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ABSTRACT 

 

The aÚÚÜÔ×ÛÐÖÕɯÖÍɯÛÏÌɯÐÔ×ÖÙÛÈÕÊÌɯÖÍɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙɀÚɯÛÈÓÌÕÛɯÏÈÚɯÖÍÛÌÕɯÓÌËɯÛÖɯÛÏÌɯÙÌÚÜÓÛɯ

that poetry translation appears unfathomable, in particular the view exists that poetry 

translation can only be successful as a form of rewriting or re-creation (Bassnett, 1998), 

while the difficulties and intricacies involved in poetry translation may have led to the 

ÚÜÉÑÌÊÛÐÝÐÛàɯÈÕËɯȿisolatednessɀ of numerous relevant studies. In this research study, I 

propose ÛÏÌɯȿÈÙÎÜÔÌÕÛÈÛÐÝÌɯ×ÌÙÚ×ÌÊÛÐÝÌɀɯÛÖɯÈÕÈÓàáÌɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàȮɯby which I 

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 long-standing concept in Western 

ÓÐÛÌÙÈÙàɯÚÛÜËÐÌÚɯȹ*ÌÙÛáÌÙȮɯƕƝƜƜȺȮɯȿÈÙÎÜÔÌÕÛɀɯÐÚɯËÌÍÐÕÌËɯÐÕɯÛÏÐÚɯÚÛÜËàɯÈÚɯÏÈÝÐÕÎɯÈɯÚÛÙÜÊÛÜÙÈÓɯ

and meaning dimension. Using the comparative approach in translation studies 

(Williams & Chesterman , 2002), I 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 I discuss the two dimensions of poetic argument, the discussions concerned are given 

coherence by 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 I 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.  

 

Keywords:  poetic argument, classical Chinese poetry, translation 
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NOTES 

 
Romanization of Chinese text used in this research study: 

Pinyin is used unless the word appears in cited quotations in Wade-Giles, in which case 

the Pinyin is put in square brackets, eȭÎȭɯ3ɀÈÕÎɯȻ3ÈÕÎȼȭ 

Word-for-word crib of classical Chinese poems: 

When discussing classical Chinese poetry examples I provide word -for -wor d cribs to 

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

Ӟ   Ӣ Ӫ Ȳ 

jade  stair  emerge white  dew 

ỏ  ϵ –  ȴ 

night long  soak gauze stockings  

⁯  ϯ Ѭ  Ȳ  

but  down  crystal  ï curtain  

ⱷ    ּו ѣȴ 

clear  ï look  autumn moon  

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

Correspondence ɬ 

Some Chinese terms which consist of two characters signal a single sense 

unit and therefore cannot be translated word-for -ÞÖÙËȭɯȿFengjingɀɯȹ), for 

example, is ÛÙÈÕÚÓÈÛÌËɯÈÚɯȿsceneryɀȮɯÈÕËɯÕÖÛɯȿwind ɀɯÈÕËɯȿviewɀȭɯ6ÏÌÙÌɯÚÜÊÏɯÐÚɯ

the case, the slot which supposedly belongs to the second character in the 

term will be filled up by a dash  (ï). On the other hand, sometimes more than 
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one English word is used to translate a Chinese character, in which  case the 

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

translations for one word only ȮɯÌȭÎȭɯȿÚÏÖÜɀɯȹȺɯÔÌÈÕÚɯÛÖɯȿÓÐÝÌ-ÓÖÕÎɀȭɯ(ÕɯÈÕàɯ

case, I 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.   

Transliteration ɬ 

I have transliterated some Chinese words (because there is no exact 

correspondence in English). The transliterated words  are marked in Pinyin 

Romanization and put in italics. 

Word-class ɬ 

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 I mark a word  as belonging to a particular part of speech with 

short forms (see below). 

Short-forms ɬ 

As indicated above, some Chinese characters I need to transliterate. They 

include prefixes, particles, quantifiers, onomatopoeias, and units of 

measurement. For transliterated words as such I use a short-form to indicate 

what they are.  

I also use short forms to mark content words of different parts of speech.  
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The short-forms used are as follows: 

adj. ï adjective 

adv. ï adverb 

aux. ï auxiliary 

n. ï noun 

onoma. ï onomatopoeia 

part. ï particle 

pre. ï prefix 

pro. ï pronoun 

quan. ï quantifier 

u. of measure. ï unit of measurement 

v. ï verb 

Inflection ɬ 

Chinese is an uninflected language, and hence in Chinese-English translation  

a verb needs to be translated as the past or present form,  and a noun as the 

singular or plural. Mostly I just translate a verb/noun  int o 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 particular inflected word form I just 

translate accordinglyȮɯÌȭÎȭɯÐÍɯÛÏÌÙÌɯÐÚɯÈɯÛÐÔÌɯÈËÝÌÙÉÐÈÓɯÓÐÒÌɯȿØÜÕÐÈÕɀɯȹȿÓÈÚÛɯàÌÈÙɀȰɯ

ҟד) preceding the verb, then the verb is translated with past tense. In 

addition, if there is a numeral above ȿoneɀ modifying a noun , or if in -context 
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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 the word-for-word crib/translation: 

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 asterisk/ asterisks, and the explanation is put 

underneath the word -for -word crib/ translation . Explanations are sometimes put in 

parentheses in a poetic line.    

The English translations: 

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

The rest are my translations.  

About the appendices: 

I 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 notes which are referred to in the  main text. 

APPENDIX II: For Imperial Dynasties and poets which appear more than once in the 

thesis, I do not include the years every-time I mention them, and so I have included a 

chronological presentation  of the Dynasties of Imperial China and its vassal states (most 

of the latter are mentioned when the anthology Book of Songs is 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.  
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CHAPTER 1  

Basis of Discussion of the Poetic Argument and Overview of this Study  

I.  Introduction  

I once read a report on famous copyright infringement cases which happened in the 

United States: several appropriation artists were sued because they had 

ÛÙÈÕÚÍÖÙÔÌËɯÚÖÔÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙÚɀɯ×ÐÊÛÜÙÌÚɯÍÖÙɯÊÖÔÔÌÙÊÐÈÓɯ×ÜÙ×ÖÚÌs. The changes 

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 

ÙÌÈÚÖÕÐÕÎɯÈÕËɯÙÜÓÌɯÐÕɯÛÏÌɯÈÙÛÐÚÛÚɀɯÍÈÝÖÙȭɯ!ÌÐÕÎɯÕÖɯÓÌÎÈÓɯÌß×ÌÙÛȮɯ(ɯÊÖÜÓËɯÖÕÓàɯÍÌÌÓȮɯÛÏÈÛɯ

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 cases clearly 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, based 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 ÖÍɯȿfaithfulnessɀȮɯÒÕÖÞÕɯ

for long to be the fundamental requirement for a good translation , should mean in 

the context of poetry translation. In this regard, I can recall that J. Minford 

suggested to me how Arthur Waley (1889-1966) and other outstanding poetry 

translators were ÎÌÕÐÜÚÌÚɯÞÏÖɯÏÈËɯÛÏÈÛɯȿØÜÈÓÐÛàɯÖÍɯÔÐÕËɀȮɯÛÏÌɯÈÉÐÓÐÛàɯÛÖ ɀÎÌÛɯÛÖɯÛÏÌɯ

heart of thingsɀ, or an ȿinner ×ÖÞÌÙɀɯon their part which  ÊÖÜÓËɯȿset their translations 
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apartɀ (personal communication, March 5, 2016). Minford (2016) also referred to 

6ÈÓÌàɀÚɯunfaithful translation  of a line in a ci ( ) poem, a genre of classical Chinese 

poetry,  which is ȿṞֽ☼Ѭ ֽ ɀ (ȿju ru liu shui ma ru long ɀȺ in ȿTo the tune gazing 

to the 2ÖÜÛÏɀɯȹWang Jiangnan; ᴂ⁮) written by Li Yu (936-978) of the Southern 

Tang (937-975) Dynasty  (p.7). The line consists of two similes, and literally it means 

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

dragonɀ. The more concise Chinese idiom ɀṞѬ ɀɯ(ȿjushui-malongɀ) which is still 

commonly used means exactly the same and depicts a scene of exceedingly busy 

traffic on the streets, symbolic ÖÍɯÛÏÌɯ×ÙÖÚ×ÌÙÐÛàɯÖÍɯÈɯ×ÓÈÊÌȭɯ(Õɯ6ÈÓÌàɀÚ translation the 

ÓÐÕÌɯÉÌÊÖÔÌÚɯȿ&ÓÐËÌËɯÔàɯÊÏÈÙÐÖÛȮɯÚÔÖÖÛÏÌÙɯÛÏÈÕɯÈɯÚÜÔÔÌÙɯÚÛÙÌÈÔɀɯȹÐÉÐËȺȭɯ6ÏÌÕɯÐÛɯ

comes to the quality of translation, analysts often tend to give a higher regard to its 

artistic value  than to its fait hfulness ɬ 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 suggests in his Essay on the Principles of 

Translation (originally published in 1791)  that a tranÚÓÈÛÐÖÕɯȿÚÏÖÜÓËɯÎÐÝÌɯÈɯÊÖÔ×ÓÌÛÌɯ

ÛÙÈÕÚÊÙÐ×ÛɯÖÍɯÛÏÌɯÐËÌÈÚɯÖÍɯÛÏÌɯÖÙÐÎÐÕÈÓɯÞÖÙÒɀȮɯȿÚÏÖÜÓËɯÏÈÝÌɯÈÓÓɯÛÏÌɯÌÈÚÌɯÖÍɯÛÏÌɯ

ÊÖÔ×ÖÚÐÛÐÖÕɯÖÍɯÛÏÌɯÖÙÐÎÐÕÈÓɀȮ ÈÕËɯÛÏÈÛɯÛÏÌɯȿÚÛàÓÌɯÈÕËɯÔÈÕÕÌÙɯÖÍɯÞÙÐÛÐÕÎɯÚÏÖÜÓËɯÉÌɯÖÍɯ

ÛÏÌɯÚÈÔÌɯÊÏÈÙÈÊÛÌÙɯÞÐÛÏɯÛÏÈÛɯÖÍɯÛÏÌɯÖÙÐÎÐÕÈÓɀɯȹ×ȭƕƚȺȭɯɯ6ÏÐÓe the last standard being 

applied to literary work can be difficult to explicate objectively because any 

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 ( ; 1854-1921), ÍÈÔÖÜÚɯÍÖÙɯÏÐÚɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯ3ÏÖÔÈÚɯ'ÜßÓÌàɀÚɯEvolution and 
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Ethics and one of the most referred to Chinese translatorsȮɯÚÜÎÎÌÚÛÌËɯȿßÐÕɀɯȹ‒ȺȮɯȿËÈɀɯ

( ȺȮɯÈÕËɯȿàÈɀɯȹ) to be the three standards of a good translation (as seen in Yan, 

1984, p.6), which are commonly ÛÙÈÕÚÓÈÛÌËɯÈÚɯȿÍÈÐÛÏÍÜÓÕÌÚÚɀȮɯȿÊÖÔ×ÙÌÏÌÕÚÐÉÐÓÐÛàɀȮɯÈÕËɯ

ȿÌÓÌÎÈÕÊÌɀɯÙÌÚ×ÌÊÛÐÝÌÓà, amongst numerous other possible translations as presented 

in Hermans (2003, p. 383). Based upon the common sense understanding that the 

ÚÛÈÕËÈÙËɯÖÍɯȿàÈɀȮɯȿÌÓÌÎÈÕÊÌɀɯÐÕɯÌß×ÙÌÚÚÐÖÕɯÈ××ÓÐÌÚɯÖÕÓàɯÛÖɯÛÌßÛÚɯÞÏÐÊÏɯÈÙÌɯÊÖÔ×ÈÛÐÉÓÌɯ

ÞÐÛÏɯÚÜÊÏɯÈɯÓÈÕÎÜÈÎÌɯÚÛàÓÌȮɯ+ÈÖɯȹƕƝƜƔȺɯÏÈÚɯ×ÙÖ×ÖÚÌËɯÛÏÈÛɯÐÛɯÐÚɯȿÍÈÐÛÏÍÜÓÕÌÚÚɀɯÈÕËɯ

ȿÚÔÖÖÛÏÕÌÚÚɀɯÞÏÐÊÏɯÈÙÌɯÎÌÕÌÙÈÓÓàɯÈ××ÓÐÊÈÉÓÌɯÚÛÈÕËÈÙËÚɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɯȹ×ȭƖƙȺȭɯ

ȿ%ÈÐÛÏÍÜÓÕÌÚÚɀɯÐÚɯÛÈÒÌÕɯÉàɯ+ÈÖɯÛÖɯÉÌɯÚàÕÖÕàÔÖÜÚɯÛÖɯȿáÏÜÕØÜÌɀɯȹ), the latter when 

back-ÛÙÈÕÚÓÈÛÌËɯÐÕÛÖɯ$ÕÎÓÐÚÏɯÞÖÜÓËɯÉÌɯȿÈÊÊÜÙÈÊàɀȮɯÈÕËɯȿÚÔÖÖÛÏÕÌÚÚɀ ȹȿÛÖÕÎÚÏÜÕɀȰɯ

) ÐÚɯÏÐÚɯÞÖÙËɯÍÖÙɯȿËÈɀɯȹȺɯȹÐÉÐËȺȮɯÛÙÈÕÚÓÈÛÌËɯÈÚɯȿÊÖÔ×ÙÌÏÌÕÚÐÉÐÓÐÛàɀɯÈÉÖÝÌȭɯThat 

ȿÊÖÔ×ÙÌÏÌÕÚÐÉÐÓÐÛàɀɯÈÕËɯȿÚÔÖÖÛÏÕÌÚÚɀɯÊÈÕɯbe considered synonymous is evident in 

+ÐÕɀÚɯȹƕƝƜƘȺɯÈÊÊÖÜÕÛɯÈÚɯÞÌÓÓȮɯÞÏÌÙÌɯÛÏÌɯÚÛÈÕËÈÙËɯÖÍɯȿÊÖÔ×ÙÌÏÌÕÚÐÉÐÓÐÛàɀɯÈÓÚÖɯ

ÉÌÊÖÔÌÚɯȿÚÔÖÖÛÏÕÌÚÚɀɯȹ×ȭƖƚƔȺȭɯɯHuang (1991), like Lao cited above, proposes that 

ÛÏÌɯÚÛÈÕËÈÙËÚɯÖÍɯȿÈÊÊÜÙÈÊàɀɯȹȿáÏÜÕØÜÌɀȺɯÈÕËɯȿÚÔÖÖÛÏÕÌÚÚɀɯȹȿÛÖÕÎÚÏÜÕɀȺɯÈÙÌɯÛÖɯÉÌɯ

achieved for all kinds of translations.  3ÏÌɯÛÞÖɯÚÛÈÕËÈÙËÚɯȹÉÌɯÛÏÌàɯȿÍÈÐÛÏÍÜÓÕÌÚÚɀɯÈÕËɯ

ȿÊÖÔ×ÙÌÏÌÕÚÐÉÐÓÐÛàɀȮɯor ȿÈÊÊÜÙÈÊàɀɯÈÕËɯȿÚÔÖÖÛÏÕÌÚÚɀȺȮɯÛÖÎÌÛÏÌÙɯÞÐÛÏɯÞÏÈÛɯ3àÛÓÌÙɯÚÈàÚ 

regarding  the standards of translation  mentioned above, all constitute  the nature of 

translation .1 The nature of a translation proper , to me, has always appeared to be a 

relatively straightforward matter as such.   

 This is a research study on the translation of poetry . With regard to the 

ÛÌÕËÌÕÊàɯÛÖɯȿÊÖÔ×ÓÐÊÈÛÌɯÔÈÛÛÌÙÚɀ as demonstrated by the infringement 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, I 

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 I identify  a research 

                                                           
1
 This tight relationship between nature and standards can be considered in the light of Wƛƴ ŀƴŘ bƛŘŀΩǎ όмфупύ 

account of the purposes of translation theories (see Appendix I Note 1 on p. 293 for the purposes discussed and an 
explanation of how they connect nature and standards).  
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gap that enables me to propose my research objective, before I spell out in what 

way my research contributes to the field of translation studies. This introductory 

chapter ends with  a summary of the chapters which follow . 

  

II.  Poetry translation ɭwhat 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 said he 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 

ÚÛÈÛÌÚȯɯȿ(ɀÝÌɯÕÖÛɯàÌÛɯÊÖÔÌɯÈÊÙÖÚÚɯÈÕàɯÛÏÌÖÙÌÛÐÊÈÓɯ×ÙÌÊÌ×ÛɯÛÏÈÛɀÚɯÏÌÓ×ÌËɯÔÌɯÔÈÒÌɯÈɯÓÐÕÌɯ

ÖÍɯÈÕàɯÛÙÈÕÚÓÈÛÐÖÕɯÙÐÕÎɯÛÙÜÌɀɯȹ×ȭƛƘȺȭɯ6ÏÌÕɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯÛÙÈÕÚlators who are 

nonbelievers in theory do themselves produce quality poetry translations, 

seemingly some kind of a vicious cycle results: evidence shows that poetry 

ÛÙÈÕÚÓÈÛÐÖÕÚɯÈÙÌɯÊÈ×ÈÉÓàɯÏÈÕËÓÌËɯÉàɯÛÏÖÚÌɯÞÏÖɯ×ÖÚÚÌÚÚɯÛÏÌɯȿÎÐÍÛɀȮɯÞÏÐÊÏɯ×ÜÛÚɯÛÏÌÔɯÐÕɯ

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 (1608-1674) 

before assimilating their style to that of the Tang poet Du Fu (712-770) and the 

translation of David 'ÈÞÒÌÚɯÖÍɯÖÕÌɯÖÍɯ#ÜɀÚɯ×ÖÌÔÚȯ 

The above lines are characterized by a grand sweep, a large-scale movement, and a 

ferocious onslaught suggested by the rhythm, all of which sh are a close affinity with 

#Üɯ%ÜɀÚɯ×ÖÌÔɯÈÕËɯ'ÈÞÒÌÚɀɯÛÙÈÕÚÓÈÛÐÖÕȭɯ#Ì×ÐÊÛÐÕÎɯÚÊÌÕÌÚɯÖÙɯÍÖÙÊÌÚɯÖÍɯÊÖÚÔÐÊɯ

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 , 
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and as the name suggests, it concerns wholly the ȿÛÙÈÕÚÓÈÛÖÙɀÚɯ×ÌÙÚÖÕÈÓɯÒÕÖÞÓÌËÎÌȮɯ

ÐÕÛÜÐÛÐÖÕÚɯÈÕËɯÈÙÛÐÚÛÐÊɯÊÖÔ×ÌÛÌÕÊÌɀɯ(House, 1998, p. 257). There is no intention on 

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 possess a 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: 

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

ÌÕËɯÖÍɯÈɯÓÖÕÎɯËÈàɀÚɯÞÖÙÒȭɯ3ÏÌɯÙÌ×ÌÈÛÌËɯÙÌÈËÐÕÎÚɯÔÈÒÌɯÔÌɯÍÌÌÓɯÛÏÌɯ×ÙÌÚÌÕÊÌɯÖÍɯÛÏÌɯ

ÈÜÛÏÖÙɀÚɯÝÖÐÊÌȭɯ6ÏÌÕɯ(ɯÌÝÌÕÛÜÈÓÓàɯÈÙÙÐÝÌɯÈÛɯÈɯ×ÖÐÕÛɯÞÏÌÕɯÔàɯÖÞÕɯÝÖÐÊÌȮɯÈÕËɯ

breathing, are in harmony with the voice and the breathing of the author, then the 

work is alÔÖÚÛɯËÖÕÌȭɯ(ɯÈÔɯÈÞÈÙÌɯÛÏÈÛɯÔàɯÕÖÛÐÖÕÚɯÛÏÌɯÈÜÛÏÖÙɀÚɯÝÖÐÊÌɯÈÕËɯÉÙÌÈÛÏÐÕÎɯ

may sound like hocus-pocus to many of you. I am at a loss to explain how it works, 

but I know that it does. Once I feel that I have arrived at this stage, I 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 hardly be shared as any accessible knowledge. 

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

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

ÕÜÔÌÙÖÜÚɯÉÖÖÒÚɯÖÕɯÛÏÌɯÚÜÉÑÌÊÛɯÈÚɯȿÚÌÓÍ-indulgent nonsenseɀɯÌÕÖÜÎÏɯȿÛÖɯÍÐÓÓɯÌÕÛÐÙÌɯ

ÓÐÉÙÈÙÐÌÚɀɯȹ×ȭƙƛȺȮɯÐÕɯÏÌÙɯËÌÍÌÕÚÌɯÖÍɯÛÏÌɯÛÙÈÕÚÓÈÛÈÉÐÓÐÛàɯÖÍɯ×ÖÌÛÙàȮɯÚÏÌɯis de facto 

suggesting translatability hinges on treating poetry translation as a matter of 

adaptation2 based on a rich cultural and literary knowledge on the part of the 

translatorȮɯÖÙɯÙÈÛÏÌÙɯÞÏÖÔɯÚÏÌɯÊÈÓÓÚɯÛÏÌɯȿÙÌÞÙÐÛÌÙɀɯÛÖÞÈÙËÚɯÛÏÌɯÌÕËɯÖÍɯÏÌÙɯÈÊÊÖÜÕÛɯ

(p.75).  While I 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 to substantive 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 

ȿÚÜ×ÌÙ-ÉÌÐÕÎÚɀȮɯÈÕËɯÌÕËs with a conclusion which strongly suggests that poetry 

                                                           
2
 ²ƘƛƭŜ ΨŀŘŀǇǘŀǘƛƻƴΩ ƛǎ ŀŎƪƴƻǿƭŜŘƎŜŘ ǘƻ be different from translation in Koller (as cited in Schäffner, 1999, p. 5), it 

is used interchŀƴƎŜŀōƭȅ ǿƛǘƘ ΨǘǊŀƴǎƭŀǘƛƻƴΩ ƛƴ ǘƘŜ ŘƛǎŎǳǎǎƛƻƴ of Venuti (2010) (see Appendix I Note 2 on p. 293 for an 
account of Ƙƻǿ ΨŀŘŀǇǘŀǘƛƻƴΩ ƛǎ ŘŜŦƛƴŜŘ ōȅ ƘƛƳ ŀǎ ŀ ƪƛƴŘ ƻŦ ǘǊŀƴǎƭŀǘƛƻƴύΦ 
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ÛÙÈÕÚÓÈÛÐÖÕɯÚÏÖÜÓËɯÉÌɯËÖÕÌɯÉàɯÛÏÖÚÌɯÞÏÖɯÈÙÌɯÎÖÖËɯÌÕÖÜÎÏɯÛÖɯÉÌɯȿ×ÌÙÍÌÊÛÓàɯÍÜÚÌËɯ

ÞÐÛÏɯÛÏÌɯÚÖÜÙÊÌɀɯȹibid,  ×ȭƛƙȺȮɯÚÖÔÌÏÖÞɯÙÌÔÐÕÐÚÊÌÕÛɯÖÍɯ,ÈÓÔØÝÐÚÛɀÚɯÙÌÔÈÙÒɯÈÉÖÝÌȭɯ

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

is for those who have the real talent and is therefore still  something quite 

ÐÕÈÊÊÌÚÚÐÉÓÌɯÛÖɯÛÏÌɯȿÊÖÔÔÖÕɯÔÐÕËɀɯÞÐÛÏÖÜÛɯÏÌÙɯÈÊÛÜÈÓÓàɯÚÈàÐÕÎɯÚÖȭ  

Talking about the difficulty of poetry  translation, perhaps no discussion of it 

ÊÈÕɯÈÍÍÖÙËɯÛÖɯÓÌÈÝÌɯÖÜÛɯÛÏÌɯÕÖÛÐÖÕɯÖÍɯȿÛÙÈÕÚÓÈÛÈÉÐÓÐÛàɀ. Consider, for example, the 

infamous remark  by the poet Robert Frost (1874-1963)ȯɯȿ(ɯÊÖÜÓËɯËÌÍÐÕÌɯ×ÖÌÛÙàɯÛÏÐÚɯ

way: It is that which is lost out of both prose ÈÕËɯÝÌÙÚÌɯÐÕɯÛÙÈÕÚÓÈÛÐÖÕɀɯ(as seen in 

Frost, 1995, p.856Ⱥȭɯ3ÏÌɯÍÈÊÛɯÐÚɯȿÜÕÛÙÈÕÚÓÈÛÈÉÐÓÐÛàɀɯÏÈÚɯÚÐÕÊÌɯÈɯÓÖÕÎɯÛÐÔÌɯÈÎÖɯÉÌÌÕɯÛÏÌɯ

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 

ÍÌÈÛÜÙÌÚɯÐÕɯÛÙÈÕÚÓÈÛÐÕÎɯÈɯ×ÖÌÔȮɯÞÏÌÙÌɯȿÞÖÙËÚɯÔÈàɯÉÌɯÞÖÝen into semantic, metrical, 

ÙÏàÔÐÕÎȮɯÐÕÛÌÙÛÌßÛÜÈÓɯÈÕËɯÖÛÏÌÙɯ×ÈÛÛÌÙÕÚɀɯȹHermans, 2009, p.302). Views of 

untranslatability of poetry abound, which  certainly have an impact upon the 

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

"ÖÕÊÌÙÕÐÕÎɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯ×ÖÌÛÙàȮɯȱɯÐÛɯÔÈàɯÙÌØÜÐÙÌɯ×ÖÌÛÐÊɯÚÌÕÚÐÉÐÓÐÛàɯÈÕËɯ

ÐÕÛÜÐÛÐÖÕȮɯÔÖÙÌɯÛÏÈÕɯÈÕɯÈËÏÌÙÌÕÊÌɯÛÖɯÛÏÌɯÙÜÓÌÚȭɯ%ÖÙɯÛÏÐÚɯÙÌÈÚÖÕɯÐÛɯÐÚɯËÐÍÍÐÊÜÓÛɯÛÖɯ

ÐÔÈÎÐÕÌɯÛÏÈÛɯÈÕàÖÕÌɯÊÈÕɯÛÙÈÕÚÓÈÛÌɯ×ÖÌÛÙàȮɯÌßÊÌ×ÛɯÛÏÌɯÖÕÌɯÞÏÖɯÏÈÚɯÛÏÌɯÛÈÓÌÕÛɯÖÍɯ

ÊÙÌÈÛÐÕÎɯ×ÖÌÛÙàɯÏÐÔÚÌÓÍȮɯÉÌÊÈÜÚÌɯÛÙÈÕÚÓÈÛÐÕÎɯ×ÖÌÛÙàɯÐÚɯÕÌÈÙÓàɯÐÔ×ÖÚÚÐÉÓÌȮɯÈÚɯÛÏÌɯÓÐÕÎÜÐÚÛɯ

)ÈÊÖÉÚÖÕɯȻÚÐÊȼɯÚÈÐËȭɯ6ÏÈÛɯÐÚɯ×ÖÚÚÐÉÓÌɯÐÚɯÛÖɯÙÌÞÙÐÛÌɯÛÏÌɯÛÌßÛȱɯ%ÙÖÔɯÛÏÈÛɯÐËÌÈɯÊÖÔÌÚɯÞÏÈÛɯ

ÞÌɯÊÈÕɯÊÈÓÓɯÛÏÌɯÊÙÌÈÛÐÝÌɯÝÖÐÊÌɯÖÍɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙȮɯÈÚɯÞÌÓÓɯÈÚɯÏÐÚɯÌÍÍÌÊÛÐÝÌɯÙÖÓÌȭɯȹ-ÈÑÔȮɯ

ÕȭËȭȰɯÔàɯÌÔ×ÏÈÚÐÚȺ 

Views on untranslatability of poetry, in addition to suggesting that poetry 

translation is only for the talented , also lead to the common conception about the 

ÕÈÛÜÙÌɯÖÍɯ×ÖÌÛÙàɯÛÙÈÕÚÓÈÛÐÖÕȮɯÛÏÈÛɯÐÛɯÐÚɯÖÍÛÌÕɯÙÌÎÈÙËÌËɯÈɯÒÐÕËɯÖÍɯȿÙÌÞÙÐÛÐÕÎɀȮɯȿÙÌ-

creatioÕɀȮɯÖÙɯȿÈËÈ×ÛÈÛÐÖÕɀȮɯÕÈÔÌÚɯÛÏÈÛɯÚÌÌÔɯÛÖɯËÌ×ÈÙÛɯÚÐÎÕÐÍÐÊÈÕÛÓàɯÍÙÖÔɯÛÏÌɯ

substance of what defines a translation proper. !ÓàɯÈÕËɯ!ÌÕÑÈÔÐÕɯȹÈÚɯÊÐÛÌËɯÐÕɯ2ÜÕȮɯ

ƖƔƔƘȺɯÙÌÔÈÙÒɯÛÏÈÛɯÈɯ×ÖÌÛÙàɯÛÙÈÕÚÓÈÛÖÙɯÚÏÖÜÓËɯÐËÌÈÓÓàɯÉÌɯÈɯ×ÖÌÛɯȹ×ȭƜƚȺȮɯÈɯÝÐÌÞɯÌÊÏÖÌËɯ

Éàɯ9ÈÛÓÐÕɯȹƖƔƔƙȺȮɯÛÏÌɯÓÈÛÛÌÙɯÔÈÒÌÚɯÐÛɯÌß×ÓÐÊÐÛɯÛÏÈÛɯȿIt is no doubt true that to translate 

×ÖÌÛÙàɯÖÕÌɯÔÜÚÛɯÉÌɯÈɯ×ÖÌÛɀ (p.x).ɯ3ÏÌÚÌɯÝÐÌÞÚɯÚÌÌÔɯÛÖɯÐÔ×ÓàɯÛÏÈÛɯÈɯ×ÖÌÛɯÐÚɯ
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ÈÚÚÜÔÐÕÎÓàɯÈÛɯÈÕɯÈËÝÈÕÛÈÎÌÖÜÚɯȹÈÕËɯÓÌÎÐÛÐÔÈÛÌȺɯ×ÖÚÐÛÐÖÕɯÛÖɯÔÈÒÌɯÛÏÌɯÔÖÚÛɯÖÍɯÛÏÌÐÙɯ

ÊÙÌÈÛÐÝÐÛàȭɯIn sum, the di fficulties of poetry translation can be understood in the 

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

creation. Now I 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.  

III.  Poetry ɬ its translatability and the goal of  its trans lation acknowledged     

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

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

only  stay at the level of acknowledging remarks like ȿÛÏÌɯÔÌÛÙÐÊÈÓɯ×ÈÛÛÌÙns of the 

source poem which are closely connected to the mono-syllabic feature of the 

Chinese words  ÊÈÕÕÖÛɯÉÌɯÊÈÙÙÐÌËɯÖÝÌÙɯÛÖɯÛÏÌɯÛÈÙÎÌÛɯ×ÖÌÔɀɯÖÙɯȿÛÏÌɯÐÔÈÎÌÙàɯÐÚɯÐÔÉÜÌËɯ

with such rich cultural connotations which will be lost if translated literally in to 

anÖÛÏÌÙɯÓÈÕÎÜÈÎÌɀ. Views as such appear to have almost become some common 

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

ÐÕɯÍÈÊÛȮɯÐÚɯÍÖÙɯȿÛÙÈÕÚÓÈÛÈÉÐÓÐÛàɀɯÖÍɯ×ÖÌÛÙàɯÛÖɯÉÌɯÜÕËÌÙÚÛÖÖËɯÈÚɯÈɯÔÈÛÛÌÙɯÖÍɯËÌÎÙÌÌȮɯÈÕËɯ

that it is not h elpful to treat poetry as absolutely translatable or untranslatable for 

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

suggestion of Sallis (2002) ÐÚɯÈɯËÐÙÌÊÛɯÙÌÉÜÒÌɯÛÖɯÛÏÌɯÊÓÈÐÔɯÖÍɯ×ÖÌÛÙàɀÚɯÜÕÛÙÈÕÚÓÈÛÈÉÐÓÐÛàȯ 

ȿ/ÖÌÛÙàɯÌÚ×ÌÊÐÈÓÓà, many have declared, is untranslatable. Yet translations of poetry 

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

ÔÈÚÛÌÙàɯÞÖÜÓËɯÚÌÌÔɯÛÖɯÔÈÒÌɯÛÏÌÐÙɯÞÖÙÒɯȱɯÜÕÛÙÈÕÚÓÈÛÈÉÓÌɯÏÈÚɯÍÖÜÕËɯÛÙÈÕÚÓÈÛÖÙÚȱȭɀɯ

(p.112). S. W. Chan eveÕɯÐÕËÐÊÈÛÌËɯÛÏÈÛɯȿÜÕÛÙÈÕÚÓÈÛÈÉÐÓÐÛàɀɯÖÍɯ×ÖÌÛÙàɯÜÕËÌÙÚÛÖÖËɯÐÕɯ

ÈÉÚÖÓÜÛÌɯÛÌÙÔÚɯÐÚɯÈɯȿÕÖÞ-ËÌÍÜÕÊÛɀɯÐËÌÈɯÛÏÈÛɯÈÓÔÖÚÛɯÕÖɯÙÌÚÌÈÙÊÏÌÙɯÙÌÈÓÓàɯÊÈÙÌÚɯÛÖɯÎÐÝÌɯ

it due consideration anymore  (personal communication, 28th May, 2014). A 

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

ÈÊÒÕÖÞÓÌËÎÔÌÕÛɯÖÍɯȿÛÏÌɯÚÖÉÌÙÐÕÎɯÈÊÊÌ×ÛÈÕÊÌɯÖÍɯÛÏÌɯËÐÍÍÐÊÜÓÛàɯÐÕÝÖÓÝÌËɯÈÕËɯÖÍɯÛÏÌɯ

ÌÕÖÙÔÐÛàɯÖÍɯÛÏÌɯÛÈÚÒɀ, ÈÕËɯÉÈÚÌɯÖÕɯÛÏÌɯ×ÜÙ×ÖÚÌɯÖÍɯÚÌÈÙÊÏÐÕÎɯÍÖÙɯȿÚÛÙÈÛÌÎÐÌÚɯÞÏÌÙÌÉàɯ

as much as possible of the original poetry may ÉÌɯÚÈÝÌËɯÐÕɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕɀɯȹConnolly, 

1998, p.176; my emphasis). Compared to opinions about the absolute 

untranslatability of poetry due to features inherent in the poetic discourse, the view 
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mentioned just now seems a more practicable perspective in that it allows for a room 

of discussion of poetry translation issues. 

IV.  Defining the nature and standards of translation objectively ɬ what are the 

problems?  

