their similarities,
EOOOT UUwbT PET whbUwUIT 1 wUI OEUDOOUT bx wETI UPIT | OQuws i
which is presumed by Lewis (1947):
What do we understand, then, by the poetic image? In its simplest terms, it is a
picture made out of words. An epithet, a metaphqgra simile may create an image; or
an image may be presented to us in a phrase or passage on the face of it purely
descriptive, but conveying to our imagination something more than the accurate

reflection of an external reality. Every poetic image, therefore, is to some degree
metaphorical(p.18; my emphasis)

Their close relationship is also witnessed by the fact that metaphor is about

N - s oA

(Jensen, 1983, p. 201; my emphasisdy that simply metaphor may be defined in
termso® OET I Uaows 61 1 OQOwi T UUEUDPYIT wOEOT UET T wepODPOI
picturethatevokesthi wU‘I Oul UOwbi wEEC’)OwUT E)UuJDC)ET I Uaz wop!

A oA~ s A N A~ A

imageDP UwUT 1T wEOOUUEQUWDPOWEOOwx Ol UVUaz wESGEwWUT EVws
ET UxPUI wOT 1 wi Ente@ndgd, dictiow altdrs] mérigdl fashiéhs change,

even the elemental subjectOEUUT UwOEa wET EOT T weOOOU U wOUOwWOI
gnetaphay wb T DET wUl OEDPOUwmpx 6 A A3 w6 T EVWEEQWET wUI T
of terminological confusion because + | PP U wUUI EU U wi ibageisihe OwbEIT EUO
EOOUUEOQOUwWD O wE Orfetaphttl) VOB E QUEDEWRQ WE T wlT 1T wUEOQT Owl
POUEUws POET 1 zwEOEwWs O UExT OUz wbOUI UET EOT 1 EEO:

differentiation between the two terms is Yeh (1982): when referring to
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6 OUEUP Oudy¥ QU@OwWUT T wOl OUPOOUwWs POET 1 UwOil wUOT 1 w
UPOT Ol wWUUEUZ wpxd6t AOQOwbkT PET WwEUIT wi YI OUUEOOa wOEL
SUUEUzZ wpx8 KAwWUI Ux]1 EUDPYI Oa d w(thyoaakdoedgé3th®T O wb U wi
fact that the two words are substitutable for each other. A Tangpoetry example also
demonstrates such a lack of clear demarcation between the two notions, which is a

couplet in a lushi (regulated vergeYangtze and Harfdianghanse ) written by Du Fu

ti0wuUil BEU unsY1 M Zzwps 21 UUPOT wUUOOwWiI T EU0wUUDPOO
Zi UOO¢ wUPEOOI UUWEEOUU WU O wU The av¥ lingspagcbréir@w o w, | D (
to Kao and Mei, present a contrast between the symbols ofdeclinepU T 1 wisWwl WQHUD
EQEwWsEUUUOOutaliy@f Aws®OBF EUUZz wbl PET wbUws T EOI zw
UPEOOI UUASBwWOUDPUI WOEYDPOUUOGAOWEOUT wlT T wsUI UUDC
something other thanthe imagery perceived in nature, hence their metaphorical
UPODPOEUWEUUOEPEUDPOOwWPDPUT wlUi | wi DOEOQWUUET T wol 1
approaching the end of a year). The fact thatthese two images are at the same time a

reference.

(OQwxEUUDPOT Ow( wOT 1 EwUOwx O0POUwOUUwW( wg QOWEPE L
sPDOET I Uazwl EYT WETT QwUUI EwbOUI UETEOT 1 EECawbO
be so used in this research studywithout my ignoring their differences altogether. |
x UUwOT 1 whOUEwWs POET I Uaby-uBEL&EDOUws ODEE Kk dup i
for this section because both notions refer to therhetoricaldevice wbD OET | UseudD U ws 3 1
of words or pictures in books, | POOUOwx EPOUDOT UOwl UE8 wUOWET UE
OQawl OxT EUPUAOwWPLT DOI wOl UExT OUws EOQwI BRxUI UUPOO(
describes a person or object by refering to something that is considered to have
UPOPOEUWET EUEEUI UPUUPEUWUOWUT EDwx1T UUOOwWOU WO
Ul xT UEUT wEUws EOQwI B x Ul UUDP Q<adtol déstribeLap@bnuod b U1 UE U |
OENI EUOzZ wUOWOEOIT wl Rtsricaddewdcs eml0yddy @ vred InwE U wE wU T
EOOXxEUPUOOWUOwWws POET T UazOwsPOETT zwUI T OUwUOWEI
actuallyE1 OO U1 U uypickilyBhdde I th©real world. 11t As a poetic feature it is
UT T ws NURUExOUPUPOO®OI waouUIl b QEwOOUusub 00

111

Images in reality is different from, sapentalimages.
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collocation,’2x OUUPEOQa wEIl EEUUI wsPOET I Uz wi EVUWEwWOI EOD
sxPDEUOUPEOwWUI xUI Ul OUEUPOOZ OWEOSEWUT E0wP U wh U wl
EDOI OEUOT UExT awOUwxT OUOT UExT aOwkll DEF QudEDI &) wul
I RETEOT 1 EEOI wEUWUPOT Uowi UOOWUT T wi REOXx Ol woli w:
UOUUET wEDPUI EWEEOYI Ows DOET I Uz wb b OOQED auwksOauil 1@ |
PDOET T UawgbOET T Ug wbOwUT T wx Ol OwOOUU Orelvirigl OEUIT wl
OOwUT T wi EUI wUOWEUUOGEPEUT WEOUT wsPOET I Uz WEOE wi
x UOx OUIl wUT T wExxUOxUPEUI Ol UUwUOwWU%bf®@woOi wi DUI
aspects of the poetic argument.