 However, a statement like that  of Connolly ɀÚ cited above is not entirely 

unproblematic when it  sounds reasonable while at the same time being elusive: 

reasonable because no one would dispute  ÛÏÈÛɯÛÖɯ×ÙÌÚÌÙÝÌɯȿÈÚɯÔÜÊÏɯÈÚɯ×ÖÚÚÐÉÓÌɯÖÍɯÛÏÌɯ

ÖÙÐÎÐÕÈÓɯ×ÖÌÛÙàɀɯÐÚɯthe goal to achieve to translate poetry properly (presumably one 

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

have been preserved), elusive because 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 merely a ÔÈÛÛÌÙɯÖÍɯÊÖÔ×ÈÙÐÕÎɯÞÏÐÊÏɯÛÙÈÕÚÓÈÛÐÖÕɯÏÈÚɯȿÛÏÌɯ

ÏÐÎÏÌÚÛɯÕÜÔÉÌÙɯÖÍɯÍÌÈÛÜÙÌÚɯÖÍɯÛÏÌɯÖÙÐÎÐÕÈÓɀɯÈÕËɯÏÌÕÊÌɯ×ÙÌÚÌÙÝÌÚɯȿÛÏÌɯÔÖÚÛɀɯÖÍɯÛÏÌɯ

source poem ɬ for example, who is to say that a translation that rhymes just like the 

original and seems to be able to capture ÛÏÌɯȿÌÚÚÌÕÊÌɀɯÖÍɯÛÏÌɯÚÖÜÙÊÌɯ×ÖÌÔɯÉàɯÈɯÍÙÌÌɯ

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 and argue for it as a viable 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 reference toɯ"ÏÌÚÛÌÙÔÈÕȮɯÞÏÖɯ

ÈÊÒÕÖÞÓÌËÎÌÚɯÛÏÌɯ×ÙÖ×ÖÚÈÓɯÛÏÈÛɯÈɯÛÙÈÕÚÓÈÛÐÖÕɯÚÏÖÜÓËɯÏÈÝÌɯÈÕɯȿÈ××ÙÖ×ÙÐÈÛÌɯÙÌÓÈÛÐÖÕɯ

ÖÍɯÙÌÓÌÝÈÕÛɯÚÐÔÐÓÈÙÐÛÐÌÚɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ)ÖÕÌÚȮɯƖƔƕƕȮɯ×ȭƗȺɯÞÐÛÏɯÛÏÌɯÚÖÜÙÊÌɯÛÌßÛȭɯ/ÌÙÏÈ×ÚɯÐÛɯ

ÐÚɯÕÖÛɯÚÜÙ×ÙÐÚÐÕÎɯÛÏÈÛɯÈÛÛÌÔ×ÛÚɯÛÖɯËÌÍÐÕÌɯÈɯÛÙÈÕÚÓÈÛÐÖÕÈÓɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÌÔ×ÓÖàÐÕÎɯ

ÕÖÛÐÖÕÚɤ×ÏÙÈÚÌÚɯÈÚɯÚÜÊÏɯÊÈÕɯÉÌɯÊÏÈÓÓÌÕÎÌËȭɯ(ÕɯÏÐÚɯËÐÚÊÜÚÚÐÖÕɯÞÏÌÙÌɯÊÖÔ×ÈÙÐÚÖÕɯÐÚɯ

ÔÈËÌɯÈÔÖÕÎÚÛɯÛÏÙÌÌɯÛÙÈÕÚÓÈÛÐÖÕÚɯÖÍɯÛÏÌɯÓàÙÐÊɯ×ÖÌÔɯÉàɯÛÏÌɯ3ÈÕÎɯ×ÖÌÛɯ+Ðɯ!ÈÐɯȹƛƔƕ-ƛƚƖȺȮɯ

ȿ)ÈËÌɯ2ÛÈÐÙÚɯ"ÖÔ×ÓÈÐÕÛɀȮɯ)ÖÕÌÚɯȹƖƔƕƕȺɯ×ÙÖ×ÖÚÌÚɯÛÏÈÛɯȿÛÏÌɯÛÏÙÌÌɯÛÙÈÕÚÓÈÛÖÙÚɯÏÈÝÌɯÉÖÛÏɯ

ÚÏÈÙÌËɯÈÕËɯËÐÍÍÌÙÐÕÎɯÝÐÌÞÚɯÈÚɯÛÖɯÞÏÈÛɯÐÚɯÈÕɯÈ××ÙÖ×ÙÐÈÛÌɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÉÌÛÞÌÌÕɯÛÏÌɯ

ÛÞÖɯÛÌßÛÚȮɯÈÕËɯÞÏÈÛɯÚÐÔÐÓÈÙÐÛÐÌÚɯÈÙÌɯÔÖÚÛɯÙÌÓÌÝÈÕÛɯÛÖɯÛÏÐÚɯÙÌÓÈÛÐÖÕÚÏÐ×ɀɯȹ×ȭƗȺȭɯ



13 
 

"ÏÌÚÛÌÙÔÈÕɯȹƖƔƕƚȺɯÓÐÒÌÞÐÚÌɯÈËËÙÌÚÚÌÚɯÛÏÐÚɯÊÖÕÊÌÙÕɯÈÉÖÜÛɯÚÜÉÑÌÊÛÐÝÐÛàɯÉàɯÊÐÛÐÕÎɯ

3ÖÜÙàȮɯÛÏÌɯÓÈÛÛÌÙɯÚÜÎÎÌÚÛÐÕÎɯÛÏÈÛɯÍÖÙɯÈɯÛÌßÛɯÛÖɯÉÌɯÊÖÕÚÐËÌÙÌËɯÈɯÛÙÈÕÚÓÈÛÐÖÕɯÛÏÌÙÌɯÔÜÚÛɯ

ÉÌɯȿÈÕɯÐÕÛÌÙ-ÛÌßÛÜÈÓɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÉÌÛÞÌÌÕɯÛÏÌɯÛÞÖɯÛÌßÛÚȭɀɯ"ÏÌÚÛÌÙÔÈÕɯ×ÜÛɯÍÖÙÞÈÙËɯÛÏÌɯ

ØÜÌÚÛÐÖÕɯȿ6ÏÈÛɯÒÐÕËÚɯÖÍɯÐÕÛÌÙÛÌßÛÜÈÓɯÙÌÓÈÛÐÖÕÚÏÐ×ÚɯÊÖÜÕÛɯÈÚɯÛÙÈÕÚÓÈÛÐÖÕÈÓɯÖÕÌÚȳɀȮɯ

ÙÌÈÓÐáÐÕÎɯÛÏÈÛɯ3ÖÜÙàɀÚɯËÌÍÐÕÐÛÐÖÕɯÐÚɯ×ÙÖÉÓÌÔÈÛÐÊȮɯÈÕËɯÊÖÕÛÐÕÜÌËɯÉàɯ×ÜÙÚÜÐÕÎɯÛÏÈÛɯȿ Ûɯ

ÛÏÌɯÔÖÚÛɯÎÌÕÌÙÈÓɯÓÌÝÌÓȮɯÞÌɯÊÈÕɯ×ÌÙÏÈ×ÚɯÚÈàɯÛÏÈÛɯÛÏÌɯÙÌØÜÐÙÌËɯÙÌÓÈÛÐÖÕɯÔÜÚÛɯÉÌɯÖÕÌɯÖÍɯ

ÙÌÓÌÝÈÕÛɯÚÐÔÐÓÈÙÐÛàȮɯÉÜÛɯÛÏÐÚɯÛÏÌÕɯÙÈÐÚÌÚɯÛÏÌɯØÜÌÚÛÐÖÕɯÖÍɯÞÏÈÛɯÞÌɯÔÌÈÕɯÉàɯȿÙÌÓÌÝÈÕÛɀɯ

ÈÕËɯÐÕËÌÌËɯÞÏÈÛɯÞÌɯÔÌÈÕɯÉàɯȿÚÐÔÐÓÈÙÐÛàɀɀɯȹ×ȭƚƔȺȭɯ2ÜÊÏɯÈɯËÐÚÊÜÚÚÐÖÕɯÈÉÖÜÛɯÛÏÌɯÕÈÛÜÙÌɯ

ÖÍɯÛÙÈÕÚÓÈÛÐÖÕɯÐÔ×ÓÐÌÚɯàÌÛɯÈÎÈÐÕɯÛÏÌɯÚÜÉÑÌÊÛÐÝÐÛàɯÐÚÚÜÌɯÛÏÈÛɯÐÚɯÉÖÜÕËɯÛÖɯÈÙÐÚÌȮɯÈÕËɯÛÏÌɯ

ÛÈÕÎÓÌËɯÞÌÉɯÖÍɯÝÈÓÜÌÚɯÈÕËɯÖ×ÐÕÐÖÕÚɯÈÉÖÜÛɯÞÏÈÛɯÊÖÜÕÛÚɯÈÚɯÈɯÛÙÈÕÚÓÈÛÐÖÕɤ×ÖÌÛÙàɯ

ÛÙÈÕÚÓÈÛÐÖÕɯ×ÙÖ×ÌÙȭɯ 

   ÕÖÛÏÌÙɯÈÛÛÌÔ×ÛɯÈÛɯËÌÍÐÕÐÕÎɯÛÏÌɯÕÈÛÜÙÌɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚɯÉÈÚÌËɯÖÕɯÛÏÌɯ

ËÐÊÏÖÛÖÔÐÌÚɯÉÌÛÞÌÌÕɯȿÐÕÝÈÙÐÈÕÛɀɯÈÕËɯȿÚÏÐÍÛɀȮɯÛÏÌɯÍÖÙÔÌÙɯËÌÍÐÕÌËɯÈÚɯȿÛÏÖÚÌɯÌÓÌÔÌÕÛÚɯ

ÞÏÐÊÏɯÙÌÔÈÐÕɯÜÕÊÏÈÕÎÌËɯÐÕɯÛÏÌɯ×ÙÖÊÌÚÚɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɀȮɯÈɯÎÌÕÌÙÈÓɯÛerm which 

applies to the description of different kinds of translations and which involves a 

ȿÊÓÈÚÚɯÖÍɯËÌÍÐÕÐÛÐÖÕÚɀȮɯÉÜÛɯÌÚÚÌÕÛÐÈÓÓàɯÛÏÌɯÕÖÛÐÖÕɯÐÚɯȿ×ÖÚÛÜÓÈÛÌËɯÈÚɯÈɯÕÌÊÌÚÚÈÙàɯ

ÊÖÕËÐÛÐÖÕɯÛÖɯÉÌɯÔÌÛɯÉÌÍÖÙÌɯÛÏÌɯÛÙÈÕÚÍÌÙɯÖ×ÌÙÈÛÐÖÕɯÊÈÕɯØÜÈÓÐÍàɯÈÚɯÛÙÈÕÚÓÈÛÐÖÕɀɯȹBakker, 

Koster, & Van Leuven-9ÞÈÙÛȮɯƖƔƔƝȮɯ×ȭƖƚƝȺȭɯ3ÏÌÙÌÍÖÙÌȮɯȿÐÕÝÈÙÐÈÕÛɀɯÚÌÌÔÚɯÛÖɯÉÌɯÑÜÚÛɯ

ÈÕÖÛÏÌÙɯÛÌÙÔɯÍÖÙɯȿÙÌÓÌÝÈÕÛɯÚÐÔÐÓÈÙÐÛÐÌÚɀɯÐÕɯÛÏÌɯÚÌÕÚÌɯÛÏÈÛɯÛÏÌàɯÉÖÛÏɯdefine a 

ÛÙÈÕÚÓÈÛÐÖÕÈÓɯÙÌÓÈÛÐÖÕÚÏÐ×ȰɯÈÛɯÛÏÌɯÚÈÔÌɯÛÐÔÌɯÛÏÌɯÍÖÙÔÌÙɯÚÏÈÙÌÚɯÞÐÛÏɯȿÙÌÓÌÝÈÕÛɯ

ÚÐÔÐÓÈÙÐÛÐÌÚɀ the vagueness in definition, while what the word means exactly is also 

ÚÜÚÊÌ×ÛÐÉÓÌɯÛÖɯÚÜÉÑÌÊÛÐÝÐÛàɯÉÌÊÈÜÚÌɯÈÕÈÓàÚÛÚɀɯÝÐÌÞɯÞÐÓÓɯËÐÍÍÌÙɯÞÐÛÏɯÙÌÎÈÙËɯÛÖɯÞÏÈÛɯ

ÚÏÖÜÓËɯÙÌÔÈÐÕɯȿÜÕÊÏÈÕÎÌËɀɯÛÖɯÉÌɯÊÖÜÕÛÌËɯÈÚɯÛÏÌɯȿÐÕÝÈÙÐÈÕÛɀȭɯ3ÏÌɯÖÛÏÌÙɯÕÖÛÐÖÕɯȿÚÏÐÍÛɀɯ

ÐÚɯÌÕÛÈÐÓÌËɯÉàɯȿÐÕÝÈÙÐÈÕÛɀɯɬ when some aspects should remain unchanged then some 

ÖÛÏÌÙÚɯÞÐÓÓɯÜÕËÌÙÎÖɯÊÏÈÕÎÌȭɯȿ2ÏÐÍÛɀɯÏÈÚɯÉÌÌÕɯÊÓÈÚÚÐÍÐÌËɯÈÚɯÌÐÛÏÌÙɯȿÖÉÓÐÎÈÛÖÙàɀȮɯÐȭÌȭɯÚÏÐÍÛɯ

ÞÏÐÊÏɯÐÚɯȿËÐÊÛÈÛÌËɯÉàɯËÐÍÍÌÙÌÕÊÌÚɯÉÌÛÞÌÌÕɯÓÐÕÎÜÐÚÛÐÊɯÚàÚÛÌÔÚɀȮɯÖÙɯȿÖ×ÛÐÖÕÈÓɀɯÞÏÐÊÏɯ

ÊÈÕɯÉÌɯȿÖ×ÛÌËɯÍÖÙ ÉàɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙɯÍÖÙɯÚÛàÓÐÚÛÐÊȮɯÐËÌÖÓÖÎÐÊÈÓɯÖÙɯÊÜÓÛÜÙÈÓɯÙÌÈÚÖÕÚɀɯȹÐÉÐËȮɯ

p. 271). In another study, it is noted that ȿÚÏÐÍÛÚɯÏÈÝÌɯȱɯÐÕÝÈÙÐÈÉÓàɯÉÌÌÕɯÈÛÛÙÐÉÜÛÌËɯÛÖɯ

deliberate distortions, incompetence on the part of the translator, or linguistic 

incompatibi ÓÐÛàɯÉÌÛÞÌÌÕɯÛÏÌɯÛÞÖɯÓÈÕÎÜÈÎÌÚɀɯ(Gentzler, 2001, p. 88). The quote may 

also be seen to imply ÚÏÐÍÛÚɯÈÚɯÖÉÓÐÎÈÛÖÙàɯȹËÜÌɯÛÖɯȿÓÐÕÎÜÐÚÛÐÊɯÐÕÊÖÔ×ÈÛÐÉÐÓÐÛàɯÉÌÛÞÌÌÕɯ

ÛÏÌɯÛÞÖɯÓÈÕÎÜÈÎÌÚɀȺɯÈÕËɯÖ×ÛÐÖÕÈÓɯȹÐȭÌȭɯÛÏÌɯȿËÌÓÐÉÌÙÈÛÌɯËÐÚÛÖÙÛÐÖÕÚɀȺȭɯI propose that in 

the context of poetry translation,  translators will think differently concerning what 

shifts are obligatory and what optional , and whether the shift s 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 

perspectives ÚÜÊÏɯÈÚ×ÌÊÛÚɯÈÙÌɯÛÏÌɯȿÙÌÓÌÝÈÕÛɯÚÐÔÐÓÈÙÐÛÐÌÚɀɯÛÏÈÛɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÚÏÖÜÓËɯ

ÚÏÈÙÌɯÞÐÛÏɯÛÏÌɯÚÖÜÙÊÌɯÛÌßÛȮɯÖÙɯÛÏÌɯȿÐÕÝÈÙÐÈÕÛɀɯÛÏÈÛɯÚÏÖÜÓËɯÙÌÔÈÐÕɯÜÕÈÓÛÌÙÌËɯÐÕɯÈɯ

translation so that it can establish a translational relationship with the source text.   

  .ÕÌɯÊÈÕɯÚÌÌɯÛÏÈÛɯÞÏÈÛɯÚÜÉÚÛÈÕÊÌɯÚÏÖÜÓËɯËÌÍÐÕÌɯȿÙÌÓÌÝÈÕÛɯÚÐÔÐÓÈÙÐÛÐÌÚɀȮɯ

ȿÐÕÝÈÙÐÈÕÛɀȮɯÈÕËɯȿÚÏÐÍÛɀɯÐÚɯÈÛɯÉÌÚÛɯÙÈÛÏÌÙɯÜÕÊÓÌÈÙɯÈÕËɯÚÜÉÑÌÊÛɯÛÖɯ×ÌÙÚÖÕÈÓɯÝÐÌÞÚȮɯÚÜÊÏɯÈɯ

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, I can also refer to the 

idea of stretching the limits of the target language, which can be seen to be related 

ÛÖɯȿÐÕÝÈÙÐÈÕÛɀȭɯɯ3ÏÌɯÍÖÓÓÖÞÐÕÎɯØÜÖÛÌȮɯÛÏÖÜÎÏɯËÌËÐÊÈÛÌËɯÛÖɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯÛÌßÛÚɯÐÕɯ

the social sciences, seems to hold true for poetry translation 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 tha t 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 is sui generisȱȭ (American Council of Learnt Societies, 2006, p. 8) 

 By stating that it is necessary to stretch as far as possible the limits of the 

target language, the quote in a way echoes the standard of to retain ȿÈÚɯÔÜÊÏɯÈÚɯ

×ÖÚÚÐÉÓÌɀɯÖÍɯÛhe source poem. But then again, it is reasonable to assume that there is 

no consensus amongst translators with regard to how far exactly the stretch for a 

ÛÙÈÕÚÓÈÛÐÖÕɯÊÈÕɯÎÖɯÛÖɯÈÊÏÐÌÝÌɯÛÏÌɯÚÈÐËɯ×ÜÙ×ÖÚÌȮɯÈÕËɯÛÏÌÙÌÍÖÙÌɯÛÏÌɯÐËÌÈɯÖÍɯȿÚÛÙÌÛÊÏÐÕÎɀɯ

shares the problem of vagueness and subjectivity that characterize the 

ÜÕËÌÙÚÛÈÕËÐÕÎɯÖÍɯȿÙÌÓÌÝÈÕÛɯÚÐÔÐÓÈÙÐÛàɀȮɯȿÐÕÝÈÙÐÈÕÛɀȮɯÈÕËɯȿÚÏÐÍÛɀɯËÐÚÊÜÚÚÌËɯÈÉÖÝÌȮɯ

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. (ÕɯÈËËÙÌÚÚÐÕÎɯÙÌÈËÌÙÚɀɯÙÌÚ×ÖÕÚÌ to poems, some writers, like Kenesei (2010) 

and Rosenblatt (1978), for example, discuss the part that readers have to play in the 

reading of poems and their interpretation.   Eliot has commented on the meaning of 

poetry, that ȿ×ÖÌÔɯÔÌÈÕÚɯwhat readers take them to meanɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ,ÐÓÓÌÙ, 1977, p. 

161; my emphasis). One of the earliest ×ÙÖ×ÖÚÈÓÚɯÖÍɯÙÌÈËÌÙÚɀɯÙÌÚ×ÖÕÚÌɯÊÖÕÚÐËÌÙÌËɯ

from the perspective of translation is t he response-oriented approach (Nida, 1964), 

which  suggests the target-ÛÌßÛɯÙÌÈËÌÙÚɀɯÙÌÚ×ÖÕÚÌɯÕÌÌËÚɯÛÖɯÉÌɯÛÏÌɯÚÈÔÌɯÈÚɯÛÏÈÛɯÖÍ 

readers of the source text for a translation to be considered successful. Theodore 

Savory, in his renowned The Art of Translation (published in 1957), proposes that 

ȿÛÙÈÕÚÓÈÛÐÖÕɀɯÐÚɯȿÔÈËÌɯ×ÖÚÚÐÉÓÌɯÉàɯÈÕɯequivalence of thought which lies behind the 

differeÕÛɯÝÌÙÉÈÓɯÌß×ÙÌÚÚÐÖÕÚɯÖÍɯÈɯÛÏÖÜÎÏÛɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ2ÏÐàÈÉȮɯƖƔƕƛȮɯ×ȭƖƙȰɯÔàɯ

ÌÔ×ÏÈÚÐÚȺȭɯ-ÌÞÔÈÙÒɀÚɯȹƕƝƜƖȺɯÊÖÔÔÜÕÐÊÈÛÐÝÌɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚɯÈÉÖÜÛɯ×ÙÖËÜÊÐÕÎɯÖÕɯÐÛÚɯ

readers an effect as close as possible to that obtained for the readers of the source 

text. The ideas above seem to suggest that meaning in poetry, as well as meaning in 

poetry translation,  comes into being with subjective interpretation on the part of the 

readers, and since interpretation is initiated by the readership, it appears that 

interpretation  can be considered ÈɯÙÌÈÓÐáÈÛÐÖÕɯÖÍɯÙÌÈËÌÙÚɀɯÙÌÚ×ÖÕÚÌȮɯÖÙɯÞÏÈÛɯÙÌÈËÌÙÚɀɯ

response is based upon. There 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, proposes that translation 

ÊÈÕɯÉÌɯÜÕËÌÙÚÛÖÖËɯÈÚɯÈɯÍÖÙÔɯÖÍɯȿÙÌÊÖÕÛÌßÛÜÈÓÐáÈÛÐÖÕɀɯȹ×ȭɯƚƘȺȮɯÈɯ×ÙÖÊÌÚÚɯÞÏÐÊÏɯÔÈÒÌÚɯ

ÛÙÈÕÚÓÈÛÐÖÕɯÕÖÛɯȿÛÏÌɯÙÌÕËÌÙÐÕÎɯÖÍɯÞÖÙËÚɯÉàɯÛÏÌÐÙɯÌØÜÐÝÈÓÌÕÛÚɯÐÕɯÈÕÖÛÏÌÙɯÓÈÕÎÜÈÎÌɀɯ

ÉÜÛɯȿÛÏÌɯ×ÓÈÊÐÕÎɯÖÍɯÓÐÕÎÜÐÚÛÐÊɯÚàÔÉÖÓÚɯÈÎÈÐÕÚÛɯÛÏÌɯÊÜÓÛÜÙÈÓɯÉÈÊÒÎÙÖÜÕËɯÖÍɯÈɯÚÖÊÐÌÛàɀɯ

(Malinowski, as cited in House, 2016, p. 64), and Bassnett (1998) suggests that 

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) addresses ÛÏÌɯÙÌÈÓÐÛàɯÈÕËɯÚÐÎÕÐÍÐÊÈÕÊÌɯÖÍɯÛÏÌɯȿÍÓÜÐËÐÛàɯÈÕËɯÊÖÔ×ÓÌxity of 

ÊÖÕÛÌßÛɀɯÞÏÐÊÏɯÏÈÚɯÈɯȿÊÙÜÊÐÈÓɯÙÖÓÌɯÐÕɯÛÏÌɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÖÍɯÔÌÈÕÐÕÎɀɯȹ×ȭɯƖƙȺȭ  

Having explored the above -mentioned perspectives, I put forward the 

following questions: H ÖÞɯÊÈÕɯÖÕÌɯËÌÍÐÕÌɯÈÕɯȿÌØÜÐÝÈÓÌÕÊÌɯÖÍɯÛÏÖÜÎÏÛɀȳɯ'ÖÞɯÊÈÕɯÖÕÌɯ

ËÌÓÐÕÌÈÛÌɯÈɯȿÚÐÔÐÓÈÙɯÌÍÍÌÊÛɀȳɯ$ÝÌÕɯÐÍɯÛÏÌɯÛÌÙÔÚɤ×ÏÙÈÚÌÚɯÜÚÌËɯÛÖɯËÌÚÊÙÐÉÌɯÙÌÈËÌÙÚɀɯ

response can be clearly defined, how would it be possible for anyone to ascertain 
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any effect or equivalence is actually realized in the end? In any case, how can one 

ÏÈÝÌɯÈÊÊÌÚÚɯÛÖɯÙÌÈËÌÙÚɀɯÙÌÚ×ÖÕÚÌɯÐÕɯÛÏÌɯÍÐÙÚÛɯÐÕÚÛÈÕÊÌȳɯ ÓÚÖȮɯÐÛɯÊÈÕɯÉÌɯËÐÍÍÐÊÜÓÛɯÛÖɯ

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 

ÈÕËɯÍÓÜÐËÐÛàɯÖÍɯÊÖÕÛÌßÛɯÈÍÍÌÊÛɯÙÌÈËÌÙÚɀɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕȭɯ ÕËɯÚÖɯÐÕɯÛÏÌɯÌÕËȮɯȿÙÌÈËÌÙÚɀɯ

ÙÌÚ×ÖÕÚÌɀȮɯÑÜÚÛɯÓÐÒÌɯÛÏÌɯÝÈÎÜÌɯÛÌÙÔÚɯÈÚɯȿÐÕÝÈÙÐÈÕÛɀɯÈÉÖÝÌȮɯÐÚɯÈÓÚÖɯÚÖÔÌÛÏÐÕÎɯÖ×ÌÕɯÛÖɯ

different interpretations and understanding, as much as it is inaccessible and 

unpredictable, making it anything but a reliable criterion to define the standards of a 

translation.  

V.  Problems with poetry translation studies ɬ the prescriptive paradigm   

Based on the earlier discussions that poetry translation is difficult and seen to entail 

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 well-intentioned 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 a well-ÑÜÚÛÐÍÐÌËɯȿàÌÚɀȮɯÉÜÛɯI 

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 prescriptive paradigm in translation studies, there have been 

numerous suggestions on how poetry can be translated over the years. Typical 

ÌßÈÔ×ÓÌÚɯÈÙÌɯ+ÌÍÌÝÌÙÌɀÚɯȿÚÌÝÌÕɯËÐÍÍÌÙÌÕÛɯÚÛÙÈÛÌÎÐÌÚɀ, whiÊÏɯÈÙÌɯȿ×ÏÖÕÌÔÐÊɯ

ÛÙÈÕÚÓÈÛÐÖÕɀȮɯȿÓÐÛÌÙÈÓɯÛÙÈÕÚÓÈÛÐÖÕɀȮɯȿÔÌÛÙÐÊÈÓɯÛÙÈÕÚÓÈÛÐÖÕɀȮɯȿ×ÖÌÛÙàɯÐÕÛÖɯ×ÙÖÚÌɀȮɯȿÙÏàÔÌËɯ

ÛÙÈÕÚÓÈÛÐÖÕɀȮɯȿÉÓÈÕÒɯÝÌÙÚÌɯÛÙÈÕÚÓÈÛÐÖÕɀȮɯÈÕËɯȿÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ!ÈÚÚÕÌÛÛȮɯƖƔƔƖȮɯ

p.84) ÈÕËɯ7Üɯ8ÜÈÕáÏÖÕÎɀÚɯ×ÙÐÕÊÐ×ÓÌɯÖÍɯÈÊÏÐÌÝÐÕÎɯÛÏÌɯȿ3ÏÙÌÌ !ÌÈÜÛÐÌÚɀ ȹȿÚÈÕÔÌÐɀȰɯϮ

ȺȮɯÈÕËɯȿÉÌÈÜÛàɯרȺȮɯȿÉÌÈÜÛàɯÐÕɯÚÖÜÕËÚɀɯȹȿàÐÕÔÌÐɀȰɯּרȯɯȿÉÌÈÜÛàɯÐÕɯÚÌÕÚÌɀɯȹȿàÐÔÌÐɀȰɯּ(רּ

ÐÕɯÍÖÙÔɀɯȹȿßÐÕÎÔÌÐɀȰɯᶮּר) (Xu, 1987, p. 5-6). Arthur Waley,  whom I have mentioned 

at the beginning of this chapter and who is  hailed as the one person whose 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 in prosodic feature by 



17 
 

matching each syllable in the original line with a  stressed syllable in the translation 

(Wong & Chan, 2001), a metrical pattern based upon the so-ÊÈÓÓÌËɯȿÚ×ÙÜÕÎɯÙÏàÛÏÔɀ, 

a name given by Gerard Manley Hopkins (Soong, 1973, p. 40). This approach is 

somehow echoed by the much-ËÐÚÊÜÚÚÌËɯȿÌÔÜÓÈÛÐÖÕɯÔÌÛÏÖËɀɯ×ÙÖ×ÖÚÌËɯÍÖÙɯÛÏÌɯ

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 I 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 inherent in poetry: its form 

interweaves with its meaning, which leads to the untranslatability of poetry as 

mentioned in section II. 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 

ÖÉÝÐÖÜÚɯÐÕɯ+ÌÍÌÝÌÙÌɀÚɯ×ÙÖ×ÖÚÈÓɯÊÐÛÌËɯÈÉÖÝÌȮɯÛÏÈÛɯÕÖɯÖÕÌɯÈ××ÙÖÈÊÏɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚɯ

able to retain all features of the original.  To put such a difficulty in  substantive 

terms, one can consider ÛÏÌɯȿÉÌÈÜÛàɯÐÕɯÚÖÜÕËɀ in a poem achieved by a rhyming 

pattern, a formal feature, which usually needs to be given up for the sake of 

attaining a closeness in meaning, and vice versa. +ÐÜɀÚɯȹƕƝƜƖȺɯÖ×ÐÕÐÖÕɯÐÚɯÈɯÍÖÖÛÕÖÛÌɯÛÖ 

ÚÜÊÏɯËÐÓÌÔÔÈȯɯȿ$ÕË-rhyme, which is ubiquitous in classical Chinese poetry except 

for a few very early poems, can be reproduced in English, but this is often achieved 

at the cost of distortion of meaning, unnatural inversions, omissions, or padding ɀ 

(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, 

ÐÕɯÛÏÌɯÞÖÙËÚɯÖÍɯ3ÖÜÙàȮɯÉÖÛÏɯȿÈËÌØÜÈÛÌɀɯÈÕËɯȿÈÊÊÌ×ÛÈÉÓÌɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ'ÈÛÐÔȮɯƖƔƔ1, 

p.147).3 As a result, numerous principles mapped out for poetry translation have 

                                                           
3
 This juxtaposition requires a bit of explanation. Toury (1995) associates the two words concerned with his notion 
ƻŦ ΨƴƻǊƳΩΥ Ψ¢ƘǳǎΣ ǿƘŜǊŜŀǎ ŀŘƘŜǊŜƴŎŜ ǘƻ ǎƻǳǊŎŜ ƴƻǊƳǎ ŘŜǘŜǊƳƛƴŜǎ ŀ ǘǊŀƴǎƭŀǘƛƻƴϥǎ adequacy as compared to the 
source text, subscription to norms originating in the target culture determines its acceptabilityΩ όǇΦрс-57; my 
emphasis). Simply put, an adequate translation is source-text oriented, while an acceptable one target-text 
oriented, thus the terms can be employed to depict the dilemma a 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 suggestions on 

how a balance can be struck (perhaps painstakingly) between an adequate and an 

acceptable translation, the daunting task that Qian Zhongshu ( ; 1910-1998)4 

was confronted with from time to time.  His opinion below in a letter to a friend can 

be considered ÈɯÞÈàɯÖÍɯ×ÙÌÚÌÕÛÐÕÎɯÛÏÌɯËÐÓÌÔÔÈɯÉÌÛÞÌÌÕɯȿÈËÌØÜÈÊàɀɯÈÕËɯ

ȿÈÊÊÌ×ÛÈÉÐÓÐÛàɀȯ 

Your views on verse translation are very pertinent. But you of cours e know Robert 

%ÙÖÚÛɀÚɯÉÓÜÕÛÓàɯËÐÚÔÐÚÚÐÝÌɯËÌÍÐÕÐÛÐÖÕɯÖÍɯ×ÖÌÛÙàɯÈÚɯɁÞÏÈÛɯÎÌÛÚɯÓÖÚÛɯÐÕɯÛÙÈÕÚÓÈÛÐÖÕɂȭɯ(ɀÔɯ

rather inclined to say ditto to him. A verre clair rendition sins against poetry and a 

verre coloré one sins against translation. Caught between these two horns of the 

dilemma, I 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 perverse if not 

worse. This is not to deny that the verse may in itself be very good ɬ ȿ5ÌÙàɯ×ÙÌÛÛàȮɯ,Ùȭɯ

/Ö×ÌȮɯàÖÜɯÔÜÚÛɯÕÖÛɯÊÈÓÓɯÐÛɯ'ÖÔÌÙȭɂ5 As old Bentley said. (As cited in Xu, 1998, p.378) 

The dilemmas suggested above imply that it is up to individual t ranslators to 

adopt a method which they consider appropriate, a method ÞÏÐÊÏɯÊÖÜÕÛÚɯÈÚɯȿÛÏÌɯ

ÓÌÚÚÌÙɯÖÍɯÛÏÌɯÛÞÖɯÌÝÐÓÚɀɯÉÈÚÌËɯÖÕɯÛÏÌÐÙɯÖÞÕɯÑÜËÎÔÌÕÛɯɬ perhaps nothing too 

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 I follow your suggestion s when I 

have a different view which could be considered just as valid? It appears, therefore, 

that there wil l always be disagreements, and dichotomies will remain a stalemate. 

Such is a fact about poetry translation studies. In the prescriptive paradigm, certainly  

researchers can always theori ze about what should be 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 itself are 

true and real. Because it is not possible to cater for all the formal and rhetorical 

aspects of a source poem, and because a translator is often torn between preserving 

                                                           
4
 Qian is one of the most renowned Chinese scholars of modern times who had almost attained perfect mastery of 

several European languages. 
5
 Alexander Pope (1688-1744) is best known for his translations of Iliad and Odyssey by Homer (12

th
-8

th
 centuries 

B.C. - ?). 
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the source-text and target-text features, it seems s/he is 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 

×ÙÌÚÌÙÝÌɯÛÏÌɯȿÍÖÙÔɀɯÖÙɯȿÚ×ÐÙÐÛɀɯÐÕɯÈɯÛÙÈÕÚÓÈÛÌËɯ×ÖÌÔɯȹas discussed in Feng [1986] and 

Liu  [1996]), or a preference of translating a poem as a poem over translating it as a 

prose, and vice versa.6 But whatever convincingness these accounts have may be 

diminished when even the definition of the working concepts themselves can pose 

×ÙÖÉÓÌÔÚȭɯ%ÖÙɯÌßÈÔ×ÓÌȮɯÏÖÞɯËÖÌÚɯÖÕÌɯËÌÍÐÕÌɯȿÚ×ÐÙÐÛɀȳɯ(ÍɯÐÛɯÐÚɯÛÖɯÉÌɯÊÖÕÚÐËÌÙÌËɯÈɯ

ÑÜßÛÈ×ÖÚÐÛÐÖÕɯÛÖɯȿÍÖÙÔɀȮɯÊÈÕɯÖÕÌɯÈÓÚÖɯÈÊÊÌ×ÛɯÛÏÌɯÝÐÌÞɯÛÏÈÛɯÛÏÌɯȿÍÖÙÔɀɯÌÔÉÖËÐÌÚɯÛÏÌɯ

Ú×ÐÙÐÛɯȹÈÚɯËÐÚÊÜÚÚÌËɯÐÕɯ'ÜÈÕÎɯȻƕƝƝƝȼɯÈÕËɯ)ÐÈÕÎɯȫɯ7ÜɯȻƕƝƝƚȼȺȮɯÖÙɯÚÐÔ×ÓàɯÛÏÌɯȿÍÖÙÔɀɯ

partially defines the latter?  7 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), 

ÐÛɯȿÚÓÈÊÒÌÕȻÚȼɯÐÕÛÖɯ×ÙÖÚÌɀɯȹ×ȭƖƚȺȳ8 

In the end, I wish to point out that I do acknowledge there should always  be 

ÈɯÝÌÕÜÌɯÍÖÙɯÙÌÚÌÈÙÊÏÌÙÚɯÞÏÖɯÞÐÚÏɯÛÖɯ×ÜÛɯÍÖÙÞÈÙËɯÛÏÌÐÙɯÐÕÚÐÎÏÛÚɯÈÉÖÜÛɯÛÏÌɯȿÏÖÞɀɯÖÍɯ

translation which arise out of their own experience and revelations, and that 

proposing prescribed rules  need not be considered an end to itself: 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 to lie 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 

ÛÙÈÕÚÓÈÛÐÖÕɯÞÐÛÏɯÙÌÍÌÙÌÕÊÌɯÛÖɯÞÏÈÛɯȿ(ɀɯÊÖÕÚÐËÌÙɯÛÖɯÉÌɯÐÔ×ÖÙÛÈÕÛɯÖÙȮɯÐÕɯÛÏÌɯÞÖÙËÚɯÖÍɯ

                                                           
6
 The preference for a prosaic translation is based on the belief that it has merits which are able to make up for the 

losses in poetry translation; the discursiveness allowed in the prosaic form makes an explanatory translation 
ǇƭŀǳǎƛōƭŜΥ ΨΧōŜƭƛŜǾŜǊǎ ƛƴ ǘƘŜ ƛƳǇƻǎǎƛōility of poetic translation tend to assert that if poetry is to be translated at all, 
ǇǊƻǎŜ ƛǎ ǘƘŜ ƻƴƭȅ ƳŜŘƛǳƳ ŦƻǊ ǘƘŀǘ ǇǳǊǇƻǎŜΩ (Connolly, 1998, p. 173). 
7
 .ǊƻŘǎƪȅ ǊŜƳŀǊƪŜŘ ǘƘŀǘ ƳŜǘŜǊǎ ƛƴ ǾŜǊǎŜ όǿƘƛŎƘ ŎƻƴǎǘƛǘǳǘŜ ŀ ŦƻǊƳŀƭ ŦŜŀǘǳǊŜύ ŀǊŜ ΨƪƛƴŘǎ ƻŦ spiritual magnitudes for 
ǿƘƛŎƘ ƴƻǘƘƛƴƎ Ŏŀƴ ōŜ ǎǳōǎǘƛǘǳǘŜŘΩ όŀǎ ŎƛǘŜŘ ƛƴ ²ŜƛǎǎōƻǊǘΣ мфффΣ ǇΦмомΤ Ƴȅ ŜƳǇƘŀǎƛǎύΦ 
8
 In this regard I can refer to a translation by W.A.P. Martin of the narrative poem Mulan which I discuss in Chapter 

4. Interestingly, the translation is reŦŜǊǊŜŘ ǘƻ ƛƴ ǎƻƳŜ ǎƻǳǊŎŜǎ ǳƴŘŜǊ ǘƘŜ ǘƛǘƭŜ ΨǎǘƻǊȅΩ ό¢ŀǇǇŀƴΣ мфмпΣ ǇΦ рт-59) or 
ΨǘŀƭŜΩ ό¢ŀǇǇŀƴΣ ƴΦŘΦύΦ  Lǘ ǎŜŜƳǎ ǘƘŀǘ ƛŦ ŀ ǘǊŀƴǎƭŀǘƛƻƴ Ŏŀƴ ōŜ ǊŜƎŀǊŘŜŘ ŀ ǇƛŜŎŜ ƻŦ ǇƻŜǘǊȅ ŀǎ ǿŜƭƭ ŀǎ ŀ ǎǘƻǊȅκǘŀƭŜΣ ǘƘŜƴ 
what is a poem and what is not have no clear boundary in between. This would remind one of Labov (1973), who 
sees the categorization between entities to be inherently fuzzy (see Appendix I Note 4 on p. 294-295 for a 
ŘƛǎŎǳǎǎƛƻƴ ƻŦ [ŀōƻǾΩǎ ǾƛŜǿ ƻƴ ŎŀǘŜƎƻǊƛȊŀǘƛƻƴύΦ  
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Bassnett (2013), with reÍÌÙÌÕÊÌɯÛÖɯȿÐËÐÖÚàÕÊÙÈÛÐÊɯÝÈÓÜÌɯÑÜËÎÌÔÌÕÛÚɯÖÕɯÙÈÕËÖÔÓàɯ

ÚÌÓÌÊÛÌËɯÛÙÈÕÚÓÈÛÐÖÕÚɀɯȹ×ȭɯƕƙȺȭɯAs a result, any prescriptive rules that they propose 

ÖÊÊÜ×àɯÛÏÌɯÜÕÊÖÔÍÖÙÛÈÉÓÌɯ×ÖÚÐÛÐÖÕɯÖÍɯÉÌÐÕÎɯÚÛÙÈÛÌÎÐÌÚɯÚÜÎÎÌÚÛÌËɯÍÖÙɯÛÙÈÕÚÓÈÛÖÙÚɯȿÛÖɯ

ÍÖÓÓÖÞɀȮɯÞÏÐÓÌɯÛÏÌɯÍÈÊÛɯÐÚɯÛÏÌÐr generality is often limited  and their capacity to 

convince arguable.  

VI.  Problem s with poetry translation studies ɬ 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 the descriptive paradigm. James Holmes, 

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

attempts at theorization in translation studies , stated explicitly that  ȿ(ÛɯÐÚȱ×ÌÙÏÈ×Úɯ

worth our while to lay aside prescription in favor of description, and to survey 

systematically the various solutions that have been foÜÕËɀɯ(Holmes, 1988, p.25; my 

emphasisȺȭɯ%ÖÓÓÖÞÐÕÎɯÐÚɯ'ÖÓÔÌÚɀɯÚÊÏÌÔÌɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɯÚÛÜËÐÌÚ:  

Translation Studies 

   

  άtǳǊŜέ       Applied 

Theoretical   Descriptive 

 General  Partial   Product    Process  Function        Translator       Translation     Translation   
 Oriented   Oriented  Oriented          Training Aids   Criticism 
   

 Medium Area         Rank  Text-Type           Time  Problem 
                         Restricted           Restricted     Restricted Restricted       Restricted Restricted 

 
Figure 1: Holmesô map of translation studies (Toury, 1995, p.10)9 

(ÛɯÊÈÕɯÉÌɯÚÌÌÕɯÛÏÈÛɯȿ#ÌÚÊÙÐ×ÛÐÝÌɯ3ÙÈÕÚÓÈÛÐÖÕɯ2ÛÜËÐÌÚɀɯȹ#32ȺɯÜÕËÌÙɯÛÏÌɯȿ/ÜÙÌɀɯÚÐËÌɯÐÚɯ

ËÐÝÐËÌËɯÐÕÛÖɯȿ/ÙÖËÜÊÛ-ÖÙÐÌÕÛÌËɀȮɯȿ/ÙÖÊÌÚÚ-ÖÙÐÌÕÛÌËɀȮɯÈÕËɯȿ%ÜÕÊÛÐÖÕ-ÖÙÐÌÕÛÌËɀɯ

approaches: ȿ/ÙÖËÜÊÛ-ÖÙÐÌÕÛÌËɀɯÈ××ÙÖÈÊÏɯÐÚɯȿÛÌßÛ-ÍÖÊÜÚÌËɀȮɯÉÈÚÌËɯÜ×ÖÕɯÌÐÛÏÌÙɯ

ȿÐÕËÐÝÐËÜÈÓɯÛÙÈÕÚÓÈÛÐÖÕÚɀɯÖÙɯȿÊÖÔ×ÈÙÈÛÐÝÌɯÈÕÈÓàÚÌÚɀɯÖÍɯȿÛÙÈÕÚÓÈÛÐÖÕÚɯÖÍɯÛÏÌɯÚÈÔÌɯÛÌßÛɀɯ

ȹ'ÈÛÐÔɯȫɯ,ÜÕËÈàȮɯƖƔƔƘȮɯ×ȭɯƕƖƜȺȰɯÛÏÌɯȿ/ÙÖÊÌÚÚ-ÖÙÐÌÕÛÌËɀɯÈ××ÙÖÈÊÏɯÏÈÚɯÈɯËÐÍÍÌÙÌÕÛɯ

ÍÖÊÜÚɯÖÕɯÛÏÌɯȿÓÐÛÛÓÌɯÉÓÈÊÒɯÉÖßɀɯÖÙɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙɀÚɯȿÔÐÕËɀɯÐÕɯÛÏÌɯ×ÙÖÊÌÚÚɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɯ

                                                           
9
 Ψ¢ƘŜ bŀƳŜ ŀƴŘ bŀǘǳǊŜ ƻŦ ¢Ǌŀƴǎƭŀǘƛƻƴ {ǘǳŘƛŜǎΩΣ ǘƘŜ paper in which the map appears, ƛǎ ƘŀƛƭŜŘ ŀǎ ǘƘŜ ΨŦƻǳƴŘƛƴƎ 
ǎǘŀǘŜƳŜƴǘ ƻŦ ǿƻǊƪ ƛƴ ǘƘŜ ŦƛŜƭŘ ƻŦ ǘǊŀƴǎƭŀǘƛƻƴ ǎǘǳŘƛŜǎΩ όDŜƴǘȊƭŜǊΣ ŀǎ ŎƛǘŜŘ ƛƴ Hatim & Munday, 2004, p. 126). 
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ȹÐÉÐËȺȰɯÓÈÚÛÓàȮɯÛÏÌɯȿ%ÜÕÊÛÐÖÕ-ÖÙÐÌÕÛÌËɀɯÈ××ÙÖÈÊÏɯÊÖÕÊÌÙÕÚɯÛÏÌɯȿÍÜÕÊÛÐÖÕɀɯÖÍɯ

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, 

ÙÌÕËÌÙÐÕÎɯȿ#ÌÚÊÙÐ×ÛÐÝÌɯ3ÙÈÕÚÓÈÛÐÖÕɯ2ÛÜËÐÌÚɀɯÕÖÛɯÚÌ×ÈÙÈÛÌËɯÍÙÖÔɯÐÛÚɯȿ3ÏÌÖÙÌÛÐÊÈÓɀɯ

ÊÖÜÕÛÌÙ×ÈÙÛɯÜÕËÌÙɯÛÏÌɯȿ/ÜÙÌɀɯÚÐËÌɯɯȹÐȭÌȭɯÈÊÊÖÙËÐÕÎɯÛÖɯ'ÖÓÔÌÚɀÚɯÔÈ×ɯÈÉÖÝÌȰɯÛÏÌɯ

ȿ3ÏÌÖÙÌÛÐÊÈÓɀɯÉÙÈÕÊÏɯÊÖÕÊÌÙÕÐÕÎɯȿ×ÙÐÕÊÐ×ÓÌÚɀȮɯȿÛÏÌÖÙÐÌÚɀȮɯÈÕËɯȿÔÖËÌÓÚɀɯËÌÙÐÝÌËɯÍÙÖÔɯ

the description of translations [ibid, p. 129]). 10  

There are quite a few examples in the field of Descriptive Translation Studies 

from which widely -accepted theories are derived, including Toury (1995; 1999; 

2000), Hermans (1991), Chesterman (1997), and Schäffner (1999), who argue for the 

reality and usefulness oÍɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕÈÓɯȿÕÖÙÔɀɯÐÕɯËÌÚÊÙÐÉÐÕÎɯÈÕËɯÜÕËÌÙÚÛÈÕËÐÕÎɯ

translation; Blum -*ÜÓÒÈɯȹƕƝƜƚȺɯËÌÚÊÙÐÉÌÚɯÛÏÌɯȿÚÏÐÍÛÚɀ in translation and their 

inevitability , an idea also discussed by Catford (2000) and Toury (2000), the latter 

explicitly confirm ing its universÈÓÐÛàȯɯȿ3ÏÌɯÖÊÊÜÙÙÌÕÊÌɯÖÍɯÚÏÐÍÛÚɯÏÈÚɯÓÖÕÎɯÉÌÌÕɯ

ÈÊÒÕÖÞÓÌËÎÌËɯÈÚɯÈɯÛÙÜÌɯÜÕÐÝÌÙÚÈÓɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɀɯȹ×ȭɯƖƔƕȺȭ 

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 as the research methods of translation studies based 

on an empirical approach are concerned, Chesterman (2000a), for example, 

×ÙÖ×ÖÚÌËɯÛÏÌɯÛÏÙÌÌɯȿÔÖËÌÓÚɀɯȹÊÖÔ×ÈÙÈÛÐÝÌȮɯ×ÙÖÊÌÚÚȮɯÈÕËɯÊÈÜÚÈÓȺɯÍÖÙɯÈÕÈÓàÚÐÚɯÍÖÙɯÛÏÌɯ

discernment of patterns in translation which assumingly have good predictive and 

explanatory power ɬ a typical example of how the goal of translation studies can 

identify w ÐÛÏɯÛÏÌɯ×ÜÙ×ÖÚÌɯÖÍɯÛÏÌɯàÌÛɯÔÖÙÌɯȿÖÉÑÌÊÛÐÝÌɀɯËÐÚÊÐ×ÓÐÕÌɯÖÍɯÏÈÙËɯÚÊÐÌÕÊÌɯȹsee 

Appendix I 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 translated text is a ÙÌÓÈÛÐÝÌÓàɯÔÖÙÌɯÈÊÊÌÚÚÐÉÓÌɯȹÐȭÌȭɯÊÖÔ×ÈÙÌËɯÞÐÛÏɯÛÏÌɯȿÔÐÕËɀɯÖÍɯÛÏÌɯ

ÛÙÈÕÚÓÈÛÖÙɯÈÕËɯȿÍÜÕÊÛÐÖÕɀɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕÚɯÐÕɯÛÏÌÐÙɯȿÚÖÊÐÖ-ÊÜÓÛÜÙÈÓɯÊÖÕÛÌßÛɀɯÔÌÕÛÐÖÕÌËɯ

above) and substantive target of study  for achieving that purpose.  The comparative 

                                                           
10

 This relationship also leads to the idea that descriptive translation studies should not be regarded ŀǎ Ψƛƴ 
ƻǇǇƻǎƛǘƛƻƴ ǘƻΩ ƛǘǎ ǇǊŜǎŎǊƛǇǘƛǾŜ ŎƻǳƴǘŜǊǇŀǊǘ (see Appendix I note 5 on p. 295 for an elaboration of such an idea). 
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model proposed by Chesterman just mentioned, for example, is based upon 

translated texts for analysisȮɯÞÏÐÊÏɯ×ÌÙÊÌÐÝÈÉÓàɯÚÏÖÜÓËɯÈÊÏÐÌÝÌɯȿsystematization, 

generalization, and the development of rulesɀ using the words of  House (1998, p. 

257). The central concern of the text-based approach is comparing translations 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) is typical 

example of a text-based approach, using the parallel corpus11 or comparable corpus12 to 

serve the purpose ÖÍɯËÌÙÐÝÐÕÎɯȿÛÙÈÕÚÓÈÛÐÖÕɯÜÕÐÝÌÙÚÈÓÚɀȮɯÐËÌÕÛÐÍÐÌËɯÉàɯChesterman 

(2000a) as features that are shared amongst translated texts, and as the behavioral 

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

systematization, ever since the corpus-based approach began to receive attention in 

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

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

back on very specialized studies, some examples being 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 discussing pieces of research on 

the corpus approach to study translated literature, aptly observed that the response 

ÛÖɯÚÛÜËÐÌÚɯÈÚɯÚÜÊÏɯÛÖɯÉÌɯȿÛÏÌɯÚÏÈÒÐÕÎɯÖÍɯÏÌÈËÚɯÖÝÌÙɯÛÏÌɯÚÛÜ×ÐËÐÛàɯÖÍȱɯÛÏÌ anecdotal 

nature of much writing on the subject and the generally diminished respectability in 

ÞÏÐÊÏɯÛÏÈÛɯÚÜÉÑÌÊÛɯÐÚɯÏÌÓËɀɯȹ×ȭɯƚƜȰɯÔàɯÌÔ×ÏÈÚÐÚȺȭɯNow with the development of the 

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 

ȿÜÕÐÝÌÙÚÈÓÚɀɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɯÞÖÜÓËɯÚÌÌÔɯÛÖɯÉÌɯÊÖÕÍÐÕÌËɯÛÖɯÈÕɯÈÙÌÈɯÞÏÐÊÏɯÐÚɯÖÍɯÍÈÐÙÓàɯ

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-*ÜÓÒÈɀÚɯȹƕƝƜƚȺɯÌß×ÓÐÊÐÛÈÛÐÖÕɯÏà×ÖÛÏÌÚÐÚȮɯ

further developed by  Baker (1993, 1995, 1996) ever since the term emerged from 

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

                                                           
11

 It puts a collection of source texts and their translations side-by-side for comparison. 
12

 It consists of a collection of texts written in a particular language, e.g. English, and another collection of texts 
translated from another language into English ς as the name suggests, the comparable corpus is for purpose of 
comparison of features between texts written in a particular language in the first instance and translations in that 
language. 
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ÛÙÈÕÚÓÈÛÌËɯÛÌßÛɯÛÏÈÛɯÐÛɯÐÚɯȿÔÖÙÌɯÌß×ÓÐÊÐÛɀɯÊÖÔ×ÈÙÌËɯÞÐÛÏɯÐÛÚɯÚÖÜÙÊÌɯÛÌßÛȮɯÖÙɯÐÕɯÛÏÌɯ

words of Olohan and Baker (2000), ÐÛɯÐÚɯȿÛÏÌɯÚ×ÌÓÓÐÕÎɯÖÜÛɯÐÕɯÈɯÛÈÙÎÌÛɯÛÌßÛɯÖÍɯ

ÐÕÍÖÙÔÈÛÐÖÕɯÞÏÐÊÏɯÐÚɯÖÕÓàɯÐÔ×ÓÐÊÐÛɯÐÕɯÈɯÚÖÜÙÊÌɯÛÌßÛɀɯȹ×ȭɯƕƘƖȺȭɯIn a case as such, what 

is acknowledged to be an authoritative research with originality, one that  involves 

ÛÏÌɯËÌÙÐÝÈÛÐÖÕɯÖÍɯȿÌß×ÓÐÊÐÛÈÛÐÖÕɀɯÈÚɯÈɯÜÕiversal feature from a corpus of translated 

texts through a bottom-up approach, has generated an idea which becomes taken-

for-granted and continues its development into numerous corpus -based studies which 

just delve deeper into very specific dimensions (e.g. Baleghizadeh & Sharifi, 2010; 

Beikian, Yarahmadzehi, & Natanzi, 2013; Dósa, 2009; Huang , 2008, and Krüger , 

2015). ȿ$ß×ÓÐÊÐÛÈÛÐÖÕɀɯÐÚɯÖÕÌɯÖÍɯÛÏÖÚÌɯÌßÈÔ×ÓÌÚɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɯÚÛÜËÐÌÚɯÐÕɯÛÏÌɯ

descriptive paradigm  (which assumingly have the purpose of generalization) having 

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

ÐÕɯÞÏÐÊÏɯ(ɯÈÔɯÜÚÐÕÎɯȿÐÚÖÓÈÛÌËɀɯÐÕɯÛÏÐÚɯÛÏÌÚÐÚȮɯÛÌÕËɯÛÖɯÍÐßÈÛÌɯÖÕɯÛÏÌɯÔÐÕÜÛÐÈÌɯÖÍɯ

translation such as the use of specific sentence structures in a corpus, or are based 

upon ÈɯÚÔÈÓÓɯÕÜÔÉÌÙɯÖÍɯÛÌßÛÚɯÐÕɯÛÏÌÐÙɯËÌÙÐÝÈÛÐÖÕɯÖÍɯÈ××ÈÙÌÕÛɯȿ×ÈÛÛÌÙÕÚɀ (e.g. Tao & 

Jiang [2017], and Wang [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 as an end 

in itself.   

I would make the assumption that when it comes to translation studies (or 

perhaps academic studies in general) it is easier to rely on taken-for -granted ideas 

than to be original, as much as it is more manageable to conduct isolated studies 

and focus on the trivialities instead of attending to the bigger picture. In particular 

for poetry translation which is so complex an area in 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 conceded though  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 

ȿÐÔ×ÓÐÊÈÛÐÖÕÚɀȮɯÌÐÛÏÌÙɯÍÖÙɯÍÜÙÛÏÌÙɯÙÌÚÌÈÙÊÏɯÖÙɯ×ÖÛÌÕÛÐÈÓɯÍÖÙɯÔÖÙÌɯÎÌÕÌÙÈÓɯÈ××ÓÐÊÈÉÐÓÐÛàȭɯ

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 remaÙÒÌËȯɯȿ-ÖɯÖÕÌɯÐÚɯÌÝÌÙɯÓÐÒÌÓàɯÛÖɯÏÈÝÌɯÛÏÌɯÓÈÚÛɯÞÖÙËɯÈÉÖÜÛɯÛÙÈÕÚÓÈÛÐÖÕɀɯ

(p. 1).  

However, undertaking translation in an isolated manner may still be 

problematized if the original purpose of theorizing about translation is taken into 

account. Holmes suggests that theorizing should aim for ȿÈɯÍÜÓÓȮɯÐÕÊÓÜÚÐÝÌɯÛÏÌÖÙàɀɯ

ÞÏÐÊÏɯÊÈÕɯȿÌß×ÓÈÐÕɯÈÕËɯ×ÙÌËÐÊÛɯÈÓÓɯ×ÏÌÕÖÔÌÕÈɯÍÈÓÓÐÕÎɯÞÐÛÏÐÕɯÛÏÌɯÛÌÙÙÈÐÕɯÖÍɯ

ÜÕËÌÙÚÛÈÕËÐÕÎɯÛÙÈÕÚÓÈÛÐÕÎɯÈÕËɯÛÙÈÕÚÓÈÛÐÖÕɀɯȹȿÛÙÈÕÚÓÈÛÐÖÕɀɯÙÌÍÌÙÙÐÕÎɯÛÖɯÛÏÌɯ×ÙÖËÜÊÛɯ

ÞÏÐÓÌɯȿÛÙÈÕÚÓÈÛÐÕÎɀȮɯÛÏÌɯ×ÙÖÊÌÚÚȺɯÈÕËɯÌßÊÓÜËÌɯȿÈÓÓɯ×ÏÌÕÖÔÌÕÈɯÍÈÓÓÐÕÎɯÖÜÛÚÐËÌɯÐÛɀɯȹÈÚɯ

ÊÐÛÌËɯÐÕɯ'ÈÛÐÔɯȫɯ,ÜÕËÈàȮɯƖƔƔƘȮɯ×ȭƕƖƝȺȭɯ/ÙÌÚÜÔÈÉÓàȮɯȿÈɯgeneral ÛÙÈÕÚÓÈÛÐÖÕɯÛÏÌÖÙàɀɯ

ÞÏÐÊÏɯÊÈÕɯÉÌɯÜÕËÌÙÚÛÖÖËɯȿÐÕɯÚÜÊÏɯÈɯÛÙÜÌɯÚÌÕÚÌɯÖÍɯÛÏÌɯÛÌÙÔɀɯȹÐÉÐËȰɯÔàɯÌÔ×ÏÈÚÐÚȺɯ

needs to be a theory able to achieve the goal identified above ɬ it is the original 

purpose of translation theories to delineate the difference between translation and 

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

the standards of translation explicated in simple teÙÔÚɯÈÚɯȿÈÊÊÜÙÈÊàɀɯÈÕËɯ

ȿÚÔÖÖÛÏÕÌÚÚɀȮɯÚÛÈÕËÈÙËÚɯ(ɯÏÈÝÌɯÔÌÕÛÐÖÕÌËɯÈÛɯÛÏÌɯÉÌÎÐÕÕÐÕÎɯÖÍɯÛÏÐÚɯÊÏÈ×ÛÌÙɯÞÏÐÊÏɯ

ËÌÍÐÕÌɯÛÙÈÕÚÓÈÛÐÖÕȭɯ)ÐÕɯÈÕËɯ-ÐËÈɀÚɯȹƕƝƜƘȺɯÈÊÊÖÜÕÛɯÛÏÈÛɯÛÙÈÕÚÓÈÛÐÖÕɯÛÏÌÖÙÐÌÚɯÚÌÙÝÌɯÛÖɯ

ËÌÍÐÕÌɯÛÏÌɯȿÕÈÛÜÙÌɀɯÈÕËɯȿÚÛÈÕËÈÙËÚɀɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɯȹ×ȭɯƛȺɯÈ××ÌÈÙÚɯÛÖɯbe echoing the 

ÈÐÔÚɯÖÍɯÛÏÌɯȿÎÌÕÌÙÈÓɯÛÙÈÕÚÓÈÛÐÖÕɯÛÏÌÖÙÐÌÚɀɯ×ÙÖ×ÖÚÌËɯÉàɯ'ÖÓÔÌÚɯÈÉÖÝÌȮɯÞÏÐÊÏɯÔÈÒÌÚɯ

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  

ÙÌÓÈÛÐÝÌÓàɯȿÙÜÚÛÐÊɀɯÈÕËɯÚÛÙÈÐÎÏÛÍÖÙÞÈÙËɯÞÈàȭɯ3ÏÌɯ×ÙÖÉÓÌÔɯÞÐÛÏɯÕÜÔÌÙÖÜÚɯÙÌÚÌÈÙÊÏɯ

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 ȿarcanumɀɯand 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 I 

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

sight of the bigger pic ture:   

ȿȻ3ÙÈÕÚÓÈÛÐÖÕɯÛÏÌÖÙÐÌÚɯÞÏÐÊÏȼɯÉÌÈÙɯÛÏÌɯËÌÚÐÎÕÈÛÐÖÕɯÖÍɯȿÎÌÕÌÙÈÓɀɯÛÙÈÕÚÓÈÛÐÖÕɯÛÏÌÖÙÐÌÚɯȱɯ

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 

àÌÈÙÚȭɀɯȹHolmes, as cited in Hatim & Munday, 2004, p.129)   

It was also Holmes who stated that quite a few analysts conducting research study 

specific in itÚɯÚÊÖ×ÌɯÞÌÙÌɯÉÌÐÕÎɯȿ×ÙÖÛÌÊÛÐÝÌÓàɯÊÈÜÛÐÖÜÚɀɯÐÕɯÊÈÓÓÐÕÎɯÛÏÌÐÙɯÚÛÜËàɯ

ÚÖÔÌÛÏÐÕÎɯÎÖÐÕÎɯȿÛÖÞÈÙËÚɀɯÛÏÌɯÊÖÕÚÛÙÜÊÛÐÖÕɯÖÍɯÈɯȿÎÌÕÌÙÈÓɯÛÙÈÕÚÓÈÛÐÖÕɯÛÏÌÖÙàɀȮɯÈÕËɯ

not studies that had actually achieved 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, I 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 on studies such as the above. 

Translation students would , presumably, appreciate a perspective that helps them 

ÙÌÈÓÐáÌɯÞÏÈÛɯÛÏÐÚɯÈÊÛÐÝÐÛàɯÛÏÈÛɯÞÌɯÊÈÓÓɯȿÛÙÈÕÚÓÈÛÐÖÕɀɯÐÚɯÈÓÓɯÈÉÖÜÛ in more fundamental 

terms.13 Taking this concern into consideration,  I argue that for  research studies as 

Ú×ÌÊÐÍÐÊɯÈÚɯȿ ɯ,ÌÛÈ-ÍÜÕÊÛÐÖÕÈÓɯ$ß×ÌÙÐÌÕÛÐÈÓɯ ÕÈÓàÚÐÚɯÖÍɯ#Üɯ,ÜɀÚɯ×ÖÌÔɯQingmingɀ14 

ȹ'ÜÈÕÎȮɯƖƔƔƖȺȰɯȿ2ÛàÓÌɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕȯɯ3ÏÌɯÜÚÌɯÖÍɯÚÖÜÙÊÌɯÓÈÕÎÜÈÎÌɯÞÖÙËÚɯÐÕɯ

ÛÙÈÕÚÓÈÛÐÖÕÚɯÉàɯ,ÈÙÎÈÙÌÛɯ)ÜÓÓɯ"ÖÚÛÈȮɯÈÕËɯ/ÌÛÌÙɯ!ÜÚÏɀɯȹSaldanha , ƖƔƕƕȺȰɯȿ+ÌßÐÊÈÓɯ

lectometry in corpus -based translation studies: Combining profile -based 

ÊÖÙÙÌÚ×ÖÕËÌÕÊÌɯÈÕÈÓàÚÐÚɯÈÕËɯÓÖÎÐÚÛÐÊɯÙÌÎÙÌÚÚÐÖÕɯÔÖËÌÓÓÐÕÎɀɯȹ2ÜÛÛÌÙȮɯ#ÌÓÈÌÙÌȮɯȫɯ

Plevoets, 2012); or ȿCollocations in popular religious literature : an analysis in 

corpus-ÉÈÚÌËɯÛÙÈÕÚÓÈÛÐÖÕɯÚÛÜËÐÌÚɀɯȹMarais & Naudé,  2007), even if they might be 

ÊÖÕÚÐËÌÙÌËɯÚÛÜËÐÌÚɯÛÏÈÛɯÎÖɯȿÛÖÞÈÙËÚɀɯÛÏÌɯÊÖÕÚÛÙÜÊÛÐÖÕɯÖÍɯÈɯÎÌÕÌÙÈÓɯÛÙÈÕÚÓÈÛÐÖÕɯÛÏÌÖÙàȮ 

their usefulness in helping learners understand the nature of translation is but too 

subtle for them to realize. 

                                                           
13

 Obviously this is not to say that all research studies on translation should aim at the betterment of translation 
teaching, even as quite a few Řƻ ŎƭŀƛƳ ǘƻ ƘŀǾŜ ǎƻƳŜ ΨǇŜŘŀƎƻƎƛŎŀƭ ƛƳǇƭƛŎŀǘƛƻƴǎΩ όŜΦƎΦ Akutsu & Marchand, 2014; 
Tsai, 2015). 
14

 Du Mu (803-852) was a Chinese poet.  
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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 t ranslating poetry is almost impossible, and when it would always seem 

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

×ÙÐÕÊÐ×ÓÌɯÖÍɯ×ÙÌÚÌÙÝÐÕÎɯȿÈÚɯÔÜÊÏɯÈÚɯ×ÖÚÚÐÉÓÌɯÖÍɯÛÏÌɯÖÙÐÎÐÕÈÓɯ×ÖÌÛÙàɀ seems to have 

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

ÐÕÈÊÊÌÚÚÐÉÓÌɯÐËÌÈÓɯÞÏÐÊÏɯÌßÐÚÛÚɯȿÖÜÛɯÛÏÌÙÌɀȭ  

The foregoing discussion leads me to the intent and research purpose of 

revisiting the nature of poetry translation through addressing the problems in the 

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

research based on bi-directional poetry translations (e.g. taking into account poetry 

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

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

Chinese into 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. I 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 objective in this research study, I wish to demonstrate 

the following:  !ÈÚÌËɯÖÕɯÛÏÌɯÛÙÈÕÚÍÌÙÌÕÊÌɯÖÍɯÛÏÌɯȿ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛɀɯÖÍɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɯ

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

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

ÛÙÈÕÚÓÈÛÐÖÕɯ(ɯÊÈÓÓɯÛÏÌɯȿÈÙÎÜÔÌÕÛÈÛÐÝÌɯ×ÌÙÚ×ÌÊÛÐÝÌɀȮɯÞÏÐÊÏɯ(ɯÙÌÍÌÙɯÛÖɯÍÙÖÔɯÛÐÔÌɯÛÖɯÛÐÔÌɯ

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

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

ÛÏÌɯȿÕÈÛÜÙÌɀɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚɯÔÌÕÛÐÖÕÌËȮɯÐÛɯÐÚɯÔÌÈÕÛɯÛÖɯÙÌÍÌÙɯÈÓÚÖɯÛÖɯÐÛÚɯȿÚÛÈÕËÈÙËÚɀ. 

3ÏÌɯÊÓÖÚÌɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÉÌÛÞÌÌÕɯȿÕÈÛÜÙÌɀɯÈÕËɯȿÚÛÈÕËÈÙËÚɀɯÔÌÈÕÚɯÛÏÌɯÖÉÑÌÊÛÐÝÌɯ

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

the ÞÈàɯÛÖɯȿËÖɀɯÛÙÈÕÚÓÈÛÐÖÕȮɯÐȭÌȭɯÛÏÌɯpractice of or application for  translation.         
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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 because it enables me to address 

the problems identified and achieve an objective account of the nature of poetry 

ÛÙÈÕÚÓÈÛÐÖÕɯÈÚɯÚÛÈÛÌËɯÐÕɯÔàɯÙÌÚÌÈÙÊÏɯ×ÜÙ×ÖÚÌȭɯ2ÜÊÏɯȿÖÉÑÌÊÛÐÝÐÛàɀȮɯI propose, is 

ÙÌÈÓÐáÌËɯÈÚɯËÐÍÍÌÙÌÕÛɯȿÖÉÑÌÊÛÐÝÌɯËÐÔÌÕÚÐÖÕÚɀɯÈÚɯÍÖÓÓÖÞÚȯ ÈɯȿËÌÔàÚÛÐÍÐÊÈÛÐÖÕɀɯÖÍɯ×ÖÌÛÙàɯ

translation, a mapping out more clearly of the senses of the elusive terms as 

ȿÙÌÓÌÝÈÕÛɯÚÐÔÐÓÈÙÐÛÐÌÚɀȮɯȿÐÕÝÈÙÐÈÕÛɀȮɯÈÕËɯȿÚÏÐÍÛɀȮɯÈÕËɯÈÓÚÖɯÔÖÙe clearly of the extent of 

ȿÚÛÙÌÛÊÏɀɯÈÓÓÖÞÌËɯÍÖÙɯÈɯÛÙÈÕÚÓÈÛÐÖÕȭɯ.ÉÑÌÊÛÐÝÐÛàɯÐÚɯÈÓÚÖɯÈÊÏÐÌÝÌËɯÉàɯ×ÙÖ×ÖÚÐÕÎɯÛÏÈÛɯ

describing translation in the light of the argumentative perspective does not take 

ÐÕÛÖɯÈÊÊÖÜÕÛɯÛÏÙÌÚÏÖÓËÚɯÚÜÊÏɯÈÚɯÛÏÌɯÙÌÈËÌÙÚɀɯÙÌÚ×ÖÕÚÌɯÞÏÐÊÏɯÐÚ unpredictable and 

inaccessible, but rather it is based upon ÙÌÈËÌÙÚɀɯÙÌÚ×ÖÕÚÌ defined in terms of the 

interpretation which can be reasonably expected by the translator ɬ ȿÙÌÈÚÖÕÈÉÓÌɀȮɯÐÕɯÛÏÐÚɯ

sense, would intend that translators of classical Chinese poetry, or translators of 

poetry more generally, could expect ɬ borrowing the words of Jacques Derrida ɬ an 

ÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÛÏÈÛɯÐÚɯȿËÖÔÐÕÈÕÛɀɯȹ+ÈÞÓÖÙɯȫɯ#ÐÙÌÒȮɯƖƔƔƖȮɯ×ȭɯƖƜƗȺȮɯÈÕËɯÞÏÐÊÏɯÙÌÍÓÌÊÛÚɯÈɯ

minimal consensus (Derrida, 1988; O'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 

ÜÕËÌÙÚÛÈÕËÐÕÎɯÖÍɯȿÙÌÈÚÖÕÈÉÓÌÕÌÚÚɀɯ(ɯÌÓÈÉÖÙÈÛÌɯÖÕɯÐÕɯÎÙÌÈÛÌÙɯËÌÛÈÐÓɯÈÛɯÛÏÌɯÌÕËɯÖÍɯÛÏÐÚɯ

study.  In addition, I 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 translation ÞÏÐÊÏɯÈÝÖÐËÚɯȿÐÚÖÓÈÛÌËÕÌÚÚɀȮɯÈÓÚÖɯÈɯ

description in its fundamental terms suitable for teaching purposes which is, again, 

made possible by the argumentative perspective. The descriptions above which 

constitutÌɯÛÏÌɯȿÖÉÑÌÊÛÐÝÐÛàɀɯÈÙÌ realized, again, as different ȿobjective dimensionsɀȭ 

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 generaliz ation ɬ ÐÕÚÛÌÈËɯÖÍɯÎÖÐÕÎɯȿËÌÌ×ÌÙɀȮɯ(ɯÐÕÛÌÕËɯÛÖɯÎÖɯȿÞÐËÌÙɀȮɯÈÕËɯ

again with a referral to a much underexplored perspective, 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 I also revisit long -existing notions 

and themes in translation studies as I explain below.   

The fundamental standards of translation mentioned earlier in this c hapter, 

ÕÈÔÌÓàɯȿÍÈÐÛÏÍÜÓÕÌÚÚɤÈÊÊÜÙÈÊàɀȮɯÈÕËɯȿÊÖÔ×ÙÌÏÌÕÚÐÉÐÓÐÛàɤÚÔÖÖÛÏÕÌÚÚɀɯÈÙÌɯÚÛÈÕËÈÙËÚɯ

of translation which I refer to from time to time in this research study in the light of 

the argumentative perspective. And while I am still on Chapter 1, I clarify wh at I 

intend them to mean exactly. (ɯÛÈÒÌɯȿÍÈÐÛÏÍÜÓÕÌÚÚɀɯÛÖɯÉÌɯÔÖÙÌɯÈɯÔÈÛÛÌÙɯÖÍɯȿÍÐËÌÓÐÛàɀ 

ȹȿáÏÖÕÎÚÏÐɀȰɯἔ ) to the content of the original , which makes the standard a kind of 

ȿÚ×ÐÙÐÛɀɯÈÚɯÞÌÓÓɯÈÚɯ×ÙÐÕÊÐ×ÓÌɯÛÖɯÈËÏÌÙÌɯÛÖɯÐÕɯÛÙÈÕÚÓÈÛÐÖÕȰɯȿÈÊÊÜÙÈÊàɀɯÍÖÙɯÔÌɯÊÖÕÊÌÙÕÚɯÈÕɯ

ȿÌÙÙÖÙ-ÍÙÌÌɀɯÙÌÕËÌÙÐÕÎȮɯÈÕËɯÐÚɯÔÖÙÌɯÈɯÔÈÛÛÌÙɯÖÍɯÛÏÌɯÈÊÛÜÈÓɯ×ÙÌÚÌÕÛÈÛÐÖÕɯÖÍɯÈɯÊÖÙÙÌÊÛɯ

translation  ÞÐÛÏÖÜÛɯÔÐÚÙÌ×ÙÌÚÌÕÛÐÕÎɯÛÏÌɯÖÙÐÎÐÕÈÓɀÚɯÊÖÕÛÌÕÛ. Likewise, 

ȿÊÖÔ×ÙÌÏÌÕÚÐÉÐÓÐÛàɀɯÈÕËɯȿÚÔÖÖÛÏÕÌÚÚɀɯÈÙÌɯÕÖÛɯÊÖÕÚÐËÌÙÌËɯÌÕÛÐÙÌÓàɯÛÏÌɯÚÈÔÌȯɯ(ɯ

×ÙÖ×ÖÚÌɯÛÏÌɯÍÖÙÔÌÙɯÏÈÚɯÛÏÌɯÔÌÈÕÐÕÎɯÖÍɯȿÔÈÒÐÕÎɯÚÌÕÚÌɀɯÛÖɯÛÏÌɯÙÌÈËÌÙÚȮɯÛÏÈÛɯÛÏÌàɯÍÐÕËɯ

what is conveyed intelligible (if no t actually agreeable or convincing), while a 

ȿÚÔÖÖÛÏɀɯÙÌÕËÌÙÐÕÎɯÐÚɯÕÖÛɯÏÈÔ×ÌÙÌËɯÉàɯÓÈÕÎÜÈÎÌɯÔÐÚÛÈÒÌÚȮɯÈÕËɯÐÚɯ×ÙÌÚÌÕÛÌËɯÐÕɯÈɯ

way akin to the habit of the language the source text is translated into (see 

Appendix I Note 7 on p. 2 96 ÍÖÙɯÈɯËÐÚÊÜÚÚÐÖÕɯÖÍɯȿÚÔÖÖÛÏÕÌÚÚɀɯÜÕËÌÙÚÛÖÖËɯÐÕɯÛÏÐÚɯ

sense in the literature of translation studies). The perceived differences between 

ȿÍÈÐÛÏÍÜÓÕÌÚÚɀɯÈÕËɯȿÈÊÊÜÙÈÊàɀȮɯÈÕËɯȿÊÖÔ×ÙÌÏÌÕÚÐÉÐÓÐÛàɀɯÈÕËɯȿÚÔÖÖÛÏÕÌÚÚɀɯ

acknowledged, for me the two groups of words will always have overlapping 

senses: an ȿaccurateɀ translation ÏÈÚɯÛÖɯÉÌɯÈɯȿÍÈÐÛÏÍÜÓɀɯÖÕÌ, and vice versa; at the same 

ÛÐÔÌȮɯ×ÙÌÚÜÔÈÉÓàɯÛÏÌÙÌɯÐÚɯÕÖɯÚÜÊÏɯÛÏÐÕÎɯÈÚɯÈɯȿÚÔÖÖÛÏɀɯÛÙÈÕÚÓÈÛÐÖÕɯÞÏÐÊÏɯÐÚɯÕÖÛɯ

ȿÊÖÔ×ÙÌÏÌÕÚÐÉÓÌɀɯȹÐȭÌȭɯÐÕɯÛÏÌɯÚÌÕÚÌɯÖÍɯÉÌÐÕÎɯÐÕÛÌÓÓÐÎÐÉÓÌȺȮɯÈÕËɯÛÏÌɯÚÈÔÌȮɯ(ɯ×ÙÖ×ÖÚÌȮɯ

applies the other way round. In a word, I do not impose a clear sense demarcation 

between the two terms in the same ȿsetɀ. At the same time, following the idea of Jin 

(1984), Jin (1998), and Lao (1980) about the dialectical relationship between 

ȿÚÔÖÖÛÏÕÌÚÚɀɯÈÕËɯȿÈÊÊÜÙÈÊàɀȮ15 (ɯ×ÙÖ×ÖÚÌɯÛÏÈÛɯÈɯɯȿÍÈÐÛÏÍÜÓɤÈÊÊÜÙÈÛÌɀɯÛÙÈÕÚÓÈÛÐÖÕɯÞÖÜÓËɯ

ÌÕÛÈÐÓɯÈÜÛÖÔÈÛÐÊÈÓÓàɯȿÊÖÔ×ÙÌÏÌÕÚÐÉÐÓÐÛàɀɯÖÙɯȿÚÔÖÖÛÏÕÌÚÚɀɯÈÚɯÈɯÕÌÊÌÚÚÈÙàɯÊÖÕËÐÛÐÖÕȭɯ

However, for the reason that poetry or poetry translation often tolerates relatively 

unnatural use of language, I would just consider that in the context of translation of 

classical Chinese poetry, any presentation in understandable English not hampered 

ÉàɯÎÙÈÔÔÈÛÐÊÈÓɯÌÙÙÖÙÚɯÊÈÕɯÉÌɯÙÌÎÈÙËÌËɯȿÚÔÖÖÛÏɀɯÖÙɯȿÊÖÔ×ÙÌÏÌÕÚÐÉÓÌɀȭ  

                                                           
15

 Such a dialectical relationship is captured succinctly by JinΩs (1998) words, ΨA translation that is not smooth but 
accurate cannot exist in principleΩ (p. 124; the Chinese original is ΨЛ ᾼ ѝȼ ӐϱЛҠ ╥ ᾼȴΩ). 
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For the themes on translation studies I revisit, I would like to point out also 

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

address issues of poetry  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 I demonstrate the 

usefulness and desirability of adopting the argumentative perspective to explain the 

nature of translation of classical Chinese poetry, at the same time I 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, o r make them appear questionable, if 

ÕÖÛɯÙÌÍÜÛÐÕÎɯÛÏÌÔɯÈÓÛÖÎÌÛÏÌÙȭɯ(ÕɯÚÖɯËÖÐÕÎȮɯ(ɯÈÔɯȿ×ÜÛÛÐÕÎɯÖÓËɯÞÐÕÌɯÐÕɯÈɯÕÌÞɯÉÖÛÛÓÌɀȮɯ

ÈÕËɯÈÛɯÛÏÌɯÚÈÔÌɯÛÐÔÌɯȿ×ÜÛÛÐÕÎɯÕÌÞɯÞÐÕÌɯÐÕɯÈÕɯÖÓËɯÉÖÛÛÓÌɀȮɯÉÜÛɯÞÐÛÏÖÜÛɯÛÏÌɯÚÓÐÎÏÛÓàɯ

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

the nature of poetry translation. After -ÈÓÓȮɯȿÏÈÙËÓàɯÈÕàɯÕÌÞɯÛÏÌÖÙàɯÐÚɯÉÖÙÕɯÞÐÛÏÖÜÛɯ

ÐÕÚ×ÐÙÈÛÐÖÕɯÊÖÔÐÕÎɯÍÙÖÔɯÛÏÖÚÌɯÈÓÙÌÈËàɯÐÕɯÌßÐÚÛÌÕÊÌɀɯȹ3ÈÉÈÒÖÞÚÒÈȮɯƕƝƝƗȮɯ×ȭƕȺȭ 

VIII. The argumentative perspective: what it has to offer for tr anslation studies  

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

ÛÏÌÖÙÐÌÚɯÈÙÌɯȿÈÛɯÉÌÚÛɯÞÌÓÓ-intentioned attempts at generalizations about poetry 

ÛÙÈÕÚÓÈÛÐÖÕɀɯÞÏÐÊÏɯÐÕɯÍÈÊÛɯÈÙÌɯÖÍɯȿÓÖÞɯÈ××ÓÐÊÈÉÐÓÐÛàɀȮɯÛÖɯÞÏÐÊÏɯ(ɯÏÈÝÌɯÚÖÔÌÞhat given 

ÛÏÌɯÈÕÚÞÌÙɯȿàÌÚɀɯÛÈÊÐÛÓàȭɯ(ÕÚÛÌÈËɯÖÍɯÓÌÈÝÐÕÎɯÚÜÊÏɯÈÕɯÜÕËÌÙÚÛÈÕËÐÕÎɯÈÚɯÈɯȿËÌÈËɯÌÕËɀȮɯ(ɯ

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 I intend my 

research purpose, discussed in the previous section, of achieving an objective 

ËÌÚÊÙÐ×ÛÐÖÕɯȹÞÏÐÊÏɯÊÖÕÚÐÚÛÚɯÖÍɯÛÏÌɯȿÖÉÑÌÊÛÐÝÌɯËÐÔÌÕÚÐÖÕÚɀȺɯÖÍɯÛÏÌɯÕÈÛÜÙÌɯÖÍɯ×ÖÌÛÙàɯ

translation to be related to contribution of the argumentative perspective to the field. 

I try to discuss the relationship between the two along the line of ÏÖÞɯÛÏÌɯȿËÐÔÌÕÚÐÖÕÚɀɯ

of objectivity can lead to the new translation theory mentioned. Furthermore, 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 I propose is characterized by the features of being 

ȿÚÐÔ×ÓÌɀɯÈÕËɯȿÈÊÊÖÔÔÖËÈÛÐÕÎɀȭɯGenerally speakingȮɯ(ɯÛÈÒÌɯȿÚÐÔ×ÓÌɀɯÛÖɯÔÌÈÕɯÞÏÈÛɯÛÏÌɯ

ÞÖÙËɯÐÚɯÜÚÜÈÓÓàɯÛÈÒÌÕɯÛÖɯÔÌÈÕȮɯÐȭÌȭɯȿÜÕÊÖÔ×ÓÐÊÈÛÌËɀȮɯÞÏÐÓÌɯȿÈÊÊÖÔÔÖËÈÛÐÕÎɀɯÔÌÈÕÚɯ

ȿÈËÈ×ÛÈÉÓÌɀȭɯ SpecificallyȮɯÉÌÐÕÎɯȿÚÐÔ×ÓÌɀɯÈÕËɯȿÈÊÊÖÔÔÖËÈÛÐÕÎɀɯÏÈÝÌ to be understood 

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 I elaborat e later in the 

same section.  

Now I 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 on translation 

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 

w idely adopted in the field (e.g. Baker, 1993; Holmes, 1988; House, 1981; Newmark, 

1988; Nida & Taber, 2003; Nord, 2018; Pym, 1992; Reiss & Vermeer, 2013; Snell-

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 I 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 thing, the practice of translation 

and understanding of its nature are more susceptible to personal values and 

discretionary judgments as di scussed; at the same time, a delving into relatively 

minute issues, a phenomenon which I have addressed, seems to be all the more 

legitimate to expect for research studies in translation. In addition to being a result 

of the suspected tendency for analysts to consider it easier to avoid addressing the 

big question of the nature of translation as I have argued, such a phenomenon 

possibly also has the multi -disciplinary nature of translation to ȿÉÓÈÔÌɀȮɯÛÏÈÛɯÐÛɯÏÈÚɯÈɯ

ÏÐÎÏÌÙɯȿ×ÖÛÌÕÛÐÈÓɀɯÖÍɯÉÙÈÕÊÏÐÕÎɯÖÜÛɯÐÕÛÖɯÍragmentary studies. The above-mentioned 

subjective elements in the perception and practice of translation, and the possibility 
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of adopting multifarious perspectives in its studies, I would add here, explain why 

translation studies is a field that lacks a relatively solid framework of knowledge. 

3ÏÌɯÙÌÚÜÓÛɯÐÚɯÛÏÈÛɯȿÒÕÖÞÐÕÎɯÈÉÖÜÛɯÛÙÈÕÚÓÈÛÐÖÕɀɯÐÚɯÕÖÛÏÐÕÎɯÓÐÒÌɯȿÒÕÖÞÐÕÎɯÈÉÖÜÛɯ

ÔÌËÐÊÐÕÌɀȮɯȿÓÈÞɀɯÖÙɯȿÌÕÎÐÕÌÌÙÐÕÎɀȮɯÉÌÊÈÜÚÌɯÍÖÙɯÛÏÌɯÓÈÛÛÌÙɯÎÙÖÜ×ɯÖÍɯËÐÚÊÐ×ÓÐÕÌÚɯ×ÌÖ×ÓÌɯ

can have assumptions and expectations that someone who 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 

ÈÕÈÛÖÔàȮɯÖÙɯÈɯÊÐÝÐÓɯÌÕÎÐÕÌÌÙɯËÖÌÚɯÕÖÛɯÜÕËÌÙÚÛÈÕËɯÛÏÌɯÓÖÎÐÊɯÖÍɯÏÖÞɯȿÓÖÈËɀ, an external 

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.   

(ÛɯÞÖÜÓËɯÚÌÌÔɯÛÏÈÛɯÛÏÌɯȿÖÓËɯ×ÈÛÏɀɯÐÕɯÊÖÕËÜÊÛÐÕÎɯÙÌÚÌÈÙÊÏɯÐÕɯÛÙÈÕÚÓÈÛÐÖÕȮɯ

constituted by the issues I have identified in the previous sections (more specifically 

sections II, IV, V, & VI), has also exemplified the nature of the discipline of 

translation studies just mentioned, i.e. being hampered by fluidity and uncertainties 

ɬ so many proposals have been put forward, but none of them seems significant 

ÌÕÖÜÎÏɯÛÖɯÊÖÕÚÛÐÛÜÛÌɯÈÕàɯȿÔÜÚÛ-ÒÕÖÞɀȭɯ(ɯÈËËɯÛÏÌɯÈÚÚÜÔ×ÛÐÖÕɯÏÌÙÌɯÛÏÈÛɯÖÕÌɯÖÍɯÛÏÌɯ

major reasons for their lack of status as criterial knowledge is the usefulness of the 

theories that arise from research sÛÜËÐÌÚɯÍÖÓÓÖÞÐÕÎɯÛÏÌɯȿÖÓËɯ×ÈÛÏɀ, whether in the 

description of the nature of translation or actual application, is often called into 

doubt. In this regard, one can consider again the issues discussed: 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 

ÌßÐÚÛȮɯȿÙÌÈËÌÙÚɀɯÙÌÚ×ÖÕÚÌɀɯÈÚɯÈɯÊÙÐÛÌÙÐÖÕɯÛÖɯÐËÌÕÛÐÍàɯÛÙÈÕÚÓÈÛion standards has 

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 tr anslation 

ÐÚɯȿÔàÚÛÐÍÐÌËɀɯÐÕɯÐÛÚɯËÐÚÊÜÚÚÐÖÕȺȮɯȹƖȺɯÛÏÌɯÛÏÌÖÙÐÌÚɯÊÖÕÊÌÙÕÌËɯÍÈÐÓɯÛÖɯÐËÌÕÛÐÍàɯ

unambiguously ȹÊÖÕÚÐËÌÙɯÛÏÌɯÝÈÎÜÌɯÛÌÙÔÚȺɯÈÕËɯÖÉÑÌÊÛÐÝÌÓàɯȹÊÖÕÚÐËÌÙɯÙÌÈËÌÙÚɀɯ

response) the standards of translation, (3) they do not point at the general direction 

ÖÍɯȿÏÖÞɯÛÖɯÛÙÈÕÚÓÈÛÌɀɯÊÖÕÝÐÕÊÐÕÎÓà (particularly for the prescriptive paradigm) , and 
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ȹƘȺɯÛÏÌɯÛÏÌÖÙÐÌÚɯÎÌÕÌÙÈÛÌËɯÏÈÝÌɯÓÖÚÛɯÚÐÎÏÛɯÖÍɯÛÏÌɯÍÜÕËÈÔÌÕÛÈÓɯÐÚÚÜÌɯÖÍɯȿÞÏÈÛɯ

ÛÙÈÕÚÓÈÛÐÖÕɯÐÚɀ (problem with the descriptive paradigm) . It follows that any research 

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 direction 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.  I would therefore 

see a contribution to the field to be realized by the proposal of a new theory which 

addresses the problems of the field delineated by refraining from the existing trend, and I 

would propose the way to do so is by mapping out an objective description of poetry 

translation as stated in my research purpose and constructing  a simple and 

accommodating translation theory, a theory which is relatively convincing and 

generally applicable for understanding the nature/standards as well as practice of 

translation (the former entails the latter as suggested in the last section). 

My discussion having progressed to this stage, I present schematically how 

step-by-step the argumentative perspective contributes to the field of translation 

studies: 

 

 

 

 

 

 

 

 

 

What can be discerned in the chart above are the relationships amongst the five key 

components of this research study: the problems in the field of translation studies have 

Existing problems in the field of translation studies 

 have inspired 

 The argumentative perspective 

 helps to illustrate 

The four aspects of poetic argument 

 achieve 

An objective description of the nature of poetry translation 

 leads to 

A simple and accommodating translation theory 

Figure 2: How the argumentative perspective contributes to the field of translation studies 
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inspired my proposal of the argumentative perspective. It helps to illustrate the four 

aspects of the poetic argument (again discussed in Chapters 4 -7) in the sense that 

discussion of translation issues under the four aspects is based upon the argumentative 

perspective (refer to p.62-63 on a discussion of how this relationship is realized) as I 

indicate time and again in the foll owing chapters on the four aspects. Then the four 

aspects achieve an objective description of the nature of poetry translation as suggested. 

More specifically, translation issues of the four aspects provide observations or 

evidences for  such an objective description. These evidences refer to consistencies of 

the translation approaches adopted as can be observed in the translation  examples. 

Where translation examples fail to exhibit such consistencies, I propose in the 

discussion concerned well-reasoned points of view on the nature of poetry translation 

based upon the argumentative perspective (on p. 62-63 is a discussion of the ȿpresumed 

validity ɀ of this perspective) to achieve the said objective description. The objective 

description finally leads to a simple and accommodating translation theory as presented 

above. I intend  ÛÏÌɯ×ÏÙÈÚÌɯȿÓÌÈËÚɯÛÖɀɯto mean that the new theory is derived from an 

objective description of poetry translation : the theory is an extraction of the ideas 

described in the objective dimensions; it encapsulates their substance in a concise 

way. How exactly the derivation works I explain in greater detail in the conclusion.  

Since the translation issues discussed in Chapters 4-7 are used to explain how the 

objective description of poetry tra nslation is achieved, the four aspects are 

ÚÖÔÌÞÏÈÛɯȿËÐÚÚÖÓÝÌËɀɯÐÕÛÖɯÛÏÌɯÚÈÐËɯÖÉÑÌÊÛÐÝÌɯËÌÚÊÙÐ×ÛÐÖÕɯÈÕËȮɯÈÚɯindicated , naturally 

have a part to play in constructing  the new and accommodating translation theory.     

  The ÛÞÖɯÍÌÈÛÜÙÌÚɯÖÍɯȿÚÐÔ×ÓÐÊÐÛàɀɯÈÕËɯÉÌÐÕÎɯȿÈÊÊÖÔÔÖËÈÛÐÕÎɀɯÛÏÈÛɯÊÏÈÙÈÊÛÌÙÐáÌɯ

the new translation theory, as I have suggested, they need to be understood also in 

the light of the setbacks of the existing trend of translation studies in order that I 

can argue for the contribution of such two featu ÙÌÚɯÐÕɯÊÖÕÚÛÐÛÜÛÐÕÎɯÈɯȿÕÌÞɀɯÛÏÌÖÙàɯ

ÞÏÐÊÏɯÐÚɯÓÈÊÒÐÕÎɯÐÕɯÛÏÌɯÍÐÌÓËȭɯ3ÏÌɯÍÌÈÛÜÙÌɯÖÍɯȿÚÐÔ×ÓÐÊÐÛàɀɯÖÍɯÛÏÌɯÛÏÌÖÙàɯÉÈÚÌËɯÜ×ÖÕɯÛÏÌɯ

argumentative perspective is exemplified by a focus upon the preservation of 

ȿÚÏÈÙÌËÕÌÚÚɀɯÖÙɯȿÚÐÔÐÓÈÙÐÛÐÌÚɀɯÉÌÛÞÌÌÕɯÛÏÌɯÚÖÜÙÊÌɯÈÕËɯÛÈrget language (a point I bring 

Ü×ɯÈÎÈÐÕɯÐÕɯ"ÏÈ×ÛÌÙɯƖȺȭɯ3ÏÌɯÍÌÈÛÜÙÌɯÖÍɯÉÌÐÕÎɯȿÈÊÊÖÔÔÖËÈÛÐÕÎɀɯÐÚɯnot just realized as 

ÚÖÔÌɯÎÌÕÌÙÈÓɯÜÕËÌÙÚÛÈÕËÐÕÎɯÚÜÊÏɯÈÚɯȿÕÖɯÛÞÖɯ×ÖÌÔÚɯÈÙÌɯÛÙÈÕÚÓÈÛÌËɯÈÓÐÒÌɀȭɯ(ÍɯËÌÍÐÕÌËɯ

in such a way, then the adaptability of the new theory is  realized as a cliché only, 

ÈÕËɯÛÏÌÙÌɯÐÚɯÕÖɯÎÙÖÜÕËɯÛÖɯÚÜÎÎÌÚÛɯȿÈÊÊÖÔÔÖËÈÛÐÕÎɀɯÈÚɯÈɯÍÌÈÛÜÙÌɯthat constitutes a 

poetic-argument-ÉÈÚÌËɯÛÏÌÖÙàɯÐÕËÌÌËɯÙÌÚÜÓÛÚɯÐÕɯÈɯȿÕÌÞɀɯÛÏÌÖÙàȭ Being 
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ȿÈÊÊÖÔÔÖËÈÛÐÕÎɀɯÌßÏÐÉÐÛÚɯÛÏÈÛɯÖ××ÖÚÐÕÎɯÝÐÌÞÚɯÖÕɯÏÖÞɯÛÖɯÛÙÈÕÚÓÈÛÌɯÔÈàɯÉÌɯÙÌÚÖÓved 

from the argumentative perspective, in the sense that they can be equally acceptable 

so long as they are justifiable within  the confinements of the poetic argument. 

BÌÊÈÜÚÌɯÖÍɯÚÜÊÏɯÍÌÈÛÜÙÌÚɯÖÍɯȿÚÐÔ×ÓÐÊÐÛàɀɯȹÐȭÌȭɯÈÎÈÐÕɯÙÌÈÓÐáÌËɯÉàɯÈɯfocus on 

manipulatin ÎɯÚÐÔÐÓÈÙÐÛÐÌÚȺɯÈÕËɯÉÌÐÕÎɯȿÈÊÊÖÔÔÖËÈÛÐÕÎɀȮɯit is possible to resolve, as I 

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 

ÍÌÈÛÜÙÌÚɯÖÍɯȿÚÐÔ×ÓÐÊÐÛàɀɯÈÕËɯÉÌÐÕÎɯȿÈÊÊÖÔÔÖËÈÛÐÕÎɀɯÖÍɯÛÏÌɯÕÌÞɯÛÏÌÖÙàɯÚÌÛɯÐÛɯÈ×ÈÙÛɯ

from theories which arise from research studies conducted along the old path.  

3ÏÌɯÍÌÈÛÜÙÌÚɯÖÍɯȿÚÐÔ×ÓÐÊÐÛàɀɯÈÕËɯȿÈÊÊÖÔÔÖËÈÛÐÕÎɀɯÈÙÌɯÛÞÖɯÒÌàɯÛÏÌÔÌÚɯÞÏÐÊÏɯ

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 . I will not spell out what  exactly the simple and accommodating 

theory I intend to construct is until I 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 

ÛÏÌɯÛÏÌÖÙàɯÈÓÙÌÈËàɯȿÌßÐÚÛÚɀȭɯ!àɯËÖÐÕÎɯÚÖȮɯ(ɯÊan render clearly how the four aspects of 

the poetic argument with actual translation examples serve to substantiate the 

ÍÌÈÛÜÙÌÚɯÖÍɯȿÚÐÔ×ÓÐÊÐÛàɀɯÈÕËɯÉÌÐÕÎɯȿÈÊÊÖÔÔÖËÈÛÐÕÎɀɯÖÍɯÛÏÌɯÕÌÞɯÛÏÌÖÙàȭɯIn the last 

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

which  I 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). 

I would like to address also 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 of a 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 of practice, as discussed 

in Chesterman [2000b]). OÕÌɯÖÍɯÛÏÌɯÊÙÐÛÐÊÐÚÔÚɯÖÍɯ)ÈÔÌÚɯ'ÖÓÔÌÚɀɯÔÈ×ɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɯ
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studies, that it separates clearly the ȿtheoreticalɀ side from the ȿappliedɀ side 

(discussed in Appendix I 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. 

3ÙÈÕÚÓÈÛÐÖÕɯÚÊÏÖÓÈÙȮɯ&ÐÓÉÌÙÛɯ%ÖÕÎȮɯÏÈÚɯÊÖÔÔÌÕÛÌËɯÛÏÈÛɯÛÏÌɯÊÜÓÛÜÙÈÓɯȿÛÜÙÕɀɯÖÍɯ

translation studies (Lefevere & Bassnett, 1990) seems to have turned nowhere, and 

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

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

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

I aim to achieve by the argumentative perspective can be considered at the same 

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

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

while the issue that numerous research studies (more specifically those in the 

prescriptive paradigm) ȿËÖɯÕÖÛɯ×ÖÐÕÛɯÈÛɯÛÏÌɯÎÌÕÌÙÈÓɯËÐÙÌÊÛÐÖÕɯÖÍɯɁÏÖÞɯÛÖɯÛÙÈÕÚÓÈÛÌɂɯ

ÊÖÕÝÐÕÊÐÕÎÓàɀ, i.e. problem no. (3) on p. 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 

ȿÈ××ÓÐÌËɀɯÚÐËÌɯÖÍɯÛÏÌɯnew theory constructed I pick up again in  the conclusion. And 

where the dimension ÖÍɯȿÈ××ÓÐÊÈÛÐÖÕɀɯis discussed, I am also defining ȿÚÛÈÕËÈÙËÚɀɯ

when as explained before the two are related, which leads me naturally to my view 

of what counts as a good poetry translation.  

 Just like what I 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 existent 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 I 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, I should  
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add I 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 

ÔÐÎÏÛɯÚÖÜÕËɯÛÖÖɯÈÔÉÐÛÐÖÜÚɯÛÖɯÚÜÎÎÌÚÛɯÛÏÈÛɯ(ɯÈÔɯÈÊÛÜÈÓÓàɯÐÕɯÈɯ×ÖÚÐÛÐÖÕɯÛÖɯȿÙÌÊÛÐÍàɀɯÛÏÌɯ

existing trend with this research study. But hopefully, I 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 be taken-for -granted and represent ÈÕɯȿÖÓËɯ×ÈÛÏɀɯÛÏÈÛɯÈÕÈÓàÚÛÚɯÏÈÝÌɯ

continued to pursue,  thi s 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 concisely in a, again, simple and accommodating 

translation theory.  What this theory sÏÈÙÌÚɯÞÐÛÏɯÛÏÖÚÌɯÍÙÖÔɯÛÏÌɯȿÖÓËɯ×ÈÛÏɀɯÛÏÖÜÎÏɯÐÚɯ

that likewise , there are theoretical implications, also discussed in the conclusion. 

IX. An overview of this research study  

The poetic argument consists of four  aspects (discussed in Chapter 2), and they are 

discussed separately in Chapters 4 to 7 (as is illustrated before and in the brief 

chapter summaries below). But the focus on a different aspect and different 

associated issues, in any case, should not affect the coherence amongst the 

discussions in the sense that 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 likewise substantiated ÈɯȿÚÐÔ×ÓÌɀɯÛÏÌÖÙàɯÞÐÛÏɯÈÕɯ

ȿÈÊÊÖÔÔÖËÈÛÐÕÎɀɯÍÌÈÛÜÙÌɯÐÚ brought up at the end of these four chapters. 

 This thesis is divided into eight chapters , including  this introductory chapter .  