Imagery as poetic argument and its translation ¢ a preliminary exploration

Since | have already established the understanding of metaphor as a textual
phenomenon and in what way imageries and metaphors might be seen to be similar,
there is a clear basis upon which to discuss right-away poetry examples which
contain imageries and compare them with the ones discussed in the last chapter.
Firstly | refer to a tetra-syllabic quatrain (jueju) written by the Tangpoet Zhao Gu
(806-853)

& X

1. pe =& Y

2. b, WM w)

3. wabW " oo

4. M V Rk T

JianglouYou Gan

1. alone ascend river tower think silently-
2. moon light like water water like sky
3. together came admire moon personwhere at
4. scenery T vaguely like last year
Regrets W.J.B. Fletcher

1. Upon the river tower alone how sorrowful am I!

112

This is a observation on my part derived from a search via Google Scholar.
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2. The moonbeams join the water; the water meets the sky.
3. All those who came this Moon to view, ah! Whither are they gone?
4. This scene appears to me like one of ages long gone by.

(Fu, 2005, p. 72)
31T 1T ws 0060 0z OmBuerErmb@edyhdHtOredaphorical import
realized by the fact that it symbolizes reunion in Chinese tradition. It is mentioned/
implied in this poem more than once, hence forming a thread of coherence and
cutting across a period from the present to the past. With the understanding
established for textual metaphor in the last chapter (that essentially it is part of a
Ol UPOUOWOI wUIl OUI wuUl OEUPOOUAOW( wUUTTT UUOwWUT E0L
of textual imagery Also, given the fact that the imagery concerned has metaphorical
meaning one might just consider it another case of textual metaphor.

Following is another poem written by the Tangpoet Li Shangyin (813-858), a
tetra-syllabic regulated verse (lishi) richly -imbued with different imageries:

113

1 Xx AY

2. CACHE- 7

3 N Y

4 ~4inD |

5 BY X Y

6 nw 31 |

7.1 K/ D Y

8. Tt 1+ b L

Jinse

1. lavishzither withoutareason T fifty T strings
2. one string one fret think beautiful years
3. Zhuanghod dawn drean confuse butterfly T

4. Wang Di** spring heart entrust cuckoo T

5. vast sea moon bright pearl has tears

By 7z uaBnlsical instrument¥ zmeans lavish, not plairOne of the translations for the terh &  WWI RS %A (K S
(zhang, 1992, p.154).
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6. Blue Field**sun warm jade emit smoke
7. this feelingmay wait tobecome memories T
8. only is that time already confused T

* Zhuang Zhou, also Zhuangzi, Master Zhuang2@&7BC), is the famous Chinese

philosopher during th&varring States Peridte story in this line is about Zhuangzi dreaming

of himself having turned into a butterfly. Upon waking up he saw only hiersgBo became
confused whether he was the Master or the butterfly, and whether it was he who dreamt of the
butterfly or the butterfly himzhouy, 1983,p.1126).

** Wangdiwasa legendary ruler, Empemfrthe State obhuya dependent territory of the

Zhai Dynasty. After the King, Duy) = ), abdicated and his State was destroyed, legend has
it that he lived a life of seclusion and turned into a bird which cried melancholically during
late spring till its mouth bled. People named the bBinflan(D  ; cuckoo bird)ibid,

p.1127).

*** Blue Reld is the name of a mountain situated in the present Shanxi) Province in
China and is famous for its production of quality jade.

Translation:
The Ornate Zither Ho Chong Kin

For no reason, the ornate zither has fifty strings;

Each string with ithet evokes recollection of a youthful spring.
Zhuangzi was baffled by his dawn dream of being a butterfly;

The cuckoo was entrusted with the tender soul of a king.

In the green sea under a bright moon, tears would turn into pearls.
In Lantian under a wam sun, rising mists the jade would bring.
Such feeling may be left to memoties

Only at the time it was a puzzling thing.

© NG A~WDN R

(Ho, 2015, p. 149

There is no consensus on what the images in this fanous enigmatic poem are
about, but the metaphorical import of the imageries is acknowledged: Zhang (1992)
refers to the interpretation that the richly -allusive and seemingly unrelated poetic
images revolve around the single theme of poetry compositigian Zhongshu, the
renowned scholar of modern China, agreed on such an understanding that the
x Ol OOwbPPUT WEOOWUT T whbOET 1 UBPT UOwBbUwWUT T wx Ol Uz Ut
Zhang, 1992, p. 154): the first two couplets refer to the lavish zither and its strings
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