4ÚÐÕÎɯÛÏÌɯÕÖÛÐÖÕɯȿÈÙÎÜÔÌÕÛɀɯÛÖɯËÌÚÊÙÐÉÌɯ×ÖÌÛÙàɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚɯÈɯÕÌÞ attempt 

as indicated, and there is no existing framework to refer to.  In Chapter 2, ȿargumentɀ 

will be  defined with its traditional senses; also, how the word is understood in 

Western and Chinese literary traditions is discussed. Eventually I 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, I continue 
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to delineate the substance of poetic argument  per seȭɯ,ÈÐÕÓàɯÛÏÌɯȿ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛɀɯÐÚɯ

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 

ÈÓÚÖɯȿÈÙÎÜÔÌÕÛÈÛÐÖÕɀɯÐÕɯÛÏÐÚɯÙÌÚÌÈÙÊÏɯÚÛÜËàȮɯÈɯÕÖÛÐÖÕɯÚàÕÖÕàÔÖÜÚɯÛÖɯȿÈÙÎÜÔÌÕÛɀȭ  

  (Õɯ"ÏÈ×ÛÌÙɯƗȮɯ(ɯÈËËÙÌÚÚɯÛÏÌɯËÌÍÐÕÐÛÐÖÕÈÓɯÐÚÚÜÌÚɯÖÍɯȿ×ÖÌÛÙàɀɯȹȿÚÏÐɀȰɯȺȮɯȿÎÌÕÙÌɀȮɯ

ȿÍÖÙÔɀȮɯand ȿÛÏÌÔÌɀ, all much-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 used/understood in my research study, and their relevance to a 

study adopting the argumentative perspective towards poetry translation. This is 

also the chapter where I 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 Chinese poems 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, I aim to demonstrate my research thesis 

by highl ighting the point of view that  perceivably the poetic argument of sequential 

structure should be transferred to a translation as far as possible. I 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 I discuss in Chapter 5 is ȿÙÌ×ÌÛÐÛÐÖÕɀɯÈÚɯ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛ, the second 

aspect of the structural dimension of poetic argument. Through looking at poetry 

translation examples, I explain why from the argumentative perspective, repetition 

needs to be transferred, and comment on the justÐÍÐÈÉÐÓÐÛàɯÖÍɯËÐÍÍÌÙÌÕÛɯÛÙÈÕÚÓÈÛÖÙÚɀɯ

approaches to deal with the repetitive form . Like the previous chapter, I explain 

how the meaning dimension of the poetic argument exerts control upon the 

translator. Based upon the argumentative perspective, I also compare the relatively 
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ȿÚÛÈÉÓÌɀɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÖÍɯÛÏÌɯÙÌ×ÌÛÐÛÐÝÌɯÍÖÙÔɯÞÐÛÏɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÖÍɯÛÏÌɯÊÖÕÛÌÕÛɯÖÍɯÛÏÌɯ

poem which can be open to different understandings ; and finally, the  issue is 

addressed that how repetition is actually received by the readership of a translation 

is unperceivable ɬ I propose that the argumentative perspective achieves objectivity 

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

the problem ÖÍɯÜÕ×ÌÙÊÌÐÝÈÉÓÌɯÙÌÈËÌÙÚɀɯÙÌÚ×ÖÕÚÌ. I discuss at the end of the chapter 

again that translation of repetition  as poetic argument is 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 (ɯÑÜÚÛÐÍàɯÛÏÌɯÜÚÌɯÖÍɯÛÏÌɯÛÌÙÔɯȿÔÌÛÈ×ÏÖÙɀ to describe 

classical Chinese poetry. Chinese poetry examples with metaphor as a ȿtextual 

phenomenonɀ are used. I point out that metaphor as a tool of argumentation is 

×ÈÙÛÐÊÜÓÈÙÓàɯÙÌÓÌÝÈÕÛɯÛÖɯȿÛÙÜÛÏɀȮɯÈÕË discuss ÏÖÞɯȿÛÙÜÛÏɀɯÐÚɯÛÖɯÉÌɯÜÕËÌÙÚÛÖÖËɯÐÕɯÛÏÌɯ

context of the translation of textual metaphor as poetic argument. Just as I have 

done for Chapters 4 and 5, with translations of classical Chinese poems, I illustrate 

how the argumentative perspective explains objectively the nature of poetry 

translation. To this end, I 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 

ÙÌÈÓÐáÌÚɯÛÏÌɯÍÌÈÛÜÙÌÚɯÖÍɯȿÚÐÔ×ÓÐÊÐÛàɀɯÈÕËɯÉÌÐÕÎɯȿÈÊÊÖÔÔÖËÈÛÐÕÎɀɯÖÍɯÛÏÌɯÕÌÞɯ

translation theory as I propose at the end of the chapter. 

Chapter 7 is where I address the last aspect of the structural dimension of 

poetic argument, the imagery that permeates a poem. I 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 time, I 

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 I recapitulate my discussion in 

the preceding chapters as a reflective summary, and try to cohere my observations 

under several themes, i.e. the ȿobjective dimensionsɀ which 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 from such ȿÖÉÑÌÊÛÐÝÌɯ

ËÐÔÌÕÚÐÖÕÚɀɯÊÈÕɯÉÌɯËÌÙÐÝÌËɯÈɯÚÐÔ×ÓÌɯÈÕËɯÈÊÊÖÔÔÖËÈÛÐÕÎɯÛÙÈÕÚÓÈÛÐÖÕɯÛÏÌÖÙà with 

associated implications and its application . At the end of the chapter, I address 

some further observations for this research study to respond to the anecdote of the 

copyright issue mentioned at the beginning of this chapter , and as the final 

destination in a journey of discussion of poetry translation issues based on the 

argumentative perspective.   
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CHAPTER 2 

Poetic Argument ɬ Delineating i ts Meaning and Substance  

I. Introduction  

As noted in Chapter 1, this chapter addresses the definitional issues and substance 

ÖÍɯȿÈÙÎÜÔÌÕÛɀɯÚÖɯÛÏÈÛ its usage can be justified and the basis to analyze poetry 

translation in Chapters 4 to 7 can be established. This chapter is also where the term 

ȿÈÙÎÜÔÌÕÛÈÛÐÖÕɀɯÐÚɯÐÕÛÙÖËÜÊÌËȮɯÈÕËɯa brief explanation is offered as to why it works 

hand-in-ÏÈÕËɯÞÐÛÏɯȿÈÙÎÜÔÌÕÛɀɯÍÖÙɯÔàɯÈÕÈÓàÚÐÚȭ    

(ÕɯÐÛÚɯÔÖÚÛɯÊÖÔÔÖÕɯÚÌÕÚÌɯȿÈÙÎÜÔÌÕÛɀɯÈ××ÌÈÙÚɯÐÕÊÖÔ×ÈÛÐÉÓÌɯÞÐÛÏɯÛÏÌɯÕÈÛÜÙÌɯ

of poetry ɬ a rÌÔÈÙÒɯÚÜÊÏɯÈÚɯȿ/ÖÌÔÚɯÈÙÌɯÕÖÛɯÛà×ÐÊÈÓÓàɯÛÏÖÜÎÏÛɯÖÍɯÈÚɯÈÙÎÜÔÌÕÛÚɀɯ

(Academy of American Poets, 2000) summarizes this point of view succinctly.  As 

ÍÖÙɯ"ÏÐÕÌÚÌɯ×ÖÌÔÚȮɯÛÏÈÛɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɯÐÚɯÈɯÔÌËÐÜÔɯÛÖɯÌß×ÙÌÚÚɯȿáÏÐɀ (ᶳ)16  

ÈÕËɯÛÏÌɯÍÈÔÖÜÚɯÚÈàÐÕÎɯȿȻ"ÏÐÕÌÚÌȼɯ×ÖÌÛÙàɯÐÚɯÍÖÙɯÛÏÌɯÌß×ÙÌÚÚÐÖÕɯÖÍɯ×ÌÙÚÖÕÈÓɯÍÌÌÓÐÕÎÚȰɯ

×ÙÖÚÌɯÐÚɯÈɯÝÌÏÐÊÓÌɯÖÍɯÛÏÌɯ6Èàɀ17 (Hung , 2000, p.224) reflect the perspective 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. Wordsworth in the Preface to 

Lyrical Ballads (first published in 1802) says all good poetry  is ȿÛÏÌɯÚ×ÖÕÛÈÕÌÖÜÚɯÍÓÖÞɯ

ÖÍɯ×ÖÞÌÙÍÜÓɯÍÌÌÓÐÕÎÚɀɯȹWordsworth, 2001, para. 6), which may be considered a 

counterpart to the foregoing classical views on Chinese poetry. The idea that poetry 

ÐÚɯÈɯÊÏÈÕÕÌÓɯÛÖɯÝÌÕÛɯÏÐÎÏÓàɯ×ÌÙÚÖÕÈÓɯÍÌÌÓÐÕÎÚȮɯÈÕËɯÐÚɯÏÌÕÊÌɯȿÌÔÖÛÐÖÕ-ÊÌÕÛÌÙÌËɀɯÈÕËɯ

ÙÐËɯÖÍɯÙÈÛÐÖÕÈÓÐÛàȮɯÔÈàɯÉÌɯÍÜÙÛÏÌÙɯÌßÌÔ×ÓÐÍÐÌËɯÉàɯÈɯÍÖÖÛÕÖÛÌȮɯ'ÖÜÚÔÈÕɀÚɯÈÍÍÐÙÔÈÛÐÖÕɯ

ÛÏÈÛɯȿÔÌÈÕÐÕÎɯÐÚɯÖÍɯÛÏÌɯÐÕÛÌÓÓÌÊÛȮɯ×ÖÌÛÙàɯÐÚɯÕÖÛɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ*ÌÙÛáÌÙȮɯƕƝƜƜȮɯ×ȭɯƕƔ-11). 

                                                           
16 [ƛǳ όмфснΣ ǇΦтлύ ǘǊŀƴǎƭŀǘŜŘ ǘƘŜ ǿƻǊŘ ŀǎ ΨǘƘŜ ƘŜŀǊǘΩǎ ǿƛǎƘŜǎΩΦ ¢ƘŜ Ŧǳƭƭ ǊŜƳŀǊƪΣ ΨǇƻŜǘǊȅ ŜȄǇǊŜǎǎŜǎ ǘƘŜ ƘŜŀǊǘΩǎ ǿƛǎƘŜǎΩ 
(shi yan zhi; ṕᶳ) is a very-much-quoted expression to describe the nature of classical Chinese poetry and is 

recorded in the Chinese classics, the Book of Documents (Shujing; , also known as Shangshu; Ữ ). Another 

ǘǊŀƴǎƭŀǘƛƻƴ ŦƻǊ ǘƘŜ ǎǘŀǘŜƳŜƴǘ ƛǎ ΨǇƻŜǘǊȅ ǾŜǊōŀƭƛȊŜǎ ǘƘŜ ŜƳƻǘƛƻƴǎΩ ό/ƘΩƛŜƴΣ мфурΣ ǇΦноύΦ ¢ƘŜ ŀŘŜǉǳŀŎȅ ƻŦ ǎǳŎƘ 
translations regardless, it can be seen that tƘŜ /ƘƛƴŜǎŜ ǿƻǊŘ ΨȊƘƛΩΣ ǊŜƎŀǊŘŜŘ ŀ ŦŜŀǘǳǊŜ ƻŦ ǇƻŜǘǊȅΣ ƛǎ ƎŜƴŜǊŀƭƭȅ 
interpreted as having a highly personal and emotive element (see Appendix I Note 8 on p. 296 for another 
translation of the word).      
17

 ¢Ƙƛǎ ƛǎ ŀ /ƘƛƴŜǎŜ ǘǊŀƴǎƭŀǘƛƻƴ ƻŦ Ψѻṕ Ȳѝѻṕ Ω όΨshizhu-yanqing, wenzhu-ȅŀƴŘŀƻΩύ where the meaning of 

ΨŘŀƻΩ όǘƘŜ Way) can be the passage to spiritual achievement understood in the Daoist tradition. This expression 
comes from A general discussion of Han Poetry (Hanshi Zongshuo; ) by Fei Xihuang ( ) (as cited in 

/ƘΩƛŜƴΣ 1999, p.182). 

 



41 
 

The perceived incompatibility between poetry and argument may be 

understood in the light of  ÈɯÛà×ÐÊÈÓɯËÌÍÐÕÐÛÐÖÕɯÖÍɯÈÙÎÜÔÌÕÛȮɯÞÏÐÊÏɯÐÚɯȿÌß×ÙÌÚÚÐÕÎɯÈɯ

point of view on a subject and sÜ××ÖÙÛÐÕÎɯÐÛɯÞÐÛÏɯÌÝÐËÌÕÊÌɀɯȹUNC  Writing Center, 

2010).  Such a prototypical definition may carry with it the associative meaning of 

ȿÌß×ÓÐÊÐÛÕÌÚÚɀɯÈÕËɯÈɯȿÚÛÌ×-by-ÚÛÌ×ɯÈ××ÙÖÈÊÏɀȭɯ(ÕɯÌß×ÓÖÙÐÕÎɯÛÏÌɯ×ÖÚÚÐÉÐÓÐÛàɯÖÍɯÈËÖ×ÛÐÕÎɯ

the argumentative perspective in the study of classical Chinese poetry, I was met 

ÞÐÛÏɯÛÏÌɯÙÌÚ×ÖÕÚÌɯÛÏÈÛɯÛÏÌɯÈËÖ×ÛÐÖÕɯÖÍɯȿÈÙÎÜÔÌÕÛɀɯÐÚɯÛÖɯȿÍÙÈÔÌɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɯÍÙÖÔɯ

Èɯ×ÌÙÚ×ÌÊÛÐÝÌɯÛÏÈÛɯÔÈàɯÊÖÕÛÙÈËÐÊÛɯÐÛÚɯÌßÐÚÛÌÕÊÌɀɯȹ8ȭ8ȭɯ"ÏÖÕÎȮɯ×ÌÙÚÖÕÈÓɯ

communication, May 21, 2014), and ÛÏÈÛɯȿÈÙÎÜÔÌÕÛɀɯÐÚɯÕÖÛ ÈÚɯÍÐÛÛÐÕÎɯÈÚɯȿ×ÙÖ×ÖÚÐÛÐÖÕɀɯ

as a term for the description of poetic nature in general (A. Lam, personal 

communication, February 11, 2014). There are more positive views though , 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  

×ÖÌÛÙàɯÛÙÈÕÚÓÈÛÐÖÕɯÚÛÜËÐÌÚɯÞÏÌÕɯÌÝÌÕɯÛÏÌɯÞÖÙËɯȿÓÖÎÐÊɀɯÊÈÕɯÉÌɯÏÈÙËɯÛÖɯËÌÍÐÕÌȮɯÞÏÐÊÏɯ

may make it questionable ÛÖɯËÐÚÚÖÊÐÈÛÌɯȿÈÙÎÜÔÌÕÛɀɯÍÙÖÔɯÛÏÌɯÕÈÛÜÙÌɯÖÍɯ×ÖÌÛÙàɯ

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  ÈÛɯÈÓÓɯÛÏÈÛɯÛÏÌɯÕÖÛÐÖÕɯȿÈÙÎÜÔÌÕÛɀɯcould invite  such mixed 

responses. The views referred to above perhaps also give rise to the implication that 

ÈɯÚÐÔ×ÓÌɯØÜÌÚÛÐÖÕɯÈÚɯȿÞÏÈÛɯÐÚɯ×ÖÌÛÙàɀȮɯÈÕɯÐÚÚÜÌɯ(ɯhave touched upon in Chapter 1 

(see footnote no. 8 on p. 19), is so open-ended that different scholars are bound to 

have their own perception of what feature counts as relevant as far as the poetic 

nature is concerned (see Appendix I Note 9 on p. 296 for the background of the four 

academics referred to above).  In the following section, I illustrate some definitional 

ÐÚÚÜÌÚɯÙÌÎÈÙËÐÕÎɯȿÈÙÎÜÔÌÕÛɀȭɯ3ÏÌɯËÐÚÊÜÚÚÐÖÕɯÉÌÓÖÞɯÖÕɯÏÖÞɯȿÈÙÎÜÔÌÕÛɀɯÔÈàɯÉÌɯ

understood should explain why the  fact that there are different opinions held as 

mentioned is understandable. And yet it should also become obvious eventually, 

that it is ÛÏÙÖÜÎÏɯÛÏÌɯÙÖÖÔɯÍÖÙɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÖÍɯÛÏÌɯÛÌÙÔɯȿÈÙÎÜÔÌÕÛɀɯÛÏÈÛɯÛÏÌɯ

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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II.  Argument and its traditional senses   

ȿ ÙÎÜÔÌÕÛɀɯÐÚɯa notion that stems 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 use it as a 

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

discuss at great length any 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 

ÊÖÕÊÌÙÕÌËɯÈÙÌɯÕÌÊÌÚÚÈÙàɯÍÖÙɯÛÏÌɯÌÝÌÕÛÜÈÓɯÜÕËÌÙÚÛÈÕËÐÕÎɯ×ÙÖ×ÖÚÌËɯÍÖÙɯȿÈÙÎÜÔÌÕÛɀɯÐÕɯ

the context of classical Chinese poetry. Instead, I will give a relatively brief 

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

ÉÈÚÐÚɯÛÖɯÐÓÓÜÚÛÙÈÛÌɯÐÕɯÞÏÈÛɯÞÈàɯȿÈÙÎÜÔÌÕÛɀɯÈÚɯÈɯ×ÖÌÛÐÊɯÍÌÈÛÜÙÌɯÔÈàɯÉÌɯÚÌÌÕɯÛÖɯÚÏÈÙÌɯ

any similarity with the prototypical sense of the word.  

Perhaps no analysis of argument can afford ÛÖɯÓÌÈÝÌɯÖÜÛɯ ÙÐÚÛÖÛÓÌɀÚɯOrganon 

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

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

ȿÓÖÎÐÊɀɯÈÕËɯȿÚàÓÓÖÎÐÚÔɀɯÐÕɯÛÏÐÚɯ ÙÐÚÛÖÛÌÓÐÈÕɯÞÖÙÒɯȹ2ÔÐÛÏɯȻƖƔ14], for example, 

considers the Organon ÛÖɯÉÌɯÈɯÊÖÔ×ÖÚÐÛÌɯÖÍɯ ÙÐÚÛÖÛÓÌɀÚɯÓÖÎÐÊÈÓɯÞÖÙÒɯÞÏÐÊÏɯÏÈÚɯ

syllogism as its central theme) seems to have a particularly profound impact on the 

ÈÕÈÓàÚÌÚɯÖÍɯȿÈÙÎÜÔÌÕÛɀɯÛÏÌÙÌÈÍÛÌÙȮɯÞÏÐÊÏɯÓÌÈËÚɯÛÖɯÈɯÚàÕÖÕàÔÖÜÚɯÙÌÓÈÛÐÖÕÚÏÐ×ɯ

ÉÌÛÞÌÌÕɯȿÈÙÎÜÔÌÕÛɀɯÈÕËɯȿÚàÓÓÖÎÐÚÔɀȮɯÛÏÌɯÙÌÚÜÓÛɯÉÌÐÕÎɯÈɯÕÈÙÙÖÞɯÜÕËÌÙÚÛÈÕËÐÕÎɯÖÍɯÛÏÌɯ

former. In denying that such an understanding is passed down by Aristotle, Tindale 

ȹƕƝƝƝȺȮɯÈÓÖÕÎɯÞÐÛÏɯÈÎÙÌÌÐÕÎɯÛÖɯÛÏÌɯÝÐÌÞ×ÖÐÕÛɯÛÏÈÛɯȿÛÏÌɯRhetoric is concerned 

primarily wit ÏɯÛÏÌɯ×ÙÌÚÌÕÛÈÛÐÖÕɯÖÍɯÈÙÎÜÔÌÕÛÚɀɯȹ×ȭƗȺȮɯÌÔ×ÏÈÚÐáÌÚɯÛÏÈÛɯÐÛɯÐÚɯÛÏÌɯ

rhetorical perspective 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 

ȿÛÏÌɯÉÐÈÚɯÖÍɯÛÏÌɯÛÙÈËÐÛÐÖÕɀɯȹ×ȭƖȺȭɯ!ÌÐÕÎɯÐËÌÕÛÐÍÐÌËɯÈÚɯÈɯÒÐÕËɯÖÍɯÈÙÎÜÔÌÕÛȮɯȿ×ÈÛÏÖÚɀɯȹÛÏÌɯ

appeal to emotions which also has its origin in the Aristotelian account, along with 

ȿÓÖÎÖÚɀɯÈÕËɯȿÌÛÏÖÚɀȺȮɯÈɯÚÛÙÈtegy commonly discussed in modern -day analyses of 

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

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

296 for a more elaborate discussion of the suÉÚÛÈÕÊÌɯÖÍɯȿ×ÈÛÏÖÚɀȺȭɯȿ/ÈÛÏÖÚɀɯÛÏÌÙÌÍÖÙÌɯ

seems to be similar to the rhetorical dimension of argument in that both of them rid 
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ȿÈÙÎÜÔÌÕÛɀɯÖÍɯÐÛÚɯÚàÓÓÖÎÐÚÛÐÊɯÕÈÛÜÙÌȭɯ'ÖÞÌÝÌÙȮɯÚÜÊÏɯÈɯÉÙÖÈËÌÙɯÜÕËÌÙÚÛÈÕËÐÕÎɯÖÍɯ

ȿÈÙÎÜÔÌÕÛɀɯËÖÌÚɯÕÖÛɯÊÏÈÕÎÌɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯÐÛɯÛÌÕËÚɯÛo be perceived to have a very 

static relationship with persuasion: Tindale (1999) branded the presentation of the 

Rhetoric ÈÚɯȿÈÕɯÈÙÛɯÖÍɯ×ÌÙÚÜÈÚÐÖÕɀȮɯÞÏÐÓÌɯ1ÐÊĨÜÙɯȹƕƝƝƚȺɯÜÚÌËɯÛÏÐÚɯÚÈÔÌɯÞÖÙÒɯÖÍɯ

Aristotle as a basis to reject the diminishing of rhetoric to a purely ornamental 

ÍÜÕÊÛÐÖÕɯÈÕËɯÙÌÈÍÍÐÙÔÌËɯÙÏÌÛÖÙÐÊɯÈÚɯÈɯÛÌÊÏÕÐØÜÌɯÛÏÈÛɯÔÈËÌɯȿ×ÌÙÚÜÈÚÐÖÕɯÈɯËÐÚÛÐÕÊÛɯ

ÎÖÈÓɯÛÖɯÉÌɯÈÊÏÐÌÝÌËɀɯȹ×ȭƗƖƙȺȭ18 

  Another authoritative framework of argument which any modern discussion 

on argument may feel obliged to at least touch upon ÞÐÓÓɯÉÌɯ3ÖÜÓÔÐÕɀÚɯȹƖƔƔƗȺɯ

analysis, where he starts out by identifying the issues of his study to be discussed as 

×ÙÖÉÓÌÔÚɯÖÍɯȿÓÖÎÐÊɀȮɯÞÏÐÓÌɯËÐÚÈ××ÙÖÝÐÕÎɯÌß×ÓÐÊÐÛÓàɯÛÏÌɯÓÖÕÎ-ÏÌÓËɯÝÐÌÞÚɯÖÍɯÞÏÈÛɯȿÓÖÎÐÊɀɯ

should be about: 

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

end up ɬ 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 abandon the initial assumption.  (p.4)        

  IÕɯÈËËÐÛÐÖÕɯÛÖɯȿÚàÓÓÖÎÐÚÔɀɯÈÕËɯȿ×ÌÙÚÜÈÚÐÖÕɀȮɯȿÓÖÎÐÊɀɯÐÚɯ×ÖÚÚÐÉÓàɯÛÏÌɯÖÛÏÌÙɯÛÌÙÔɯ

ÛÏÈÛɯÐÚɯÐÔÔÌËÐÈÛÌÓàɯÈÚÚÖÊÐÈÛÌËɯÞÐÛÏɯȿÈÙÎÜÔÌÕÛɀɯËÜÌɯÛÖɯÛÏÌɯÛÈÒÌÕ-for-granted 

ÙÌÓÈÛÐÖÕÚÏÐ×ɯÉÌÛÞÌÌÕɯȿÓÖÎÐÊɀɯÈÕËɯȿÚàÓÓÖÎÐÚÔɀȮɯÖÙɯÖÕÌɯÊÈÕ simply think about the 

ÊÖÔÔÖÕɯÊÖÓÓÖÊÈÛÐÖÕɯÛÏÈÛɯȿÈɯÎÖÖËɯÈÙÎÜÔÌÕÛɯÏÈÚɯÛÖɯÉÌɯlogically soundɀȭɯ ÕËɯÚÖɯÛÏÌɯ

ÜÕËÌÙÚÛÈÕËÐÕÎɯÖÍɯȿÓÖÎÐÊɀɯÞÐÓÓɯÏÈÝÌɯÈÕɯÐÔ×ÈÊÛɯÖÕɯÏÖÞɯȿÈÙÎÜÔÌÕÛɀɯÐÚɯÊÖÔ×ÙÌÏÌÕËÌËȭɯɯ

3ÏÌɯÍÖÙÌÎÖÐÕÎɯÝÐÌÞÚɯÖÍɯ3ÖÜÓÔÐÕɯÊÈÕɯÉÌɯ×ÈÙÈ×ÏÙÈÚÌËɯÈÚɯÛÏÈÛɯȿÓÖÎÐÊɀɯÊÖÕÊÌrns the 

description of (1) how people think and (2) how people should think. But then again, 

ËÌÚ×ÐÛÌɯ3ÖÜÓÔÐÕɀÚɯÐÕÛÌÕÛÐÖÕɯÛÖɯËÌ×ÈÙÛɯÍÙÖÔɯÛÏÌɯÌßÐÚÛÐÕÎɯÜÕËÌÙÚÛÈÕËÐÕÎɯÈÉÖÜÛɯÓÖÎÐÊȮɯ

ÏÐÚɯÈÊÊÖÜÕÛɯ×ÌÙÏÈ×ÚɯÚÛÐÓÓɯÊÈÕÕÖÛɯÉÌɯÜÚÌËɯÈÚɯÈɯÉÈÚÐÚɯÍÖÙɯȿÈÙÎÜÔÌÕÛɀɯÈÕËɯȿ×ÖÌÛÙàɀɯto be 

brought any closer ɬ through a meticulous, step-by-step analysis, he proposed that 

the rules of logic should be seen as a tool of evaluation against which the soundness 

of an argument is 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 

                                                           
18

 This interpretation seems to be slightly different from what Aristotle (1926) has proposed (see Appendix I Note 
11 on p. 296-29т ŦƻǊ ŀƴ ŜȄǇƭŀƴŀǘƛƻƴ ƻŦ Ƙƻǿ !ǊƛǎǘƻǘƭŜΩǎ understanding of the goal of rhetoric is different).   
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as valid  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 

ÐÕÈËÌØÜÈÛÌɯÛÖɯÈÊÊÖÜÕÛɯÍÖÙɯÙÌÈÚÖÕÐÕÎɯÐÕɯÌÝÌÙàËÈàɯÓÈÕÎÜÈÎÌȺɯÉÌÊÈÜÚÌɯȿÓÐÒÌɯÊÓÈÚÚÐÊÈÓɯ

logic, most work in informal logic has  understood an argument as an attempt to 

present evidence for a conclusionɀɯȹ&ÙÖÈÙÒÌȮɯƖƔ13, What is Argument/ation section, 

para.1; my emphasis). Informal logic, therefore, appears to be as persuasion-centered 

as its formal counterpart.   

  For Plato, AristÖÛÓÌɀÚɯ×ÙÌËÌÊÌÚÚÖÙȮɯÞÏÖɯÐÚɯÒÕÖÞÕɯÛÖɯÏÈÙÉÖÙɯÈɯÔÜÊÏɯÓÌÚÚɯ

sympathetic view towards poetry compared to Aristotle, the dissociation of poetry 

from argument is ÈÓÓɯÛÏÌɯÔÖÙÌɯÖÉÝÐÖÜÚȭɯ6ÏÌÕɯȿÈÙÎÜÔÌÕÛɀɯÐÚɯÊÖÕÚÐËÌÙÌËɯÛÖɯÊÈÙÙàɯÛÏÌɯ

×ÖÚÐÛÐÝÌɯÊÖÕÕÖÛÈÛÐÖÕɯÖÍɯÛÏÌɯȿ×ÜÙÚÜÈÕÊÌɯÖÍɯÛÙÜÛÏɀȮ 19 /ÓÈÛÖɀÚ comment that rhetoric, of 

ÞÏÐÊÏɯ×ÖÌÛÙàɯÐÚɯÈɯÒÐÕËȮɯËÌÍÐÌÚɯÛÙÜÛÏɯÐÕɯÛÏÌɯÚÌÕÚÌɯÛÏÈÛɯÛÏÌÙÌɯÐÚɯÈÕɯȿÖÓËɯØÜÈÙÙÌÓɯÉÌÛÞÌÌÕɯ

×ÏÐÓÖÚÖ×ÏàɯÈÕËɯ×ÖÌÛÙàɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ&ÙÐÚÞÖÓËȮɯƖƔƕƚȮɯ(ÕÛÙÖËÜÊÛÐÖÕɯÚÌÊÛÐÖÕȮɯ×ÈÙÈȭɯƖȺȮɯÐÚɯ

suggestive of the incompatibilit y between poetry and argument. In the words of  

1ÐÊĨÜÙɯȹƕƝƛƜȺȮɯ/ÓÈÛÖɀÚɯÝÐÌÞɯÉÌÊÖÔÌÚɯÙÏÌÛÖÙÐÊɯÉÌÐÕÎɯÈɯÚÏÌÌÙɯÊÖÕÊÌÙÕɯÍÖÙɯȿÚÈàÐÕÎɯÐÛɯ

ÞÌÓÓɀɯrather ÛÏÈÕɯȿÚ×ÌÈÒÐÕÎɯÛÏÌɯÛÙÜÛÏɀɯȹ×ȭƕƔȺȭɯ/ÓÈÛÖɀÚ suggestion that poetry is 

ȿÏÈÙÔÍÜÓɀɯ(as cited in Griswold, 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. 20 A much 

more recent account, Kertzer (1988), proposes ÛÏÈÛɯȿÜÕÙÌÈÚÖÕɀɯÐÚɯÞÏÈÛɯȿÕÌÊÌÚÚÐÛÈÛÌÚɯ

ÈÕËɯ×ÌÙÔÐÛÚɯÛÏÌɯÜÕÙÌÈÚÖÕÈÉÓÌɯÈÎÎÙÌÚÚÐÖÕɯÖÍɯ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛɀɯȹ×ȭƕƗƙȺȮɯÐÕËÐÙÌÊÛÓàɯ

suggesting what kind of objection exists regarding the claim that poetry argues, and 

as a result such objection needs to be catered for by proposing the rather usual term 

ȿÜÕÙÌÈÚÖÕɀɯÐÕɯÖÙËÌÙɯÛÖɯÑÜÚÛÐÍàɯÛÏÌɯÌßÐÚÛÌÕÊÌɯÖÍɯÈÙÎÜÔÌÕÛɯÐÕɯ×ÖÌÛÙàȮɯÛÏÌɯÒÐÕËɯÚ×ÌÊÐÍÐÊɯ

to this literary genre.  
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 ²ƘƛƭŜ ǇŜƻǇƭŜ Ƴŀȅ ƴƻǘ ƘŀǾŜ ŀƴȅ ŎƻƴǎŜƴǎǳǎ ǘƘŀǘ ǘƘŜ ŦǳƴŎǘƛƻƴ ƻŦ ŀƴ ŀǊƎǳƳŜƴǘ ƛǎ ǘƻ ōŜ ǳƴŘŜǊǎǘƻƻŘ ŀǎ ǘƘŜ ΨǇǳǊǎǳƛǘ 
ƻŦ ǘǊǳǘƘΩΣ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǘǊǳǘƘ ŀƴŘ ŀǊƎǳƳŜƴǘ ŀǎ ǎǳŎƘ ǎŜŜƳǎ ǘŀƪŜƴ ŦƻǊ ƎǊŀƴǘŜŘ (see Appendix I Note 12 
on p. 297 for a discussion).  
20

 While argument is understood to be used for the pursuance of truth, it is also the channel to pursue knowledge 
(see Appendix I Note 13 on p. 297 for a discussion).  
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  All in all, one can perhaps very easily come up with several connotations of 

ȿÈÙÎÜÔÌÕÛɀɯȹÈÕÖÛÏÌÙɯÖÕÌɯÉÌÐÕÎɯȿÙÈÛÐÖÕÈÓÐÛàɀȺ, all of which share a core sense which 

seems anything but compatible with the very nature of poetry.  

III.  Argument as understood in Western poetry   

 !àɯËÌÍàÐÕÎɯȿÈÙÎÜÔÌÕÛɀɯÈÚɯÈɯÍÌÈÛÜÙÌɯÖÍɯ×ÖÌÛÙàɯÚÐÔ×ÓàɯÉÌÊÈÜÚÌɯ×ÖÌÔÚɯÈÙÌɯÕÖÛɯ

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 

ȿÈÙÎÜÔÌÕÛɀ should not 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 se, but also about its more down -to-earth function 

of appealing to its readers through persuasion, a 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, 3ȭ2ȭɯ$ÓÐÖÛɀÚɯËÐÚÔÐÚÚÈÓɯÖÍɯ

ȿ ÙÛɯÍÖÙɯ ÙÛɀÚɯÚÈÒÌɀɯȻÈÚɯÊÐÛÌËɯÐÕɯ2ÔÐÛÏȮɯƕƝƝƚȮɯ×ȭɯƕƛȼȺɯÊÈÕÕÖÛɯÉÌɯÙÌÈÓÐáÌËɯÐÍɯ×ÖÌÛÙàɯÏÈÚɯ

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 Warn [2008]). In an earlier 

study about the role of the readers of poetry (Rosenblatt, 1978), it is suggested that a 

×ÖÌÛɯÊÈÕÕÖÛɯÜÕËÌÙÔÐÕÌɯÛÏÌɯÙÌÈËÌÙɀÚɯ×ÈÙÛÐÊÐ×ÈÛÐÖÕȮɯÞÏÌÕɯÚɤÏÌɯÐÚɯÕÖÛɯÚÜ××ÖÚÌËɯÛÖɯÉÌɯ

indulging in so me kind of self -conversation. Such a view concerns the impact 

exerted upon the readership, some kind of ȿÐÕÛÌÕËÌË effectÚɀ discussed in Reiss 

(1985, p.41). In this regard, one may also refer to the questions asked about poems 

in textbooks on poetry teachinÎȭɯ1ÖÉÌÙÛɯ%ÙÖÚÛɀÚɯÊÓÈÚÚÐÊɯÖÕɯÛÏÌɯȿÊÖÜÕÛÌÙÍÈÊÛÜÈÓɀȮɯThe 

Road not taken, is a case in point (see Appendix I Note 15 on p. 298 for the full poem ): 

ȿ6ÏàɯËÐËɯÛÏÌɯ×ÖÌÛɯÛÏÐÕÒɯÏÌɯÞÖÜÓËɯÕÌÝÌÙɯÊÖÔÌɯÉÈÊÒȳɯ6ÏàɯÞÐÓÓɯÏÌɯÉÌɯÛÌÓÓÐÕÎɯÛÏÐÚɯ

ɁÞÐÛÏɯÈɯÚÐÎÏɂȳɯ6ÏÌÕɯÏÌɯÚÈàÚɯÛÈÒÐÕÎ ÛÏÌɯÙÖÈËɯÓÌÚÚɯÛÙÈÝÌÓÓÌËɯÉàɯɁÔÈËÌɯÈÓÓɯÛÏÌɯ

ËÐÍÍÌÙÌÕÊÌɂɯȹÓÐÕÌɯƖƔȺȮɯÞÏÈÛɯËÖɯàÖÜɯÛÏÐÕÒɯÏÌɯÔÌÈÕÚȳɀɯȹ%ÐÚÏÌÙȮɯƕƝƝƛȮɯ×ȭɯƗƔ-31) etc., these 

questions followed by some others asking the readers what making a choice in life 

means to them. The former set of questions is on interpretation of the poem, the 

latter on its effect ɬ ȿÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɀɯÈÕËɯȿÌÍÍÌÊÛɀɯÈÙÌɯÙÌÓÈÛÌËɯÛÏÖÜÎÏɯÊÖÕÊÌ×ÛÜÈÓÓàɯ

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 

questions 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 is typical 

exemplar of the poetic argument. The Shakespearean Sonnet, for example, can have 

love themes presented with rather strenuous logic. Also, as noted in Murphy (1964), 

The Flea by John Donne (1572-1631), a prototypical metap hysical poem, has a 

ȿÊÖÕÛÙÈÚÛÐÕÎɯÕÈÛÜÙÌɀɯÖÍɯÈɯÔÐÕÎÓÐÕÎɯÖÍɯȿÐÛÚɯ×ÈÚÚÐÖÕÈÛÌɯÚÜÉÑÌÊÛɀɯÈÕËɯȿÐÛÚɯÔÌÛÏÖËÐÊÈÓȮɯ

ÚàÓÓÖÎÐÚÛÐÊɯÚÛÙÜÊÛÜÙÌɀɯȹp. ÐßȺȭɯ3ÏÌɯÊÖÔÔÌÕÛɯÖÕɯÛÏÐÚɯ×ÖÌÔɯÛÏÈÛɯÐÛɯȿÐÕÛÌÕËÚɯÛÖɯÚÏÖÊÒɀɯ

(ibid) appears to be more a matter of the perceived incongruence between 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 not Proud, 

ȿÛÏÌɯÍÐÙÚÛɯÓÐÕÌÚɯÚÌÛɯÍÖÙÛÏɯÛÏÌɯÊÖÕÊÓÜÚÐÖÕɯÛÖɯÉÌɯ×ÙÖÝÌËɯÍÖÓÓÖÞÌËɯÉàɯȿÛÏÌɯÙÌÈÚÖÕÈÉÓÌÕÌÚÚɯ

ÖÍɯÏÐÚɯÈÙÎÜÔÌÕÛɀɯȹMurphy, 1964, p. ix). To His Coy Mistress by 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. 21   

   It is not rare to see discussions on the argumentative feature in poetry in 

ÏÈÕËÉÖÖÒÚɯÖÕɯÞÙÐÛÐÕÎɯÚÒÐÓÓÚɯÞÏÐÊÏɯÈËËÙÌÚÚɯÛÏÌɯÙÖÓÌɯÖÍɯȿÈÙÎÜÔÌÕÛɀɯÈÚɯÈɯÔÌÈÕÚɯÖÍɯ

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 

6ÙÐÛÌÙɀÚɯ/ÙÖÑÌÊÛɯȻƖƔƕƕȼȰɯ2ÌÐËÌÕɯȻƖƔƕƖȼȰɯ6ÐÓÓÐÈÔÚɯ"ÖÓÓÌÎÌɯȻÕȭËȼȺȮɯÈÕËɯÔÈÛÌÙÐÈÓÚɯÛÏÈÛɯ

suggest using ToulÔÐÕɀÚɯÔÖËÌÓɯÖÍɯÈÙÎÜÔÌÕÛÈÛÐÖÕɯÛÖɯÛÌÈÊÏɯ×ÖÌÛÙàɯȹ!ÈÜÌÙȮɯƖƔƔƜȺȭɯ

Kertzer (1988), the only study to date that is wholly devoted  to discussing argument 

ÐÕɯÛÏÌɯÊÖÕÛÌßÛɯÖÍɯ×ÖÌÛÙàȮɯÊÖÕÚÐËÌÙÚɯÛÏÌɯÕÖÛÐÖÕɯÖÍɯɀÈÙÎÜÔÌÕÛɀɯÛÖɯÉÌɯÈÉÓÌɯÛÖɯÚÐÛɯ

comfortably with modern Western poems, and proposes three guiding questions at 

ÛÏÌɯÉÌÎÐÕÕÐÕÎȯɯȿ'ÖÞɯËÖÌÚɯÔÖËÌÙÕɯ×ÖÌÛÙàɯÊÓÈÐÔɯÛÖɯÈÙÎÜÌȮɯÏÖÞɯËÖÌÚɯÐÛɯÐÕɯÍÈÊÛɯÈÙÎÜÌȮɯ

ÈÕËɯÞÏÈÛɯËÖÌÚɯÐÛɯÈÙÎÜÌɯÈÉÖÜÛȳɀɯȹ×ȭƖȺȭɯ(ÛɯÐÚɯÖÉÝÐÖÜÚɯÛÏÈÛɯÍÖÙɯ*ÌÙÛáÌÙȮɯÛÏÌɯÌßÐÚÛÌÕÊÌɯÖÍɯ

poetic argument is taken for granted, what remains to be explored is what it is and 

how it is realized. 
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 /ǳƴƴƛƴƎƘŀƳΩǎ ŘƛǎŎǳǎǎƛƻƴ ƛǎ ŀōƻǳǘ ΨlogicΩ ƛƴ ǇƻŜǘǊȅ, the very term typically associated with argument as discussed. 
To His Coy Mistress has its verse lines presented as a clear thread of logical reasoning (see Appendix I Note 14 on p. 
297 for an explanation of how the poem develops).   
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IV.  Argument as understood in classical Chinese poetry  

Thus ÍÈÙɯÛÏÌɯËÐÚÊÜÚÚÐÖÕɯÏÈÚɯÍÖÊÜÚÌËɯÖÕɯȿÈÙÎÜÔÌÕÛɀɯËÐÚÊÜÚÚÌËɯÐÕɯÛÏÌɯWestern 

philosophical and literary context without my actually referring t o the target of the 

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

a strong lyric22 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 

ÊÖÜÕÛÌÙ×ÈÙÛȯɯȿ(ÕɯÛÏÌɯÊÓÈÚÚÐÊÈÓɯ6ÌÚÛȮɯ×ÖÌÛÙàɯÈÕËɯÛÏÌɯÈÙÛɯÖÍɯ×ÌÙÚÜÈÚÐÝÌɯÙÏÌÛÖÙÐÊ23 were 

ÖÓËɯÍÙÐÌÕËÚȰɯÐÕɯ"ÏÐÕÈɯÛÏÐÚɯÔÌÌÛÐÕÎɯÞÈÚɯÓÈÛÌɀɯȹ×ȭƕƗƝȺȭɯ6ÏÐÓÌɯÛÏÐÚɯÙÌÔÈÙÒɯ×ÙÌÚÌÕÛÚɯÛÏÌɯ

vÐÌÞɯÛÏÈÛɯȿÈÙÎÜÔÌÕÛɀɯÚÌÌÔÚɯÔÖÙÌɯÐÕÊÖÔ×ÈÛÐÉÓÌɯÞÐÛÏɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÔÚɯ

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 substantiate such a point of view, some as far back as three thousand 

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

ÉÌÊÖÔÌÚɯØÜÌÚÛÐÖÕÈÉÓÌɯÞÏÌÛÏÌÙɯȿ×ÌÙÚÜÈÚÐÝÌɯÙÏÌÛÖÙÐÊɀɯÐÚɯÙÌÈÓÓàɯÈÕàÛÏÐÕÎɯȿÕÌÞÌÙɀɯÐÕɯÛÏÌɯ

long literary tradition of Ch inese poetry in comparison with the West as suggested 

by Owen. As early as the so-called Pre-Qin Period (2852-221 B.C.), Confucius already 

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

Chinese poetry, had a didactic function ɬ the association between didacticism and 

argument ÐÚɯÌß×ÓÐÊÐÛÓàɯÌÚÛÈÉÓÐÚÏÌËɯÐÕɯÛÏÌɯÙÌÔÈÙÒɯÛÏÈÛɯ"ÖÕÍÜÊÐÜÚɀÚɯÍÖÓÓÖÞÌÙÚɯ

ȿÌÔÜÓÈÛÌËɯÛÏÌɯ,ÈÚÛÌÙɯÉàɯÍÙÌØÜÌÕÛÓàɯØÜÖÛÐÕÎɯÍÙÖÔɯShih-ching [Shijing] to cap off 

philosophical argumentsɀɯȹ,ÈÐÙȮɯƖƔƔƕȮɯ×ȭɯƝƝȰɯÔàɯÌÔ×ÏÈÚÐÚȺȭɯ"ÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɯ

ÏÈÚɯÈÓÚÖɯÓÖÕÎɯÉÌÌÕɯÊÖÕÚÐËÌÙÌËɯÛÏÌɯÛÖÖÓɯÍÖÙɯȿÌËÜÊÈÛÐÖÕɯÈÕËɯÙÌÍÖÙÔÈÛÐÖÕɀɯȹjiaohua; о) 

ɬ ÍÖÙɯÛÏÌɯ"ÖÕÍÜÊÐÜÚȮɯ×ÖÌÛÙàɯÐÚɯȿ×ÙÐÔÈÙÐÓàɯÈɯÒÐÕËɯÖÍɯÔÖÙÈÓɯÐÕÚÛÙÜÊÛÐÖÕɀɯȹ+Ðu, 1962, p.65), 

echoing the view concerning the  ȿÚÖÊÐÈÓɯÍÜÕÊÛÐÖÕɀɯÛÏÈÛɯÈɯ×ÖÌÔ should carry as 

discussed in section III above. While perceivably for the social function of a poem to 

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

ȿmoral instruction proper ɀ proposed by the Confucius: a yuefu ( Ἀ; a genre of 

poetry which has its origin in the Han Dynasty  [206 B.C.-220 A.D.]) poem written by 
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 ! ŘŜŦƛƴƛǘƛƻƴ ƻŦ ƭȅǊƛŎ ƛǎ ŀǎ ŦƻƭƭƻǿǎΥ ΨΧŀ ǾŜǊǎŜ ƻǊ ǇƻŜƳ ǘƘŀt is, or supposedly is, susceptible of being sung to the 
accompaniment of a musical instrument (in ancient times, usually a lyre) or that expresses intense personal 
ŜƳƻǘƛƻƴ ƛƴ ŀ ƳŀƴƴŜǊ ǎǳƎƎŜǎǘƛǾŜ ƻŦ ŀ ǎƻƴƎΩ ό¢ƘŜ 9ŘƛǘƻǊǎ ƻŦ ¢ƘŜ 9ƴŎȅŎƭƻǇŋŘƛŀ .ǊƛǘŀƴƴƛŎŀΣ ƴΦŘΦ). It is the latter 
definition which is intended here.    
23

 See Appendix I Note 16 (p. 298) ŦƻǊ ŀƴ ŀŎŎƻǳƴǘ ƻŦ ǘƘŜ ǇƘǊŀǎŜ ΨǇŜǊǎǳŀǎƛǾŜ ǊƘŜǘƻǊƛŎΩ όŦƻǊ ǿƘƛŎƘ hǿŜƴ ƎŀǾŜ ƴƻ 
ŜȄǇƭŀƴŀǘƛƻƴύ ŀƴŘ ƛǘǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ΨŀǊƎǳƳŜƴǘΩΦ  
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the Tang Poet Li Bai, Bring in the Wine (Jiang Jinjiu; ) is a case in point (see 

Appendix I Note 17 on p. 298-299 for a discussion of this poem). The message of 

Carpe Diem in this poem ÈÓÔÖÚÛɯÙÌÔÐÕËÚɯÖÕÌɯÖÍɯ,ÈÙÝÌÓÓɀÚ To his Coy Mistress 

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 h and-in-hand with  venting a message, but not necessarily explicitly . A 

common Chinese stock phrase to describe the fusion between sentimentality and 

ÛÏÌɯÐÔ×ÈÙÛÈÛÐÖÕɯÖÍɯÈɯÔÌÚÚÈÎÌɯÐÚɯȿØÐÕÎÓÐ-ÑÐÈÕÉÌÐɀɯ(to embody both emotion and reason; 

), and it is often employed to describe discourse which is both expressive 

and message-bearing. (Õɯ3ÚÌɀÚɯȹƖƔƔƚȺɯËÐÚÊÜÚÚÐÖÕȮɯli ( ), reason, is simply regarded 

one of the criterion to evaluate classical Chinese poetry, that a quality poem should 

ÉÌɯȿ×ÙÖper in liɀ (p.148), which is, as acknowledged by Tse, a conviction on the part 

of Ye Xie (1627-1703), 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 el ement. In his discussion of li , Tse also accounted for the commonality 

ÉÌÛÞÌÌÕɯÛÏÌɯ$ÈÚÛɯÈÕËɯ6ÌÚÛɯÐÕɯÜÚÐÕÎɯ×ÖÌÛÙàɯÈÚɯÛÏÌɯÞÈàɯÛÖɯ×ÜÙÚÜÌɯȿÛÙÜÛÏɀȮ24 albeit the 

revelations are ÕÖÛɯÈÙÙÐÝÌËɯÈÛɯÉàɯÙÌÈÚÖÕÐÕÎɯËÐÚÊÌÙÕÐÉÓÌɯȿÖÕɯÛÏÌɯÚÜÙÍÈÊÌɯÓÌÝÌÓɯÖÍɯÛÏÌɯ

ÓÈÕÎÜÈÎÌɀȮɯÕÖÙɯÐs it the case that they are ȿÞÖÙÒÌËɯÖÜÛɯÛÏÙÖÜÎÏɯÌß×ÓÐÊÐÛɯÓÖÎÐÊɀɯȹÐÉÐËȺȭɯɯ

Li in a Chinese poem can also be fused with the depiction of scenery (jing; ), so the 

landscape poetry (sanshui shi; ЍѬ ), for example, a key genre25 of classical Chinese 

poetry, can be no less a vehicle to impart messages compared with its Western 

counterpart. Even though a great many classical Chinese poems are examples of a 

direct representation of natural scenery in that it is described as it isȮɯɁ ÙÛɯÍÖÙɯ ÙÛɀÚɯ

ÚÈÒÌɂɯÊÈÕɯÏÈÙËÓàɯÉÌɯthe phrase that covers these numerous instances, when the 

depictions concerned are accompanied by suggestiveness. There are also examples 

where scenery depiction leads eventually to an explicit point ɬ the poem An Inscription 

on the Wall of Xilin Temple (Ti Xilin Bi ; ᴫὭ ) by the Northern Song (960-1126) 

poet Su Shi (1037-1101) is often quoted as the prototype of philosophical poetry in 
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 Ψ¢ǊǳǘƘΩ ƛǎ a notion discussed widely in poetry studies, some examples being Jaggi (1985), Owen (1985), and Yang 
(1996). 
25

 IŜǊŜ L ǊŜŦŜǊ ǘƻ ǘƘŜ ŎƻƴŦǳǎƛƻƴ ǊŜƎŀǊŘƛƴƎ ǘƘŜ ǳǎŜ ƻŦ ΨƎŜƴǊŜΩ ǘƻ ŘŜǎŎǊƛōŜ ōƻǘƘ ǘƘŜ ǇƻŜǘƛŎ ŦƻǊƳ yuefu mentioned 
above and the poetic theme of landscape. Such confusion stems ŦǊƻƳ Ƙƻǿ ΨƎŜƴǊŜΩ ƛǎ ŘŜŦƛƴŜŘΣ ǿƘƛŎƘ L ŀŘŘǊŜǎǎ ƛƴ 
Chapter 3.  
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which the scene is fused with the message.26 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 

Song Dynasty (960-1279) than for the Tang Dynasty (618-907), the latter generally 

seen to be more about personal expressiveneÚÚɯÛÏÈÕɯÐÔ×ÈÙÛÐÕÎɯÈÕàɯȿÙÌÈÓɀɯȹÐȭÌȭɯÐÕɯÛÏÌɯ

sense that it is relatively direct and explicit) message. ȿ+ÐØÜɀ is used 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 a point is conveyed without forsaking 

ÛÏÌɯÈÌÚÛÏÌÛÐÊɯÐÕÛÌÙÌÚÛɯÖÍɯÛÏÌɯ×ÖÌÔȭɯ ÔÖÕÎÚÛɯÚÜÊÏɯÌßÈÔ×ÓÌÚɯÖÍɯȿ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛɀɯÈÙÌɯ

also those which have a tinge of religiousness: in the Cold Mountain poems (Han 

Shan shi; Ѝ ) composed by Han Shan (712-793?), the lesser known Tang 

Buddhist poet whose life as a recluse inspired his composition revolving around 

Chan ( Ⱥɯ!ÜËËÏÐÚÔȮɯËÌ×ÐÊÛÐÖÕɯÖÍɯÛÏÌɯȿ"ÖÓËɯ,ÖÜÕÛÈÐÕɀȮɯÈÚÚÜÔÐÕÎÓàɯÏÐÚɯÏÈÉÐÛÈÛɯÐÕɯ

seclusion, can be considered a channel to express his philosophical thoughts. 27  

Centuries before that poetry as a vehicle to indoctrinate was taken to the extreme ɬ 

during the Eastern Jin Dynasty (317-420), the relatively short-lived metaphysical 

poems (xuanyan shi; ӝṕ ) 28 dominated the scene. Another poetic genre, the 

Buddhist poetry ( foli shi; I ) was also thriving during the same period, and its 

popularity continued through to the Southern and Northern Dynasties (420-589) ɬ the 

popularity of Buddhism instigated a class of Buddhist literati  who used poetry as a 

ÝÌÏÐÊÓÌɯÛÖɯ×ÙÖ×ÈÎÈÛÌɯÛÏÌÐÙɯÙÌÓÐÎÐÖÕȭɯ+ÐɯȹƖƔƕƔȺɯÈËËÙÌÚÚÌËɯÛÏÌɯȿÔÌÛÈ×ÏàÚÐÊÈÓɯ×ÜÙÚÜÐÛÚɀɯ

(p.150) of Chan Buddhism as a part of the Chinese aesthetic tradition, so if such 

philosophical import of the religion is taken into consideration, o 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 I reiterate what these poetry examples demonstrate: the 

argumentative dimension that exists in classical Chinese poetry as a literary tradition. 

In this regard, it is not relevant that the stilted metaphysical verses of the Eastern Jin 

Dynasty mentioned ( see footnote no. 28 underneath) never really managed to 
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 The poetic message is somewhat explicitly conveyed because of the obvious analogy between the different 
scenes of the mountain depicted (Lu-shan; Ѝ) and the need to look at an issue from different angles in order to 

gain a full picture of it and avoid bias (see Appendix I Note 18 on p. 299 for the poem and its translation).  
27

 The Han Shan poems have a consistent theme on Chan Buddhism, which is strongly influenced by Daoism. They 
often express the desirability of being oblivious to worldly affairs, and the epiphany and spiritual awakening that 
come as a result of long meditation (see Appendix I Note 19 on p. 299-300 for two Han Shan poems and their 
translations). 
28

 ¢ƘŜ ǇƘǊŀǎŜ ΨƳŜǘŀǇƘȅǎƛŎŀƭ ǇƻŜǘǊȅΩ ƛǎ ǇŜƧƻǊŀǘƛǾŜ ƛƴ ǘƘƛǎ ŎƻƴǘŜȄǘ όsee Appendix I Note 20 on p. 301 for an 
explanation), and it would be wrong to consider it as the counterpart of the Western metaphysical poems.   
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assume a status of dominance when obviously Chinese poetry in general has a 

long-existing tradition of didacticism, presented either relatively explicitly or subtly.   

(ÛɯÞÖÜÓËɯÚÌÌÔɯÛÏÌÙÌÍÖÙÌȮɯÍÖÙɯÈÓÓɯÛÏÌɯÚÒÌ×ÛÐÊÐÚÔɯÈÉÖÜÛɯÛÏÌɯÜÚÌɯÖÍɯȿÈÙÎÜÔÌÕÛɀɯÐÕɯ

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 I do not intend to include only poems which impart a 

message for analyses, and the reasonable next step will be to explore further how 

ÌßÈÊÛÓàɯȿÈÙÎÜÔÌÕÛɀɯÚÏÖÜÓËɯÉÌɯÜÕËÌÙÚÛÖÖËɯÐÕɯÈɯÉÙÖÈËÌÙɯÚÌÕÚÌɯÍÖÙɯÈÊÏÐÌÝÐÕÎɯÛÏÌɯ

purpose of the research at hand. 

  3ÖɯÚÌÙÝÌɯÛÏÐÚɯ×ÜÙ×ÖÚÌɯ(ɯÞÖÜÓËɯÓÐÒÌɯÛÖɯÙÌÝÐÚÐÛɯȿ×ÌÙÚÜÈÚÐÖÕɀɯÉàɯÙÌÍÌÙÙÐÕÎɯÛÖɯ

1ÐÊĨÜÙɯȹƕƝƝƚȺ, who  suggests 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 ɬ that is to 

ÚÈàȮɯÍÙÖÔɯÛÏÌɯÚÜÉÛÓÌÚÛɯÍÖÙÔÚɯÖÍɯÝÐÖÓÌÕÊÌȳɯ6ÏÈÛɯËÖÌÚɯÐÛɯÔÌÈÕɯȿÛÖɯinfluence through 

ËÐÚÊÖÜÙÚÌɀȳɯ3Öɯ×ÖÚÌɯÛÏÌÚÌɯØÜÌÚÛÐÖÕÚɯÐÚɯÛÖɯËÌÊÐËÌɯÛÏÈÛɯÖÕÌɯÊÈÕÕÖÛɯÛÙÈÕÚÍÖÙÔɯÛÏÌɯÈÙÛÚɯÖÍɯ

discourse into techniques without submitting them to a radical philosophical 

ÙÌÍÓÌÊÛÐÖÕɯÖÜÛÓÐÕÐÕÎɯÛÏÌɯÊÖÕÊÌ×ÛɯÖÍɯȿÛÏÈÛɯÞÏÐÊÏɯÐÚɯ×ÌÙÚÜÈÚÐÝÌɀȭɯȹ×ȭƗƖƚȺ 

PeÙÏÈ×ÚɯȿÛÖɯÐÕÍÓÜÌÕÊÌɯÛÏÙÖÜÎÏɯËÐÚÊÖÜÙÚÌɀɯÐÚɯȿÛÖɯ×ÌÙÚÜÈËÌɀɯÛÈÒÌÕɯÐÕɯÐÛÚɯÉÙÖÈËÌÚÛɯÚÌÕÚÌȭɯɯ

5ÐÌÞÌËɯÍÙÖÔɯÛÏÐÚɯ×ÌÙÚ×ÌÊÛÐÝÌȮɯÛÖɯËÌÚÊÙÐÉÌɯ×ÖÌÛÙàɯÐÕɯÛÌÙÔÚɯÖÍɯȿÈÙÎÜÔÌÕÛɀɯÚÌÌÔÚɯÌÝÌÕɯ

ÌÈÚÐÌÙɯÈÕËɯÔÖÙÌɯÑÜÚÛÐÍÐÈÉÓÌɯÞÏÌÕɯÛÏÌɯ×ÜÙ×ÖÚÌɯÖÍɯȿÈÙÎÜÔÌÕÛɀɯÔÈàɯÕÖÛɯÉÌɯÑÜÚÛɯÛÈÒÌÕɯÛÖɯ

be ȿÛÖɯ×ÌÙÚÜÈËÌɀɯÐÕɯÛÏÌɯÕÈÙÙÖÞɯÚÌÕÚÌɯÖÍɯÊÖÕÝÐÕÊÐÕÎɯÖÛÏÌÙÚɯÖÍɯÈɯ×ÖÐÕÛɯÖÍɯÝÐÌÞȭ  

While ÚÜÎÎÌÚÛÐÕÎɯÛÏÈÛɯȿÛÏÌɯÊÙÌÈÛÐÝÌɯÔÐÕËɯÖÍɯÈÕÊÐÌÕÛɯ"ÏÐÕÌÚÌɀɯÚÛÙÐÝÌËɯȿÍÖÙɯÈɯ

ÊÖÕÝÐÊÛÐÖÕɯÉÌÎÖÛÛÌÕɯÖÍɯÛÏÌɯÌÔÖÛÐÖÕɯÙÈÛÏÌÙɯÛÏÈÕɯÖÍɯÙÌÈÚÖÕɀȮɯ3ÚÌɯȹƖƔƔƚȺɯÈËÔÐÛÛÌd at the 

ÚÈÔÌɯÛÐÔÌɯÛÏÈÛɯȿÓàÙÐÊɯÈÕËɯÓÖÎÐÊɯÈÙÌɯÕÖÛɯÕÌÊÌÚÚÈÙÐÓàɯÊÖÕÛÙÈËÐÊÛÖÙàɀɯȹ×ȭƕƘƝȺ, and 

ÐÕÛÌÙÌÚÛÐÕÎÓàɯÌÊÏÖÌËɯ"ÜÕÕÐÕÎÏÈÔɯȹƕƝƚƘȺɯÉàɯÈÓÚÖɯÙÌÍÌÙÙÐÕÎɯÛÖɯ'ÜÔÌɀÚɯÝÐÌÞɯÖÕɯ

ÞÙÐÛÛÌÕɯÊÖÔ×ÖÚÐÛÐÖÕȮɯÛÏÈÛɯÌÝÌÕɯȿÛÏÌɯÔÖÚÛɯ×ÖÌÛÐÊÈÓɀ kind of  writing  is quintessentially  

ȿÈɯÊÏÈÐÕɯÖÍɯ×ÙÖ×ÖÚÐÛÐÖÕÚɯÈÕËɯÙÌÈÚÖÕÐÕÎÚɀ29 (p. 150). Such an understanding of the 
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 5ŀǾƛŘ IǳƳŜΩǎ ǊŜƳŀǊƪ ƻƴ ǘƘŜ ƴŀǘǳǊŜ ƻŦ ǇƻŜǘǊȅ ƛǎ ŀǎ ŦƻƭƭƻǿǎΥ ΨŜǾŜǊȅ ƪƛƴŘ ƻŦ ŎƻƳǇƻǎƛǘƛƻƴΣ ŜǾŜƴ ǘƘŜ Ƴƻǎǘ ǇƻŜǘƛŎŀƭΣ ƛǎ 
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 colour of ƛƳŀƎƛƴŀǘƛƻƴΩ όŀǎ ŎƛǘŜŘ ƛƴ /ǳƴƴƛƴƎƘŀƳΣ мфспΣ ǇΦупύΦ 
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ÌßÛÌÕÚÐÖÕɯÖÍɯÛÏÌɯÚÌÕÚÌɯÖÍɯȿÙÌÈÚÖÕÐÕÎɀɯÞÐÓÓɯÌÕÈÉÓÌɯone to describe even instances of 

classical Chinese poetry not ÕÖÙÔÈÓÓàɯ×ÌÙÊÌÐÝÌËɯÐÕɯÛÌÙÔÚɯÖÍɯȿÈÙÎÜÔÌÕÛɀȭɯ3ÏÌɯ

existence of reasoning may also simply be argued for in the light of the following 

ÝÐÌÞɯÖÕɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàȮɯÛÏÈÛɯȿÌÝÌÙàɯ"ÏÐÕÌÚÌɯ×ÖÌÔɯhas a point, firmly and 

ÛÌÓÓÐÕÎÓàɯËÙÐÝÌÕɯÏÖÔÌɀɯȹ3ÜÙÕÌÙȮɯÈÚɯÊÐÛÌËɯÐÕɯ,ÐÕÍÖÙËɯȫɯ+ÈÜȮɯƖƔƔƔȮɯ×ȭƝƔȰɯÔàɯÌÔ×ÏÈÚÐÚȺȭ   

3ÏÌɯ×ÖÚÚÐÉÐÓÐÛàɯÖÍɯÉÙÖÈËÌÕÐÕÎɯÛÏÌɯÔÌÈÕÐÕÎɯÖÍɯȿÈÙÎÜÔÌÕÛɀɯÉàɯÛÌÙÔÚɯÊÓÖÚÌÓàɯ

ÈÚÚÖÊÐÈÛÌËɯÞÐÛÏɯÛÏÌɯÞÖÙËɯÊÈÕɯÈÓÚÖɯÉÌɯÈ××ÓÐÌËɯÛÖɯȿËÐËÈÊÛÐÊÐÚÔɀȭɯȿ#ÐËÈÊÛÐÊɀɯÏÈÚɯÐÛÚɯ

Ûà×ÐÊÈÓɯËÌÍÐÕÐÛÐÖÕɯÈÚÚÖÊÐÈÛÌËɯÞÐÛÏɯȿÈÙÎÜÔÌÕÛɀȮɯÈÚɯÊÈÕɯÉÌɯÚÌÌÕɯÐÕɯ!ÈÓËÐÊÒɯȹƖƔƔ1), that 

ÈÙÎÜÔÌÕÛɯȿÐÕɯÈɯÚÌÕÚÌɯÊÓÖÚÌÙɯÛÖɯÌÝÌÙàËÈàɯÜÚÈÎÌɀɯÙÌÍÌÙÚɯÛÖɯȿÛÏÌɯÚÌÛ of opinions 

expounded in a work (especially in didactic ÞÖÙÒÚȺɀɯÞÏÐÊÏɯÈÙÌɯȿÊÈ×ÈÉÓÌɯÖÍɯÉÌÐÕÎɯ

×ÈÙÈ×ÏÙÈÚÌËɯÈÚɯÈɯÓÖÎÐÊÈÓɯÚÌØÜÌÕÊÌɯÖÍɯ×ÙÖ×ÖÚÐÛÐÖÕÚɀ (p.19; my emphasis). At the same 

time, iÛɯÕÌÌËÚɯÛÖɯÉÌɯÈÊÒÕÖÞÓÌËÎÌËɯÛÏÈÛɯȿËÐËÈÊÛÐÊɀɯÖÙÐÎÐÕÈÛÌÚɯÍÙÖÔɯÛÏÌɯ&ÙÌÌÒɯ

ȿËÐËÈÒÛÐÒÖÚɀȮɯwhich is related to ȿteaching and implies its counterpart: learning ɀȮɯÈÕËɯ

ÚÐÕÊÌɯȿɁ ÓÓɯÔÌÕɯÉàɯnature ËÌÚÐÙÌɯÒÕÖÞÓÌËÎÌɂɯȹ ÙÐÚÛÖÛÓÌȺɯÈÕËɯÈÓÓɯÌß×ÌÙÐÌÕÊÌɯ

(embodied in lang.,30 says Benedetto Croce)ɀ; therefore, ȿall lit. 31 (in the broadest 

sense) can bÌɯÚÌÌÕɯÈÚɯɁÐÕÚÛÙÜÊÛÐÝÌɂɀ (Brogan & Kahn, 2012, p.361; original 

parentheses).  It can be seen ÛÏÈÛɯÛÏÌɯËÌÍÐÕÐÛÐÖÕɯÖÍɯȿËÐËÈÊÛÐÊÐÚÔɀɯÊÈÕȮɯÓÐÒÌÞÐÚÌȮɯÉÌɯÚÖɯ

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 

ÛÏÖÚÌɯÞÏÐÊÏɯÈ××ÌÈÙɯÛÖɯÏÈÝÌɯÚÜÊÏɯÚÛÙÖÕÎɯÊÖÕÕÖÛÈÛÐÖÕÚɯȹÐÕɯÔàɯÊÈÚÌɯȿÈÙÎÜÔÌÕÛɀȺɯin the 

first instance which  may have resulted in their generally restricted understanding.  

The above-mentioned broad unders tanding of persuasion, reasoning, and 

ËÐËÈÊÛÐÊÐÚÔɯÔÈàɯÌÕÈÉÓÌɯÛÏÌɯÕÖÛÐÖÕɯÖÍɯȿÈÙÎÜÔÌÕÛɀɯÛÖɯÉÌɯÈ××ÓÐÌËɯÛÖɯ×ÖÌÔÚɯÚÜÊÏɯÈÚɯÛÏÌɯ

following one, a simple descriptive poem for which the typical sense of an 

ȿÈÙÎÜÔÌÕÛɀɯÚÌÌÔÚɯÈÓÓɯÛÏÌɯÔÖÙÌɯÍÈÙ-fetched. The poem, written by the Tang poet Luo 

Binwang (619-687) when he was seven, is translated line-by-line as marked:      

 

1. Ȳ Ȳ Ȳ 

פ .2 ֣щ Ȳ 

3. ӪѪ ѬȲ 

מּ .4 ᾌȴ 

                                                           
30

 ΨƭŀƴƎΦΩ ƳŜŀƴǎ ΨƭŀƴƎǳŀƎŜΩΦ 
31

 ΨƭƛǘΦΩ ƳŜŀƴǎ ΨƭƛǘŜǊŀǘǳǊŜΩΦ 
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Ode to the geese  

1. Geese, oh geese,  
2. Your neck curved as youôre chanting to the sky.  
3. Your white feathers floating on the greenish water;  
4. Your red paddles kicking to form clear water ripples. 

 

VI.  The specifics of poetic argument    

3ÏÌɯÍÖÙÌÎÖÐÕÎɯËÐÚÊÜÚÚÐÖÕɯÈÉÖÜÛɯÛÏÌɯÕÈÙÙÖÞɯÚÌÕÚÌɯÖÍɯȿÈÙÎÜÔÌÕÛɀȮɯÛÏÌɯÙÌÈÓÐáÈÛÐÖÕɯÖÍɯ

ȿÈÙÎÜÔÌÕÛɀɯÐÕɯ6ÌÚÛÌÙÕɯÈÕËɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàȮɯÈÕËɯÛÏÌɯÌßÛÌÕËÌËɯÔÌÈÕÐÕÎɯÖÍɯÛÏÌɯÞÖÙËɯ

ÛÏÙÖÜÎÏɯÈɯÉÙÖÈËɯÜÕËÌÙÚÛÈÕËÐÕÎɯÖÍɯȿ×ÌÙÚÜÈÚÐÖÕɀȮɯȿÙÌÈÚÖÕÐÕÎɀȮɯÈÕËɯȿËÐËÈÊÛÐÊÐÚÔɀɯÏÈÝÌɯ

perceivably served the purpose of establishing the plausibility and validity of using 

ȿÈÙÎÜÔÌÕÛɀɯÈÚɯÈɯÞÖÙÒÐÕÎɯÊÖÕÊÌ×ÛɯÍÖÙɯÈɯÙÌÚÌÈÙÊÏɯÚÛÜËàɯon poetry  translation, that it is 

able to cover poetry of different kinds other than those which are t ypically 

argumentative.    

I now take a step further to suggest what specific aspects ÛÏÌɯÕÖÛÐÖÕɯȿÈÙÎÜÔÌÕÛɀɯ

can be taken to consist of, which will lead to a concretized understanding of the word 

in order to better serve my purpose of analysis. I refer to LeÙÕÌÙɀÚɯȹƕƝƝƗȺ fairly 

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: 

Argument has  ÚÌÝÌÙÈÓɯÚÌÕÚÌÚɯÐÕɯÊÙÐÛȭɯȻÊÙÐÛÐÊÐÚÔȼȭɯ+ÖÖÚÌÓàɯÜÚÌËȮɯÐÛɯÊÈÕɯÔÌÈÕɯɁ×ÓÖÛɂȱȮɯ

i.e. a sequence of eventsȰɯÛÏÐÚɯÔÌÈÕÐÕÎɯÐÚɯÚÈÕÊÛÐÖÕÌËɯÉàɯ"ÓȭɯȻ"ÓÈÚÚÐÊÈÓȼɯÜÚÈÎÌȱÈÕËɯÐÚɯ

common during the Ren. [Renaissance]. It may also refer to a prologue with a prose 

paraphrase of 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.98; my emphasis) 

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

considered to have Èɯȿ×ÓÖÛɀɯÈÚɯÚÜÎÎÌÚÛÌËȮɯthen the poem concerned will need to be 

ÓÖÕÎɯÈÕËɯȿÌÝÌÕÛÍÜÓɀɯÌÕÖÜÎÏɯÛÖɯÑÜÚÛÐÍàɯÐÛÚɯÌßÐÚÛÌÕÊÌȭ As for the second sense of 

ȿÈÙÎÜÔÌÕÛɀɯ×ÙÖ×ÖÚÌË, at least part of it might appear the least relevant when it 

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

outside the poem; for ÛÏÌɯȿ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌɀɯÈÚɯÈÙÎÜÔÌÕÛȮɯits significance for the 

purpose of defining poetic nature is questionedȯɯȿIt would not be possible to claim 
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that ÐÛɯȻÛÏÌɯ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌɯÖÍɯÈɯ×ÖÌÔȼɯÞÈÚɯÛÏÌɯÞÏÖÓÌɯÖÍɯÛÏÌɯ×ÖÌÔɀÚɯÝÈÓÜÌɯÞÐÛÏÖÜÛɯ

ÔÈÐÕÛÈÐÕÐÕÎɯÛÏÈÛɯÛÏÌɯ×ÈÙÈ×ÏÙÈÚÌɯÞÈÚɯÞÖÙÛÏɯÈÚɯÔÜÊÏɯÈÚɯÛÏÌɯ×ÖÌÔɀɯȹÐÉÐËȺ. Such a 

ÝÐÌÞɯÚÌÌÔÐÕÎÓàɯËÐÚÈ××ÙÖÝÌÚɯÛÏÈÛɯÛÏÌɯȿ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌɀɯÐÚɯÈɯÍÌÈÛÜÙÌɯÛÏÈÛɯÔÈÒÌÚɯÈɯ

poem what it is.  Following is a similar opinion on the doubt of the worthiness of the 

×ÖÌÔɀÚ ȿ×ÈÙÈ×ÏÙÈÚÈÉÓÌɯÊÖÙÌɀ in defining its nature : 

 ɯ×ÖÌÔɯÏÈÚɯÈɯÊÌÕÛÙÈÓɯÓÖÎÐÊɯÖÙɯÚÐÛÜÈÛÐÖÕɯÖÙɯɁ×ÈÙÈ×ÏÙÈÚÈÉÓÌɯÊÖÙÌɂɯÛÖɯÞÏÐÊÏɯÈÕɯ

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 time, and 

this is the important thing ȱÛÏÌɯ×ÖÌÔɯÏÈÚɯÈÓÚÖɯÈɯÊÖÕÛÌßÛɯÖÍɯÓÐÝÌÓàɯÓÖÊÈÓɯËÌÛÈÐÓÚȮɯÛÖɯÞÏÐÊÏɯ

other and independent interests attach; and 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 

ÛÖɯÛÏÌɯÙÌÈÓÐáÈÛÐÖÕɯÖÍɯÛÏÌɯÛÏÌÚÐÚȱȭɀɯȹ1ÈÕÚÖÔȮɯÈÚɯÊited in Tse, 2006, p.152-153; my 

emphasis)    

While the view exists that  dismisses the ȿÊÌÕÛÙÈÓɯÓÖÎÐÊɀ or ȿ×ÈÙÈ×ÏÙÈÚÈÉÓÌɯÊÖÙÌɀ 

ÖÍɯ×ÖÌÛÙàɯÛÖɯËÌÍÐÕÌɯÐÛÚɯÕÈÛÜÙÌȮɯ(ɯÈÙÎÜÌɯÍÖÙɯÛÏÌɯÙÌÓÌÝÈÕÊÌɯÖÍɯȿ×ÈÙÈ×ÏÙÈÚÌɀɯÛÖɯÈɯÚÛÜËàɯÖÕɯ

poetry translation from the argumentative  perspective, as I elaborate later in this 

chapter. 

6ÐÛÏɯÙÌÎÈÙËɯÛÖɯÛÏÌɯÓÈÚÛɯËÌÍÐÕÐÛÐÖÕɯÖÍɯȿÈÙÎÜÔÌÕÛɀɯÊÐÛÌËɯÈÉÖÝÌȮɯÛÏÈÛɯÐÛɯÐÚɯÛÏÌɯ

ÚÛÙÜÊÛÜÙÌɯÖÍɯÈɯ×ÖÌÔȮɯ(ɯÊÈÕɯÈÓÚÖɯÙÌÍÌÙɯÛÖɯ1ÈÕÚÖÔɀÚɯÊÙÐÛÐÊÐÚÔɯÖÍɯÛÏÌɯÝÐÌÞɯÖÍɯ"ÓÌÈÕÛÏɯ

!ÙÖÖÒÚɀȮɯÛÏÈÛɯÛÏÌɯÓÈÛÛÌÙɯÖÝÌÙ-emphasizes the ×ÖÌÛÐÊɯȿÚÛÙÜÊÛÜÙÌɀɯÐÕɯÏÐÚɯÈÕÈÓàÚÐÚɯÖÍɯ

×ÖÌÛÙàȮɯÈÕËɯ1ÈÕÚÖÔɯ×ÙÖ×ÖÚÌÚɯÛÏÈÛɯÛÏÌɯ×ÖÌÛÐÊɯȿÛÌßÛÜÙÌɀɯÐÚɯÈɯÙÌÔÌËàɯÛÖɯËÌÍÐÕÌɯÛÏÌɯÛÙÜÌɯ

ÕÈÛÜÙÌɯÖÍɯ×ÖÌÛÙàȯɯȿ%ÖÙɯ1ÈÕÚÖÔȮɯÛÏÌɯËÌÛÈÐÓɯȻÞÏÐÊÏɯÊÖÕÚÛÐÛÜÛÌÚɯȿÛÌßÛÜÙÌɀȼɯÉÌÊÖÔÌÚɯ

formally and explicitly disjointed from the structur e when the poet chooses words, 

ÔÌÛÈ×ÏÖÙÚȮɯÐÔÈÎÌÚȮɯÈÕËɯÖÛÏÌÙɯËÌÝÐÊÌÚɀɯȹ,Ê"ÈÓÓÜÔȮɯƖƔƕƖȮɯ×ȭɯƕƘƗƔȺȭɯ2ÜÊÏɯÈɯÝÐÌÞɯ

ÙÌ×ÙÌÚÌÕÛÚɯÈɯȿÙÌÝÌÙÚÈÓɯÖÍɯ!ÙÖÖÒÚɀɯÌÔ×ÏÈÚÐÚɯÖÍɯÚÛÙÜÊÛÜÙÌɀɯ(ibid )ȭɯ3ÏÌɯȿ×ÖÌÛÐÊɯÛÌßÛÜÙÌɀɯÐÚɯ

defined as follows, the specifics of which are perceived to be detached from the 

argument of the poem:    

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

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

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

its prose paraphraseȱȭ3ÏÌɯÛÌÙÔɯÏÈÚɯÊÓÖÚÌɯÈÍÍÐÕÐÛÐÌÚɯÞÐÛÏɯÛÏÌɯÊÖÕÊÌ×ÛɯÖÍɯÚÜÙÍÈÊÌɯËÌÛÈÐÓɯ

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)  

3ÏÌɯȿËÌÛÈÐÓÚɀɯÖÍɯÛÌßÛÜÙÌ as defined above range from rhetorical devices like 

ÈÚÚÖÕÈÕÊÌɤÈÓÓÐÛÌÙÈÛÐÖÕɯÛÖɯÔÌÛÈ×ÏÖÙÚɯÈÕËɯÐÔÈÎÌÚȮɯÛÏÌɯÌßÐÚÛÌÕÊÌɯÖÍɯÞÏÐÊÏɯȿimpede [s] 

ÛÏÌɯÈÙÎÜÔÌÕÛɯÖÍɯÛÏÌɯ×ÖÌÔɀɯÉÌÊÈÜÚÌɯȿÈÙÎÜÔÌÕÛɀɯÐÚɯÈÉÖÜÛɯÛÏÌɯȿÓÖÎÐÊÈÓɀɯÚÐËÌɯÖÍɯ×ÖÌÔȮɯ

ÈÕËɯÞÐÛÏɯÐÛÚɯÌÔ×ÏÈÚÐÚɯÖÕɯÛÏÌɯ×ÖÌÛÐÊɯȿÚÛÙÜÊÛÜÙÌɀȮɯȿÈÙÎÜÔÌÕÛɀɯÐÚɯÛÖÖɯÎÌÕÌÙÈÓɯÈÕËɯ

abstract a concept to take into account such details of texture which make poems 

what they are (ibid). Poetic argument in such ȿËÌÙÖÎÈÛÐÝÌɀɯstructural sense can also 

be explained in the light of  the symbolist theory , ÞÏÐÊÏɯÚÜÎÎÌÚÛÚɯÛÏÌɯȿËÐÚ×ÌÕÚÈÉÐÓÐÛàɀɯ

of the poetic structure in  appreciating  poetry  ɬ ×ÖÌÔÚɯÞÐÛÏɯÕÖɯȿÓÖÎÐÊÈÓɯÛÏÙÌÈËÚɀɯÉÜÛɯ

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, 

ÛÏÌɯËÐÚÔÐÚÚÈÓɯÖÍɯÛÏÌɯÝÈÓÜÌɯÖÍɯ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛɯÈÚɯÛÏÌɯȿ×ÈÙÈ×ÏÙÈÚÈÉÓÌɯÊÖÙÌɀɯÈÕËɯ

ȿÚÛÙÜÊÛÜÙÌɀɯÖÍɯ×ÖÌÛÙàȮɯÈÕËɯÛÏÌɯ×ÌÙÊÌÐÝÌËɯÐÕÊÖÔ×ÈÛÐÉÐÓÐÛàɯÉÌÛÞÌÌÕɯȿÚÛÙÜÊÛÜÙÌɀɯÈÕËɯ

ȿÛÌßÛÜÙÌɀȮɯ(ɯ×ÙÖ×ÖÚÌɯÛÏÈÛɯÐÛɯÐÚɯÕÌÊÌÚÚÈÙàɯÛÖɯÊÖÜÕÛÌÙɯÛÏÌɯÝÐÌÞÚɯÖÕɯÛÏÌɯÐÕÚÐÎÕÐÍÐÊÈÕÊÌɯÖÍɯ

the poetic argument of structure and prose paraphrase ÉÌÍÖÙÌɯÛÏÌɯÜÚÌɯÖÍɯȿ×ÖÌÛÐÊɯ

ÈÙÎÜÔÌÕÛɀɯÐÕɯÛÏÐÚɯÙesearch study can be justified. From the perspective of translation, 

ÛÏÌɯÚÐÎÕÐÍÐÊÈÕÊÌɯÖÍɯȿÈÙÎÜÔÌÕÛɀɯÐÚɯÌÝÐËÌÕÛɯÊÖÕÚÐËÌÙÐÕÎɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯȿ×ÙÖÚÌɯ

×ÈÙÈ×ÏÙÈÚÌɤ×ÈÙÈ×ÏÙÈÚÈÉÓÌɯÊÖÙÌɀɯÖÍɯÈɯ×ÖÌÔɯÏÈÚɯÈɯÊÓÖÚÌɯÈÚÚÖÊÐÈÛÐÖÕɯÞÐÛÏɯȿÔÌÈÕÐÕÎɀȮɯ

with which translation has a pr esumed relationship as is generally acknowledged, 

an example is Lewandowska-Tomaszczyk and Thelen (2010). As for the word 

ȿÚÛÙÜÊÛÜÙÌɀȮɯÐÛɯÈ××ÌÈÙÚɯÛÏÈÛɯÞÏÈÛÌÝÌÙɯËÐÚÈÎÙÌÌÔÌÕÛÚɯÌßÐÚÛɯÛÏÈÛɯÙÌÝÖÓÝÌɯÈÙÖÜÕËɯÐÛÚɯ

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, ȿÚÛÙÜÊÛÜÙÌɀɯ

need not be understood only from a cut -and-dried perspective like a sequence of 

events presenting a ȿlogical ÛÏÙÌÈËɀ or the physical 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,32 not to mention that not all poems are written in th e same way with image 

                                                           
32

 The very-much-ǉǳƻǘŜŘ 9ȊǊŀ tƻǳƴŘΩǎ ǇƻŜƳ ΨLƴ ŀ {ǘŀǘƛƻƴ ƻŦ ǘƘŜ aŜǘǊƻΩΣ the prototype of imagism, is a case in 
point: 

The apparition of these faces in the crowd; 
Petals on a wet, black bough. 
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juxtaposition. And while it might be easier to consider ȿÚÛÙÜÊÛÜÙÌɀɯin terms of the 

technical and logical sense of the word, the following quote seems to be addressing 

indirectly the possibility of understanding ȿstructureɀ in terms of ȿtextureɀ as the 

illustration  ÊÖÕÊÌÙÕÚɯÏÖÞɯÐÔÈÎÌÚɯȹÈÕɯÌÓÌÔÌÕÛɯÖÍɯȿÛÌßÛÜÙÌɀȮɯÈɯȿÓÖÊÈÓɯËÌÛÈÐÓɀɯÐÕɯÛÏÌɯ

words of Ransom mentioned above) may constitute a repetitive form  (ȿÍÖÙÔɀɯbeing 

ÚàÕÖÕàÔÖÜÚɯÛÖɯȿÚÛÙÜÊÛÜÙÌɀ):    

Repetitive form is the consistent maintaining of a principle under new guises. It is 

ÙÌÚÛÈÛÌÔÌÕÛɯÖÍɯÛÏÌɯÚÈÔÌɯÛÏÐÕÎɯÐÕɯËÐÍÍÌÙÌÕÛɯÞÈàÚȱȭɯA succession of image, each of them 

ÙÌÎÐÝÐÕÎɯÛÏÌɯÚÈÔÌɯÓàÙÐÊɯÔÖÖËȰɯȱÛÏÌɯÚÜÚÛÈÐÕÐÕÎɯÖÍɯÈÕɯÈÛÛÐÛÜËÌȮɯÈÚɯÐÕɯÚÈÛÐÙÌȰɯÛÏÌɯ

rhythmic regularity of blank verse;  ȱɯɬ  these aÙÌɯÈÓÓɯÈÚ×ÌÊÛÚɯÖÍɯÙÌ×ÌÛÐÛÐÝÌɯÍÖÙÔȱȭɯ

Repetitive form, the restatement of a theme by new details, is basic to any work of 

ÈÙÛȱȭɯ(ÛɯÐÚɯÖÜÙɯÖÕÓàɯÔÌÛÏÖËɯÖÍɯɁÛÈÓÒÐÕÎɯÖÕɯÛÏÌɯÚÜÉÑÌÊÛɂȭɯȹ!ÜÙÒÌȮɯƕƝƚƘȮɯ×ȭƖȰɯÔàɯ

emphasis) 

FÖÙɯȿÚÛÙÜÊÛÜÙÌɀɯÈÕËɯȿÛÌßÛÜÙÌɀȮɯÞÏÐÓÌɯÖÕÌɯÊÈÕɯÛÙeat them as different, there need not be 

ÈɯÊÓÌÈÙɯËÌÔÈÙÊÈÛÐÖÕɯÉÌÛÞÌÌÕɯÛÏÌɯÛÞÖȯɯÐÍɯȿÚÛÙÜÊÛÜÙÌɀɯÐÚɯËÌÍÐÕÌËɯÖÙɯÜÕËÌÙÚÛÖÖËɯÐÕɯÈɯ

ÞÈàɯÉÙÖÈËɯÌÕÖÜÎÏɯÐÛɯÔÐÎÏÛɯÉÌɯÈÉÓÌɯÛÖɯÌÔÉÖËàɯÈɯËÌÚÊÙÐ×ÛÐÖÕɯÖÍɯÛÏÖÚÌɯȿÓÖÊÈÓɯËÌÛÈÐÓÚɀɯ

ÛÏÈÛɯÊÏÈÙÈÊÛÌÙÐáÌɯȿÛÌßÛÜÙÌɀȮɯÈÕËɯit is this understanding which renders it possible to 

reconcile the meaning of the two words.  

(Õɯ×ÈÚÚÐÕÎȮɯ(ɯÞÖÜÓËɯÓÐÒÌɯÛÖɯÔÌÕÛÐÖÕɯÛÏÈÛɯËÌÚ×ÐÛÌɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯȿÚÛÙÜÊÛÜÙÌɀɯÐÚɯ

ÛÈÒÌÕɯÛÖɯÐÕÊÖÙ×ÖÙÈÛÌɯȿÛÌßÛÜÙÌɀɯÐÕɯËÌÍÐÕÐÕÎɯÈÙÎÜÔÌÕÛȮɯÛÏÌɯ×ÙÖÚÖËÐÊɯÍÌÈÛÜÙÌÚɯÖÍɯ

Chinese poetry will be left out in my discussion of translation issues in this research 

study. While the rhyme scheme, tonal pattern, and metrical pattern are dominant 

features of classical Chinese poetry perceivably representing the texture of a poem, 

ÐȭÌȭɯÛÏÌɯȿÓÖÊÈÓɯËÌÛÈÐÓÚɀɯÞhich define the nature of poetry as discussed above, 

consideration of such devices is quite irrelevant  when it comes to my research 

objective, the reason of which I elaborate in Chapter 3.   

VII.  Argument as a structure of meaning  

Now I will discuss further the  structural dimension of poetic argument before I 

explain in the next section how exactly the word is adopted in my analysis of 

classical Chinese poems. Kertzer (1988) has not explained what he means exactly by 

                                                                                                                                                                                           
Hermans (2014) has ŎƻƳƳŜƴǘŜŘ ǘƘŀǘ ǘƘƛǎ ƧǳȄǘŀǇƻǎƛǘƛƻƴ ƻŦ ƛƳŀƎŜǎ Ƙŀǎ ŀ ΨǎǘǊǳŎǘǳǊŜΩ ǿƘƛŎƘ ŜǾƛŘŜƴǘƭȅ ǊŜǎŜƳōƭŜǎ ǘƘŀǘ 
of the Japanese Haiku (p.104). 
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ȿÚÛÙÜÊÛÜÙÌɀɯÞÏÌÕɯÚÈàÐÕÎɯȿ(ɯÔÈàɯÚÖÔÌÛÐÔÌÚɯÚÌÌÔ ÛÖɯÜÚÌɯɁÈÙÎÜÔÌÕÛɂɯÛÖɯÔÌÈÕɯÛÏÌɯ

structure of a poem; and so I do, if I can discern the way that structure articulates, 

asserts and proves itselfɀɯȹ×ȭƘ-5; my emphasis), but it seems to me the remark opens 

up the meaning dimension of the word, or more specifi cally the fusion between 

structure and meaning. The relationship  between structure and meaning is 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 idea of the said relation which brings me back to how 

ȿÈÙÎÜÔÌÕÛɀɯÐÚɯunderstood and used in my research study.  

The linkage between meaning and structure has long been established in the 

branch of linguistics. The thematic analysis of sentences, for example, concerns how 

the ordering of sentential elements as linear progression affects the thematic 

meaning of sentences. As for the greater units of language like the text, it can be 

×ÌÙÊÌÐÝÌËɯÈÚɯÚÖÔÌɯÒÐÕËɯÖÍɯȿÔÈÊÙÖÚÛÙÜÊÛÜÙÌɀɯËecomposable into smaller semantic 

ÜÕÐÛÚȮɯÛÏÌɯȿÔÐÊÙÖÚÛÙÜÊÛÜÙÌɀɯȹ-ÌÜÉÌÙÛɯȫɯ2ÏÙÌÝÌȮɯƕƝƝƖȮɯ×ȭɯƕƗƛ-138) ɬ this understanding 

of how textual meaning comes into being signals a hierarchical relationship where 

two levels exist, reminiscent of ,ÜÒÈĪÖÝÚÒńȿÚ (2014) consideration of  ȿthe meaning 

ÖÍɯÈɯÞÖÙÒɯÖÍɯÈÙÛɀɯÈÚɯȿÛÏÌɯÖÜÛÊÖÔÌɯÖÍɯÐÛÚɯËàÕÈÔÐÊɯÚÛÙÜÊÛÜÙÌȮɯÈɯÚÜÔɯÖÍɯÈÓÓɯÊÖÔ×ÖÕÌÕÛɯ

×ÈÙÛÚɀ (p.42). 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:  

ȱthe 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)  

!ÙÖÖÒÚɯÌÝÌÕÛÜÈÓÓàɯÈËËÙÌÚÚÌÚɯÛÏÌɯȿÚÛÙÜÊÛÜÙÌɯÖÍɯÔÌÈÕÐÕÎɀɯȹibid, p.3), a network of 

sense relations in a poem where the elemenÛÚɯÞÏÐÊÏɯÈÙÌɯÕÖÛɯȿ×ÖÌÛÐÊɀɯÛÏÌÔÚÌÓÝÌÚɯÐÕɯ

the first instance can ÉÌɯÊÖÕÚÐËÌÙÌËɯȿ×ÖÌÛÐÊɀ from the context in which they appear ɬ 

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

ȿÓÐÍÌɯÐÚɯÛÙÈÕÚÐÌÕÛɀɯɬ once it is put in the context of a poem, it carries with it a poetic 

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 

ȿÚÛÙÜÊÛÜÙÌɯÖÍɯÔÌÈÕÐÕÎɀ of the poem.   
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The interaction between meaning and structure in poetry is also addressed 

by Mao (2011) in his 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 from the 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  I 

also refer to !ÜÙÒÌɀÚɯÝÐÌÞÚɯabove ÖÕɯÙÌ×ÌÛÐÛÐÖÕȮɯÛÏÈÛɯÛÏÌɯȿÙÌ×ÌÛÐÛÐÝÌɯÍÖÙÔɀɯÐÚɯÛÏÌɯ

ȿÙÌÚÛÈÛÌÔÌÕÛɯÖÍɯÈɯÛÏÌÔÌɯÉàɯÕÌÞɯËÌÛÈÐÓÚɀɯȹƕƝ64, p.2).  3ÏÌɯȿÕÌÞɯËÌÛÈÐÓÚɀɯÊÈÕɯ×ÌÙÏÈ×Úɯ

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 of repetition in 

conveyance of a poetic message, albeit not the kind of repetition 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 s the sense of 

ȿÚÛÙÜÊÛÜÙÌɀȮɯÈÕËɯÛÏÌɯÖÙÐÎÐÕÈÓɯÐÕÛÌÕÛɯÖÍɯÚÜÉÚÛÈÕÛÐÈÛÐÕÎɯÛÏÌɯÕÖÛÐÖÕɯÖÍɯȿÈÙÎÜÔÌÕÛɀɯÚÌÌÔÚɯ

to have brought about a new problem. In a way, the defini tion of the key word 

ȿÚÛÙÜÊÛÜÙÌɀɯÞÏÐÊÏɯËÌÍÐÕÌÚɯÈÙÎÜÔÌÕÛɯÙÌ×ÙÌÚÌÕÛs a situation described by Bickenbach 

ÈÕËɯ#ÈÝÐÌÚɯȹƕƝƝƛȺȮɯÛÏÈÛɯȿÞÖÙËÚɯÛÏÈÛɯÈÙÌɯÕÖÙÔÈÓÓàɯÍÈÐÙÓàɯ×ÙÌÊÐÚÌɯÊÈÕɯÉÌɯÝÈÎÜÌɯÐÕɯ

ÊÖÕÛÌßÛÚɯÐÕɯÞÏÐÊÏɯÎÙÌÈÛɯ×ÙÌÊÐÚÐÖÕɯÐÚɯÙÌØÜÐÙÌËɀɯȹ×ȭɯƕƕƜȺȭɯIn this case ind eedȮɯȿÚÛÙÜÊÛÜÙÌɀɯ

ÏÈÚɯÛÏÌɯÊÓÌÈÙɯÔÌÈÕÐÕÎɯÖÍɯȿ×ÏàÚÐÊÈÓɯÊÖÔ×ÖÚÐÛÐÖÕɀɯÖÙɯȿÓÖÎÐÊÈÓɯ×ÙÖÎÙÌÚÚÐÖÕɀȮɯÉÜÛɯÐÕɯÛÏÌɯ

context of poetry it is possible to attach other understanding to the word,  and to let 

ÐÕɯÈɯÔÌÈÕÐÕÎɯËÐÔÌÕÚÐÖÕɯÈÛÛÈÊÏÌËɯÛÖɯȿÚÛÙÜÊÛÜÙÌɀȮ which complicate it s originally 

rather clear denotation, while presumably a clarity of sense of the working concept 

is what is needed so that I can proceed with the discussion of translation issues 

from the argumentative perspective . I argue that paradoxically, it is the flu idity of  

ÛÏÌɯÚÌÕÚÌɯÖÍɯȿÚÛÙÜÊÛÜÙÌɀɯÛÏÈÛɯ(ɯÊÈÕɯÜÛÐÓÐáÌɯto ËÌÍÐÕÌɯȿÈÙÎÜÔÌÕÛɀɯÐÕɯÈɯÞÈàɯÞÏÐÊÏɯÐÚɯ

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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eventually serves to achieve my research objective about the usefulness of poetic 

argument in accounting for the nature of poetry translation.   

VIII.  The poetic argumentɭ its structural and me aning dimensions  

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

ÖÍɯ×ÖÌÛÙàȮɯ(ɯËÌÓÐÕÌÈÛÌɯÈɯÚÛÙÜÊÛÜÙÈÓɯËÐÔÌÕÚÐÖÕɯÍÖÙɯȿÈÙÎÜÔÌÕÛɀɯÞÏÐÊÏɯÊÖÕÚÐÚÛÚɯÖÍɯÍÖÜÙɯ

aspects: sequential structure, repetition, metaphor, and imagery. All o f 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  ɬ how exactly the relationship works for each of them I explain in detail 

in the subsequent chapters, but for now, I can propose that the relationship is about  

meaning which is borne out of structure embodied in the four aspects of the structural 

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

of the sequential structure; Chapter 5 addresses repetition in poetry as a meaning-

bearing pattern; in Chapter 6, metaphors appear at the level of the poetic text to make 

meaning, and the same applies to the poetic 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  ȿÔÌÈÕÐÕÎɀɯÊÈÙÙÐÌÚɯÛÏÌɯÙÌÓÈÛÐÝÌÓàɯȿÕÖÙÔÈÓɀɯÚÌÕÚÌɯÈÚɯÛÏÌɯ

×ÙÖ×ÖÚÐÛÐÖÕÈÓɯÊÖÕÛÌÕÛȰɯÍÖÙɯÙÌ×ÌÛÐÛÐÖÕɯȿÔÌÈÕÐÕÎɀɯÙÌÍÌÙÚɯ×ÈÙÛÐÊÜÓÈÙÓàɯÛÖɯȿÌÔÖÛÐonal 

ÔÌÈÕÐÕÎɀɯȹ×ÈÙÛɯÖÍɯÛÏÌɯȿÛÖÛÈÓɯÔÌÈÕÐÕÎɀɯÊÖÔÔÜÕÐÊÈÛÌËɯÉàɯ×ÖÌÛÙà [Arp & Greg, as 

cited in Chulalongkorn University, 2008, Definitions, Discussions section, para. 1]) 

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

meaning is understooËɯÐÕɯÛÌÙÔÚɯÖÍɯÛÏÌɯ×ÖÌÛÐÊɯȿtheme/motifɀȭɯ/ÖÌÛÐÊɯÛÏÌÔÌÚɯÈÕËɯÔÖÛÐÍÚ 

are ȿÌÓÌÔÌÕÛÚɯÛÏÈÛɯÙÌÊÜÙɯÐÕɯ×ÖÌÛÙàɀɯÚÜÊÏɯÈÚɯȿÊÈÙ×ÌɯËÐÌÔɀɯȹ,àÌÙÚ-Shaffer, 2000, p.33). 

Based on this understanding, either the theme or motif of a poem can be its poetic 

message, and 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 

ÍÖÜÙɯÈÚ×ÌÊÛÚɯÐÕɯÛÏÌɯÚÛÙÜÊÛÜÙÈÓɯËÐÔÌÕÚÐÖÕȮɯÛÏÌɯÚÜÉÚÛÈÕÊÌɯÖÍɯÛÏÌɯ×ÖÌÛÐÊɯȿÈÙÎÜÔÌÕÛɀɯ

ÊÖÕÚÐÚÛÚɯÈÓÚÖɯÖÍɯÈɯȿ×ÜÙÌÓàɀɯÔÌÈÕÐÕÎɯËÐÔÌÕÚÐÖÕȮɯÞÏÐÊÏɯÌÔÉÖËÐÌÚɯÊÖÕÊÌ×ÛÚɯÐÕɯÛÏÌɯ

ÍÖÙÌÎÖÐÕÎɯËÐÚÊÜÚÚÐÖÕɯÖÕɯ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛȮɯÐȭÌȭɯȿ×ÌÙÚÜÈÚÐÖÕɀȮɯȿÙÌÈÚÖÕÐÕÎɀ, and 

ȿËÐËÈÊÛÐÊÐÚÔɀɯÐÕɯÛÏÌɯÉÙÖÈËɯÚÌÕÚÌȮɯÈÕËɯÛÏÌɯȿ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌɀɯÖÍɯÈɯ×ÖÌÔȭɯ,àÌÙÚ-

2ÏÈÍÍÌÙɯȹƖƔƔƔȺȮɯÈÓÖÕÎɯÞÐÛÏɯÈÊÒÕÖÞÓÌËÎÐÕÎɯÛÏÈÛɯÛÏÌɯ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌɯÐÚɯȿÊÈÓÓÌËɯÛÏÌɯ
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ÈÙÎÜÔÌÕÛɯÖÍɯÛÏÌɯ×ÖÌÔɀɯȹ×ȭƗƖȺȮɯindicates that it is something written by poets for 

ȿÚÜÔÔÈÙÐzing the plot or stating the meaning of the poemɀɯȹÐÉÐËȰɯÔàɯÌÔ×ÏÈÚÐÚȺ, 

suggesting explicitly the close association between poetic meaning and prose 

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

ȿÙÌÚÛÈÛÌÔÌÕÛɯÖÍɯÛÏÌɯÊÖÕÛÌÕÛɯÖf a poem designed to make its prose meaning as clear 

ÈÚɯ×ÖÚÚÐÉÓÌɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ"ÏÜÓÈÓÖÕÎÒÖÙÕɯ4ÕÐÝÌÙÚÐÛàȮɯƖƔƔƜȮɯ#ÌÍÐÕÐÛÐÖÕÚȮɯ#ÐÚÊÜÚÚÐÖÕÚɯ

section, para. 1). More specifically, prose paraphrase can be understood as the literal 

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

×ÖÌÛÙàɯÚÜÎÎÌÚÛÚȯɯȿȱÈÛÛÌÔ×ÛÚɯÛÖɯparaphrase or translate poetry into literal prose fail in 

ÞÈàÚɯÛÏÈÛɯ×ÈÙÈÓÓÌÓɯÈÛÛÌÔ×ÛÚɯÍÖÙɯ×ÙÖÚÌɯËÖɯÕÖÛɀɯȹ"È××ÌÓÌÕɯȫɯ+Ì/ÖÙÌȮɯƖƔƕƙȮɯ×ȭɯƖƛƔȰɯÔàɯ

emphasis). In a word, employment of th ÌɯÛÏÙÌÌɯÊÖÕÊÌ×ÛÚɯȿ×ÌÙÚÜÈÚÐÖÕɀȮɯȿÙÌÈÚÖÕÐÕÎɀȮɯ

ÈÕËɯȿËÐËÈÊÛÐÊÐÚÔɀɯÐÕɯÛÏÌÐÙɯȿÉÙÖÈËɯÚÌÕÚÌɀɯas the meaning dimension of poetic 

argument concerns justification of using the concept ȿÈÙÎÜÔÌÕÛɀɯÛÖɯÐÕÊÓÜËÌɯÈÓÚÖɯ

×ÖÌÔÚɯÞÏÐÊÏɯËÖɯÕÖÛɯÚÌÌÔɯÛÖɯÊÖÕÝÌàɯÈÕàɯȿÈÙÎÜÔÌÕÛɀɯÐÕɯÛÏÌɯnarrow sense of the 

ÞÖÙËȰɯÈÚɯÍÖÙɯȿ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌɀȮɯÐÛs employment is more relevant to translation  

issues per se when the general understanding of a ȿparaphraseɀ revolves 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: 
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Figure 3: The structural and meaning dimensions of poetic argument 
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As can be seen from the chart above, the meaning dimension of argument, which 

consists of, again, ȿ×ÌÙÚÜÈÚÐÖÕɀȮɯȿÙÌÈÚÖÕÐÕÎɀȮ ÈÕËɯȿËÐËÈÊÛÐÊÐÚÔɀɯÐÕɯÛÏÌɯÉÙÖÈËɯÚÌÕÚÌȮɯ

ÛÖÎÌÛÏÌÙɯÞÐÛÏɯȿ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌɀȮɯÐÚɯ×ÙÌÚÌÕÛÌËɯÈÚɯÚÌ×ÈÙÈÛÌd from the structural 

ËÐÔÌÕÚÐÖÕɯÞÏÐÊÏɯÊÖÕÚÐÚÛÚɯÖÍɯÛÏÌɯÍÖÜÙɯÈÚ×ÌÊÛÚɯȿÚÌØÜÌÕÛÐÈÓɯÚÛÙÜÊÛÜÙÌɀȮɯȿÙÌ×ÌÛÐÛÐÖÕɀȮɯ

ȿÔÌÛÈ×ÏÖÙɀȮɯÈÕËɯȿÐÔÈÎÌÙàɀȭɯ(ÕɯÈÊÛÜÈÓÐÛàȮɯ(ɯÈÊÒÕÖÞÓÌËÎÌ the fact that the structural 

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 line-by-line rendering o f the meaning of 

the poem, I can suggest that at least the poetic argument as sequential structure, 

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

×ÖÌÔɀÚɯ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌɯÉÌÊÈÜÚÌɯÚÌØÜÌÕÛÐÈÓɯÚÛÙÜÊÛÜÙÌɯÌÔÉÖËÐÌÚɯmeaning presented 

in a sequence. That being said, I have chosen to treat the structural dimension of 

ÚÌØÜÌÕÛÐÈÓɯÚÛÙÜÊÛÜÙÌɯÈÕËɯȿ×ÜÙÌÓàɀɯÔÌÈÕÐÕÎɯËÐÔÌÕÚÐÖÕɯÖÍɯÛÏÌɯ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌɯ

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 I 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 I have stated in Chapter 1, I have classified the poems as the narrative, 

argumentative, and lyric poems and intend to analyze th eir translations based upon 

the argumentative perspective. I 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 ɬ 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 footnote 

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 

ȿÍÖÙÌÎÙÖÜÕËÌËɀȮɯÛÏÌɯ×ÖÚÚÐÉÐÓÐÛàɯÊÈÕÕÖÛɯÉÌɯÙÜÓÌËɯÖÜÛɯÈÓÛÖÎÌÛÏÌÙɯÛÏÈÛɯÛÏÌɯÈÚ×ÌÊÛɯ

concerned may well be applied to analysis of poems of a different genre: certainly 

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-

ÔÌÈÕÐÕÎɯÚÛÙÜÊÛÜÙÌɯÔÈàɯÓÌÕËɯÐÛÚÌÓÍɯÛÖɯÛÏÌɯ×ÌÙÚ×ÌÊÛÐÝÌɯÈËÖ×ÛÌËɯÍÖÙɯÛÏÌɯȿÚÛÙÜÊÛÜÙÈÓÐÚÛɀɯ

approach to poetics (Culler, 1975). Culler, in employing a structuralist approach in 

his analysis of poetry, relieÚɯÖÕɯÛÏÌɯÈÚÚÜÔ×ÛÐÖÕɯÛÏÈÛɯÓÈÕÎÜÈÎÌɯÐÚɯȿÈɯÚàÚÛÌÔɯÖÍɯ

ÙÌÓÈÛÐÖÕÚɀɯȹibid, p. 12), which can be exemplified as follows: 

ȱÚÛÙÜÊÛÜÙÈÓÐÚÔɯÊÖÕÚÐËÌÙÌËɯÓÈÕÎÜÈÎÌɯÈÚɯÈɯÚàÚÛÌÔɯÖÍɯÚÐÎns and signification, the 

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

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

a given reality; instead, a text was constituted of ÓÐÕÎÜÐÚÛÐÊɯÊÖÕÝÌÕÛÐÖÕÚȱȭɯ

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 both individual works 

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

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

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

in my discussion. But I mention the structuralist approach nevertheless because the 

argumentative perspective can be considered similar to such an approach in the 

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

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

ÖÕÌɯÈÎÙÌÌÚɯÞÐÛÏɯÛÏÌɯÜÕËÌÙÓàÐÕÎɯÈÚÚÜÔ×ÛÐÖÕɯÛÏÈÛɯ×ÖÌÛÐÊɯÚÛÙÜÊÛÜÙÌɯÐÚɯȿÜÕÐÝÌÙÚÈÓɀɯÍÙÖÔɯ

the structuralist perspective  as stated in the quote above, it is such notion of 

ȿÜÕÐÝÌÙÚÈÓÐÛàɀɯI rely  upon to propose a form-meaning relation of the poetic 

argument which is shared between Chinese and English poetry. Such a shared 

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

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

and accommodating translation theory . -ÐËÈɯÈÕËɯ3ÈÉÌÙɯÖÕÊÌɯÚÈÐËɯÛÏÈÛɯȿ ÕàÛÏÐÕÎɯ

which can be said in one language can be said in another, unless the form is an 

ÌÚÚÌÕÛÐÈÓɯÌÓÌÔÌÕÛɯÖÍɯÛÏÌɯÔÌÚÚÈÎÌɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ'ÈÛÐm, 2014, p. 22). In this research 

ÚÛÜËàȮɯÛÏÌɯȿÍÖÙÔɀɯÈÕËɯȿÔÌÈÕÐÕÎɀɯÐÕɯ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛȮɯÐÕÚÛÌÈËɯÖÍɯÉÌÐÕÎɯÜÕËÌÙÚÛÖÖËɯÛÖɯ
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be dichotomies (that the retaining of one means the giving up of the other), join 

together in the structural dimension s of the four aspects identified, which are 

considered coincidental similarities shared between Chinese and English. In so far 

as the poetic 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 I argue should be retained as far as possible in 

translation.  

Having mapped out the structural and meaning dimensions, I would like to 

discuss how the argumentative perspective is actually used in this research study. 

As I have mentioned, I argue in this research study for the desirability to retain 

ÚÐÔÐÓÈÙÐÛÐÌÚɯÐÕɯÛÙÈÕÚÓÈÛÐÖÕɯÈÚɯÍÈÙɯÈÚɯ×ÖÚÚÐÉÓÌɯÉàɯÈËÖ×ÛÐÕÎɯÛÏÌɯȿÈÙÎÜÔÌÕÛÈÛÐÝÌɯ

×ÌÙÚ×ÌÊÛÐÝÌɀ. However,  the perspective is in itself ËÌÍÐÕÌËɯÈÚɯȿÛÖɯÛÙÈÕÚÍer the poetic 

argument (whi ch represents the similarities betw een the source and target texts) as 

ÍÈÙɯÈÚɯ×ÖÚÚÐÉÓÌɀɯȹÚÌÌɯ×ȭ 26). While it might seem I am adopting the perspective to try 

to prove circularly its desirability of adoption , I put forward the following ideas to 

justify my approach. Firstly, ÛÏÌɯȿ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛɀȮɯÞÐÛÏɯÐÛÚɯËÌÍÐÕÐÛÐÖÕɯËÌÓÐÕÌÈÛÌËɯÐÕɯ

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, 

ÈÙÌɯȿ×ÈÊÒÈÎÌËɀȭɯSecondly, the reasonableness of the argumentative perspective is 

backed up by a principle of translation which is commonly perceived to be true, i.e. 

ÛÏÌɯȿÚÐÔ×ÓÌɯÔÈÛÛÌÙɀɯÖÍɯÈÊÏÐÌÝÐÕÎɯȿÍÈÐÛÏÍÜÓÕÌÚÚɀɯÖÙɯȿÈÊÊÜÙÈÊàɀɯas explained on p. 28, 

and the reasonable criterion of to retain ȿÈÚɯÔÜÊÏɯÈÚɯ×ÖÚÚÐÉÓÌɯÖÍɯÛÏÌɯÖÙÐÎÐÕÈÓɯ×ÖÌÛÙàɀ 

(see p. 11), which perceivably includes any aspect seen to be a shared 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 validity as far as the perspective is concerned, but still the reasonableness 

to retain the similarities between the source and target texts as far as possible in 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 I have suggested to be something that 

already exists somehow, is validated further and only more substantively by the form -

meaning relationships  and prose paraphrase of the poetic argument which are 

ÛÏÌÔÚÌÓÝÌÚɯȿÊÖÕÚ×ÐÊÜÖÜÚɯÈÕËɯ×ÌÙÝÈÚÐÝÌɯÚÐÔÐÓÈÙÐÛÐÌÚɯÉÌÛÞÌÌÕɯÛÏÌɯÚÖÜÙÊÌɯÈÕËɯÛÈÙÎÌÛɯ

×ÖÌÔÚɀȭɯ3ÏÌàȮ by having been 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 the argumentative perspective, while it is a perspective on 

which  discussion of translation issues associated 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 resembles the 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 an objective description of the 

nature of poetry translation , and finally establish  a simple and accommodating 

translation theory  (see again Figure 2 on p. 32).     

IX.  Argument and argumentation   

(ɯÕÖÞɯÊÖÕÛÐÕÜÌɯÞÐÛÏɯÌÓÈÉÖÙÈÛÐÕÎɯÖÕɯÛÏÌɯÑÜÚÛÐÍÐÊÈÛÐÖÕɯÖÍɯÜÚÌɯÖÍɯȿÈÙÎÜÔÌÕÛÈÛÐÖÕɀɯÈÓÖÕÎɯ

ÞÐÛÏɯȿÈÙÎÜÔÌÕÛɀɯÐÕɯÛÏÐÚɯÙÌÚÌÈÙÊÏɯÚÛÜËàɯÈÚɯ×ÙÖÔÐÚÌËȭɯ%ÙÖÔɯÛÏÌɯÖÜÛÚÌÛȮɯ(ɯÊÈÕɯÚÜÎÎÌst 

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

ÙÌÚÛÙÐÊÛÐÖÕÚȭɯ2ÖÔÌÛÐÔÌÚɯȿÈÙÎÜÔÌÕÛÈÛÐÖÕɀɯÕÌÌËÚɯÛÖɯÉÌɯÜÚÌËȮɯÈÚɯÐÕɯȿÛÏÌɯÎÖÈÓɯÖÍɯ

ÈÙÎÜÔÌÕÛÈÛÐÖÕɀ, ÞÏÐÊÏɯÚÖÜÕËÚɯÔÖÙÌɯÈ××ÙÖ×ÙÐÈÛÌɯÛÏÈÕɯȿÛÏÌɯÎÖÈÓɯÖÍɯÈÙÎÜÔÌÕÛɀȭɯ3ÏÐÚɯ

idea brings me ÛÖɯÛÏÌɯËÐÍÍÌÙÌÕÊÌɯÉÌÛÞÌÌÕɯÛÏÌɯȿÏÖÞɀɯȹÛÏÌɯ×ÙÖÊÌÚÚȺɯÈÕËɯÛÏÌɯȿÞÏÈÛɀɯȹÛÏÌɯ

conclusion) ɬ as can be seen ÐÕɯÛÏÌɯÓÐÛÌÙÈÛÜÙÌɯÖÍɯÛÏÌɯÚÛÜËÐÌÚɯÖÍɯȿÈÙÎÜÔÌÕÛɀȮɯÐȭÌȭɯÐÕɯÛÏÌɯ

ÊÖÔÔÖÕɯÚÌÕÚÌɯÖÍɯÛÏÌɯÞÖÙËȮɯȿÈÙÎÜÔÌÕÛÈÛÐÖÕɀɯÐÚɯÊÖÕÚÐËÌÙÌËɯÚÐËÌ-by-side for 

comparison based upon the said difference:   

Argumentation relates both to the process of putting forward argumentation and to 

ÐÛÚɯɁ×ÙÖËÜÊÛɂȮɯÈÕËɯÛÏÌɯÛÌÙÔɯÈÙÎÜÔÌÕÛÈÛÐÖÕɯÊÖÝÌÙÚɯÛÏÌɯÛÞÖɯÖÍɯÛÏÌÔȭɯ(ÕɯÈÙÎÜÔÌÕÛÈÛÐÖÕɯ

theory, argumentation is viewed not only as the product of 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  ȿÈÙÎÜÔÌÕÛÈÛÐÖÕɀɯÍÙÖÔɯȿÈÙÎÜÔÌÕÛɀɯÉàɯ

ËÌÍÐÕÐÕÎɯÛÏÌɯÍÖÙÔÌÙɯÈÚɯÛÏÌɯȿ×ÙÖÊÌÚÚɀɯȹÛÏÌɯȿÏÖÞɀȺɯÈÕËɯÛÏÌɯȿ×ÙÖËÜÊÛɀɯȹÛÏÌɯȿÞÏÈÛɀȺɯÈÛɯÛÏÌɯ

same time, while the latter exclusively ÈÚɯÛÏÌɯȿ×ÙÖËÜÊÛɀȭ  
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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 

way. Bersnard and Hunter (2008) suggest ÛÏÈÛɯȿÈÙÎÜÔÌÕÛÈÛÐÖÕɯÕÖÙÔÈÓÓàɯÐÕÝÖÓÝÌÚɯ

identifying relevant assumptions and conclusions for a given problem being 

ÈÕÈÓàÚÌËɀɯȹ×ȭɯƕȺȮɯÍÖÓÓÖÞÌËɯÉàɯȿÈÕɯÈÙÎÜÔÌÕÛɯÐÚɯÈɯÚÌÛɯÖÍɯÈÚÚÜÔ×ÛÐÖÕÚɯȹÐȭÌȭɯÐÕÍÖÙÔÈÛÐÖÕɯ

from which conclusions can be drawn), together with a conclusion that can be 

ÖÉÛÈÐÕÌËɯÉàɯÖÕÌɯÖÙɯÔÖÙÌɯÙÌÈÚÖÕÐÕÎɯÚÛÌ×ÚɯȹÐȭÌȭɯÚÛÌ×ÚɯÖÍɯËÌËÜÊÛÐÖÕȺɀɯȹ×ȭɯƖȰɯÖÙÐÎÐÕÈÓɯ

parentheses) and argumentation bÌÐÕÎɯȿÛÏÌɯ×ÙÖÊÌÚÚɯÉàɯÞÏÐÊÏɯÈÙÎÜÔÌÕÛÚɯÈÕËɯ

ÊÖÜÕÛÌÙÈÙÎÜÔÌÕÛÚɯÈÙÌɯÊÖÕÚÛÙÜÊÛÌËɯÈÕËɯÏÈÕËÓÌËɀɯȹ×ȭɯƗȺȭɯ3ÏÌɯÈÝÖÐËÈÕÊÌɯȹ×ÌÙÏÈ×ÚɯÈɯ

×ÜÙ×ÖÚÌÍÜÓɯÖÕÌȺɯÖÍɯÛÏÌɯÛÌÙÔɯȿ×ÙÖÊÌÚÚɀɯÐÕɯËÌÍÐÕÐÕÎɯȿÈÙÎÜÔÌÕÛɀɯÐÕɯÛÏÌÚÌɯØÜÖÛÈÛÐÖÕÚɯ

ËÖÌÚɯÕÖÛɯØÜÐÛÌɯÚÜÊÊÌÌËɯÐÕɯËÐÍÍÌÙÌÕÛÐÈÛÐÕÎɯÊÓÌÈÙÓàɯȿÈÙÎÜÔÌÕÛɀɯÍÙÖÔɯȿÈÙÎÜÔÌÕÛÈÛÐÖÕɀɯ

ÉÌÊÈÜÚÌɯÈÕɯȿÈÙÎÜÔÌÕÛɀɯËÌÍÐÕÌËɯÈÚɯȿÈɯÚÌÛɯÖÍɯÈÚÚÜÔ×ÛÐÖÕÚɯtogether with ÈɯÊÖÕÊÓÜÚÐÖÕɀɯ

ÊÈÙÙÐÌÚɯÞÐÛÏɯÐÛɯÈÓÙÌÈËàɯÛÏÌɯÐËÌÈɯÖÍɯÈɯ×ÙÖÊÌÚÚȭɯ3ÖÜÓÔÐÕɀÚɯȹƖƔƔƗȺɯÛÙÌÈÛÔÌÕÛɯÖÍɯÛÏÌɯ

ÊÖÕÊÌ×ÛɯȿÈÙÎÜÔÌÕÛɀɯȹÔÖÙÌɯ×ÙÌÊÐÚÌÓàɯÛÏÌɯȿÊÓÈÐÔɀɯÐÕɯÏÐÚɯÔÖËÌÓȺ suggests that it need 

not be taken to mean just ÛÏÌɯȿÊÖÕÊÓÜÚÐÖÕɀ ɬ as is demonstrated clearly by the title of 

his book The Uses of Argument, ÛÏÌɯÊÖÕÛÌÕÛɯÐÚɯÙÌÓÈÛÌËɯÛÖɯȿÏÖÞɀɯÛÖɯÈÙÙÐÝÌɯÈÛɯÈɯ

conclusion. Such an association between argument and process is also evident in 

ȿ3ÏÌɯ/ÏÈÚÌÚɯÖÍɯÈÕɯ ÙÎÜÔÌÕÛɀɯȹibidȮɯ×ȭɯƕƙȺɯÈÕËɯȿ2ÛÈÎÌÚɯÖÍɯ ÙÎÜÔÌÕÛɀɯȹ2ÜÉÌÙȮɯƖƔƔƔȺȭ 

Also, the two terms might be interchangeable in paraphrases. For a poem in which 

ÛÏÌÙÌɯÐÚɯȿÈÕɯÈÙÎÜÔÌÕÛɯÉÈÚÌËɯÖÕɯÛÙÌÌɯÔÌÛÈ×ÏÖÙÚɀɯȹ.ÞÌÕȮɯƕƝƜƙȮɯ×ȭƘƗȺȮɯ(ɯÊÖÕÚÐËÌÙɯÛÏÈÛɯÐÛ 

ÔÐÎÏÛɯÈÓÚÖɯÉÌɯ×ÏÙÈÚÌËɯÈÚɯȿa ÛÙÌÌɯÔÌÛÈ×ÏÖÙɯÈÚɯ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛÈÛÐÖÕɀɯɬ given the fact 

ÛÏÈÛɯȿÈÙÎÜÔÌÕÛÈÛÐÖÕɀɯÊÖÕÊÌÙÕÚɯÛÏÌɯȿÏÖÞɀȮɯthe use of a metaphor can obviously be 

ÚÌÌÕɯÛÖɯÏÈÝÌɯÈɯÙÖÓÌɯÛÖɯ×ÓÈàɯÐÕɯÛÏÐÚɯÙÌÎÈÙËɯÉàɯÊÖÕÛÙÐÉÜÛÐÕÎɯÛÖɯÛÏÌɯȿÔÈÒÐÕÎɀɯÖÍɯÛÏÌɯ

poetic argument.  

Probably no more examples are needed to demonstrate the fact that there is 

no consensus in the literature on any technical definition of the two terms.  

'ÖÞÌÝÌÙȮɯÐÛɯÐÚɯÈÙÎÜÌËɯÛÏÈÛɯÛÏÌɯÛÌÕËÌÕÊàɯÖÍɯÉÖÛÏɯȿÈÙÎÜÔÌÕÛɀɯÈÕËɯȿÈÙÎÜÔÌÕÛÈÛÐÖÕɀɯÛÖɯ

be associateËɯÞÐÛÏɯÛÏÌɯȿÞÏÈÛɀɯÈÕËɯÛÏÌɯȿÏÖÞɀɯÚÌÙÝÌÚɯÔÖÙÌɯÛÖɯ×ÙÖÝÌɯÛÏÌɯÎÌÕÌÙÈÓɯ

unclear demarcation between the senses that these two words convey than to cause 

ÎÌÕÜÐÕÌɯÊÖÕÍÜÚÐÖÕÚɯÞÏÐÊÏɯÙÌÚÜÓÛɯÐÕɯÛÏÌɯÜÛÛÌÙɯÐÔ×ÖÚÚÐÉÐÓÐÛàɯÖÍɯÜÚÐÕÎɯÉÖÛÏɯȿÈÙÎÜÔÌÕÛɀɯ

ÈÕËɯȿÈÙÎÜÔÌÕÛÈÛÐÖÕɀɯÈÚɯÊÓÌar working concepts for the research study at hand. It 

should be obvious ÍÙÖÔɯÔàɯËÌÍÐÕÐÛÐÖÕɯÖÍɯȿÈÙÎÜÔÌÕÛɀɯÈÉÖÝÌɯÛÏÈÛɯÛÏÌɯÞÖÙËɯ

ÐÕÊÖÙ×ÖÙÈÛÌÚɯÛÏÌɯȿÏÖÞɀɯÈÕàÞÈàȮɯÈÕË so it seems that I should just resort to 

ÈÉÈÕËÖÕÐÕÎɯÛÏÌɯÜÚÌɯÖÍɯȿÈÙÎÜÔÌÕÛÈÛÐÖÕɀɯÈÓÛÖÎÌÛÏÌÙɯÞÏÌÕɯȿÈÙÎÜÔÌÕÛɀɯÊÈÕɯÐÕÊÖÙ×ÖÙÈÛÌɯ
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ÛÏÌɯÍÖÙÔÌÙɀÚɯÔÌÈÕÐÕÎȮɯÉÜÛɯ(ɯÈÙÎÜÌɯÛÏÈÛɯÈɯÛÌÙÔɯÐÚɯÕÌÌËÌËɯÞÏÐÊÏɯÐÚɯËÐÍÍÌÙÌÕÛɯÍÙÖÔɯ

ȿÈÙÎÜÔÌÕÛɀɯÛÖɯÍÖÙÌÎÙÖÜÕËɯÛÏÌɯÚÌÕÚÌɯÖÍɯÛÏÌɯȿÏÖÞɀɯÐÕɯÔàɯÐÓÓÜÚÛÙÈÛÐÖÕÚȯɯȿÚÌØÜÌÕÛÐÈÓɯ

ÈÙÎÜÔÌÕÛÈÛÐÖÕɀȮɯÞÏÐÊÏɯ(ɯÔÌÕÛÐÖÕɯÐÕɯ"ÏÈ×ÛÌÙɯƘȮɯÔÌÈÕÚɯthe way that poetic argument 

comes into being by putting the lines in sequence; in Chapter 6 I suggest that 

ÔÌÛÈ×ÏÖÙɯÏÈÚɯÈɯÙÖÓÌɯÐÕɯÈÙÎÜÔÌÕÛÈÛÐÖÕȮɯÔÌÈÕÐÕÎɯÚ×ÌÊÐÍÐÊÈÓÓàɯȿÏÖÞɀɯÈÕɯÈÙÎÜÔÌÕÛɯÐÚɯ

ÙÌÈÓÐáÌËɯÉàɯÛÏÌɯÌÔ×ÓÖàÔÌÕÛɯÖÍɯÔÌÛÈ×ÏÖÙɯȹÙÌÊÈÓÓɯÛÏÌɯȿÛÙÌÌɯÔÌÛÈ×ÏÖÙɀɯÌßÈÔ×ÓÌɯÊÐÛÌËɯ

above). Furthermore,  ÛÏÌɯȿÏÖÞɀɯÖÍɯȿÈÙÎÜÔÌÕÛÈÛÐÖÕɀȮɯÐÕÚÛÌÈËɯÖÍɯÉÌÐÕÎɯÜÕËÌÙÚÛÖÖËɯÈÚɯ

ÛÏÌɯȿ×ÙÖÊÌÚÚɀ as illustrated, in my research study it is considered in the light of the 

ȿÔÌÈÕÚɀɤÚÛÙÈÛÌÎÐÌÚɀ by which the poetic argument is realized.  All in all , both 

ȿÈÙÎÜÔÌÕÛɀɯÈÕËɯȿÈÙÎÜÔÌÕÛÈÛÐÖÕɀ are used without my treating them as 

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

should provide obvious justification  for its usage.  

X. Summary of chapter  

In this Chapter I have addressed the skepti cism towards  the application of 

ȿÈÙÎÜÔÌÕÛɀɯÛÖɯÛÏÌɯÈÕÈÓàÚÐÚɯÖÍɯ×ÖÌÛÙà, and the traditional definition of argument 

which seems to justify such skepticism. Then I 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, I have illustrated 

ÏÖÞɯÛÏÌɯÚÌÕÚÌɯÖÍɯȿÈÙÎÜÔÌÕÛɀɯÔÐÎÏÛɯÉÌɯÉÙÖÈËÌÕÌËɯÚÖɯÛÏÈÛɯ×ÖÌÔÚɯÕÖÛɯÊÖnsidered 

argumentative at all might be let in as examples of my analysis. Then I 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, 

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

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

paraphrase, they are ȿÚÐÔÐÓÈÙÐÛÐÌÚɀɯbetween the two languages, which lead  to validity 

ÖÍɯÛÏÌɯȿargumentative perspeÊÛÐÝÌɀɯto be substantiated further by actual translation 

examples. 3ÏÌɯÊÏÈ×ÛÌÙɯÌÕËÚɯÞÐÛÏɯÈÕɯÐÓÓÜÚÛÙÈÛÐÖÕɯÖÍɯÞÏàɯ(ɯÕÌÌËɯȿÈÙÎÜÔÌÕÛÈÛÐÖÕɀɯÐÕɯ

ÈËËÐÛÐÖÕɯÛÖɯȿÈÙÎÜÔÌÕÛɀɯÛÖɯÚÜ××ÓÌÔÌÕÛɯÔàɯËÐÚÊÜÚÚÐÖÕɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚÚÜÌÚɯÍÙÖÔɯÛÏÌɯ

argumentative perspective.  
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I have yet to give an account of poetry per se, the target of my study which 

embodies the poetic argument. In Chapter 3, I refer to notions commonly employed 

in the discussion of Chinese poetry and elaborate on their use in and relevance to 

my research study; also, I 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  

I. Introduction   

Four notion s, ȿ×ÖÌÛÙàɀȮɯȿÎÌÕÙÌɀȮɯȿÍÖÙÔɀȮɯÈÕËɯȿÛÏÌÔÌɀ, are discussed in this chapter, 

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, I 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.  

II.  Poetry as literature in China   

The discussion of this study cannot proceed without defining what classical 

Chinese poetry (shi; ) ɬ the main target of this study ɬ is, along with identifying its 

characteristics. Having a history of over 3000 years (see Appendix I Note 21 on p. 

301 for an alternative view about the length of Chinese history) , classical Chinese 

poetry is characterizÌËɯÉàɯÐÛÚɯÙÐÊÏÕÌÚÚɯÐÕɯÎÌÕÙÌɯÈÕËɯÛÏÌÔÌȭɯ!ÌÐÕÎɯÏÈÐÓÌËɯȿÛÏÌɯÊÖÜÕÛÙàɯ

ÖÍɯ×ÖÌÛÙàɀ (shi de guodu; ᾼ ⇔), China witnessed a phenomenal number of 

poems written through the ages.33 Such situation renders any detailed discussion of 

the substance of classical Chinese poetry a daunting task to achieve in the space of 

one chapter. But in any case, I do not intend any lengthy  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 far as my research objective is concerned.   

(ɯÚÛÈÙÛɯÞÐÛÏɯËÌÍÐÕÐÕÎɯȿ×ÖÌÛÙàɀȭɯ(ÕɯÚÏÖÙÛȮɯȿ×ÖÌÛÙàɀɯÐÕɯÈɯ"ÏÐÕÌÚÌɯÊÖÕÛÌßÛɯÊÈÕɯÉÌɯ

understood in a narrow or broad sense, and it is the latter which implies the 

multifariousness of this Chinese literary genre.  Liu an Ëɯ+ÖɯȹƕƝƛƙȺɯÙÌÎÈÙËÚɯȿÛÏÌɯÞÖÙËɯ

shih [shi; ]  ȱɯÈÚɯÈɯÎÌÕÌÙÐÊɯÓÈÉÌÓɯÍÖÙɯ×ÖÌÛÙàɯÐÕɯÈɯÙÈÛÏÌÙɯÉÙÖÈËɯÚÌÕÚÌȮɯÌßÊÓÜËÐÕÎɯÖÕÓàɯ

                                                           
33

 Davis (1962) has quite specifically indicated the period of poetry wrƛǘƛƴƎ ǘƻ ōŜ Ψŀ ǇŜǊƛƻŘ ƻŦ ƻǾŜǊ нрлл ȅŜŀǊǎΩ όǇΦ 
xxxix). This calculation possibly regards the approximate starting time of verse composition to be when the first 
anthology of Chinese poetry, the Book of Songs or Book of Odes (Shijing; ), came into being, the compilation 

of which is attributed to the Confucian Master, Kongzi (эІ) (551-479B.C.). 
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the ÛáɀÜ [ci; ȼɯȹɁ×ÖÌÔÚɯÐÕɯÛÏÌɯÓàÙÐÊɯÔÌÛÌÙɂȺɯÈÕËɯÛÏÌɯÊÏɀü [qu; פȼɯȹɁÚÖÕÎɯ×ÖÌÔÚɂȺȮɯÖÙɯ

it refers specifically to the ȿÌÈÙÓÐÌÚÛɯÈÕÛÏÖÓÖÎàɯÖÍɯ"hinese poetry known as the Shih 

Ching [Shijing; ȼɀɯȹp.xiii), 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 ȿshih [shiȼɀ was first used to refer only to poems in this 

collection (i.e. a narrow definition of the word), Davis (1962) noted that ȿshihɀ ÐÚɯȿÛÏÌɯ

ÚÈÔÌɯÞÖÙËɯÈÚɯÛÏÈÛɯÓÈÛÌÙɯÜÚÌËɯÎÌÕÌÙÐÊÈÓÓàɯÍÖÙɯÛÏÌɯÔÈÐÕɯÍÖÙÔɯÖÍɯ×ÖÌÛÙàɀɯȹp.xliii).  Other 

than referring to the compositions in the anthology Shijing , perhaps it is reasonable 

to propose another narrow sense of shiȮɯÈɯÚÌÕÚÌɯÞÏÐÊÏɯÏÐÎÏÓÐÎÏÛÚɯ"ÏÐÕÈɀÚɯÓÐÛÌÙÈÙàɯ

achievements at its best ɬ shi may be taken to refer only to poetry composed during 

the Tang Dynasty  (618-907), hence the common collocate Tangshi (poetry of the Tang 

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

the time, Tang had 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:  

3ÏÌɯ3ɀÈÕÎ [Tang] enjoyed a reign comparable in length to the entire period from the 

accession of Elizabeth I to that of Victoria in England; from the birth o f Benjamin 

%ÙÈÕÒÓÐÕɯÛÖɯÛÏÌɯ×ÙÌÚÌÕÛɯËÈàɯÐÕɯÛÏÌɯ4ÕÐÛÌËɯ2ÛÈÛÌÚȱ.When we realise this and think 

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 

emphases tÏÈÛɯ3ɀÈÕÎɯ×ÖÌÛÙàɯÊÖÔ×ÙÐÚÌÚȭɯȹ×ȭƖƛƘȺ 

Poetry composition is by no means unique to this golden period as suggested 

by the broad sense of ȿÚÏÐɀ. Liu and Lo (1975) note ÛÏÈÛɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɯȿÌÕÑÖàÚɯÈÕɯ

unbroken three-thousand-year-old tradition 34 out of which have  evolved many 

ÍÖÙÔÚȮɯÔÌÛÌÙÚȮɯÈÕËɯÚÛàÓÌÚɀɯȹp.xiii). Indeed, the literary history of China witnessed 

certain poetic forms, or genres35 emerging, some such forms/genres being the 

landmark for particular Imperial Dynasties. Based upon +ÐÜɯÈÕËɯ+ÖɀÚɯÚÌÕÚÌs of 

poetry  referred to above (i.e. including both the narrow and broad sense), the range 

of such genres/forms includes shi ȹȿ×ÖÌÛÙàɀɯȻ] of the Anthology Shijing;), sao ȹȿ3ÏÌɯ

                                                           
34

 Presumably 3000 years of history starts from the authentic history of China mentioned in Appendix I Note 21 
(p.301), but another way of understanding this calculation will be to take into account the fact that the earliest 
poems incorporated in Shijing were written in 11

th
 century BC. 

35
 It will be explained in the discussion which follows why these two words are somewhat interchangeable. 
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+ÈÔÌÕÛɀɯȻ]; the form of poetry starting to emerge at the Warring States Period36), shi 

(ȿpoetryɀ [ ȼɯÊÖÔ×ÖÚÌËɯÐÕɯÛÏÌɯȿ&ÖÓËÌÕɯ ÎÌɯÖÍɯ/ÖÌÛÙàɀɯÖÍɯTang), yuefu (ȿMusic 

Bureau verseɀɯ[ Ἀ] popular in the Han Dynasty), and fu (ȿrhapsodyɀ or ȿrhyme 

proseɀɯȻ], also popular in the Han Dynasty)ȭɯ#ÌÚ×ÐÛÌɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯ+ÐÜɯÈÕËɯ+ÖɀÚɯ

definition above exclu des the ci (ȿÚÖÕÎɯÓàÙÐÊÚɀɯȻ], ÛÏÌɯÚÈÔÌɯÈÚɯȿ×ÖÌÔÚɯÐÕɯÛÏÌɯÓàÙÐÊɯ

ÔÌÛÌÙɀɯÈÚɯÛÙÈÕÚÓÈÛÌËɯÉàɯ+ÐÜɯÈÕËɯ+ÖȺ and qu (ȿariaɀɯȻפ], ÛÏÌɯÚÈÔÌɯÈÚɯȿÚÖÕÎɯ×ÖÌÔÚɀ, 

also translated by Liu and Lo),  I incorporate them in this research study as part of 

ÛÏÌɯËÌÍÐÕÐÛÐÖÕɯÖÍɯȿ×ÖÌÛÙàɀȭɯ&ȭɯ%ÖÕÎɯÙÌÔÈÙÒÌËɯÛÖɯÔÌɯÛÏÈÛɯÏÐÚɯËÌÍÐÕÐÛÐÖÕɯÖÍɯȿ×ÖÌÛÙàɀɯÐÚɯ

ȿÙÏàÔÌËɯÓÐÛÌÙÈÙàɯÛÌßÛÚɀ ȹȿàÜÕÞÌÕɀȰɯѝ) (Personal communication, May 20, 2014) 

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

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

with Songci (ᶚ ), Hanfu ( ), Han yuefu ( Ἀ), and Yuanqu (аפ) are common 

collocates, reflecting a tendency to associate a genre of poetry to a Chinese Dynasty 

of which that genre is a representative.37 Such an association, 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 Tang Dynasty as a case 

ÐÕɯ×ÖÐÕÛȯɯȿ3ÏÌɯ3ɀÈÕÎɯ[Tang] itself cannot be understood in isolation: it sprang from 

the soil of the Period of Disunion38 ÈÕËɯÐÛÚɯÊÜÓÛÜÙÌȮɯ×ÈÙÛÐÊÜÓÈÙÓàɯÐÛÚɯÓÐÛÌÙÈÛÜÙÌɀɯȹp.xx) 

ÈÕËɯÛÏÈÛɯÞÏÐÓÌɯȿÛÏÌɯ"ÏÐÕÈɯÖÍɯÛÏÌɯ3ɀÈÕÎɯȻ3ÈÕÎȼɯ#àÕÈÚÛàɯÞÈÚɯÐÕɯÔÈÕàɯÙÌÚ×ÌÊÛÚɯÚÖɯ

different from that of the Han as almost to seem another ÊÜÓÛÜÙÌȱȮɯÐÕɯÖÛÏÌÙɯÈÚ×ÌÊÛÚȮɯ

ÕÖÛÏÐÕÎɯÏÈËɯÊÏÈÕÎÌËɀɯȹp.xxi).  Indeed, in the history 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 Song Dynasty (960-1279) despite the fact that ci started to 

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

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

be a poetic form adopted amongst the Tang poets. Such retaining of tradition and 

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

                                                           
36

 The sao genre is a form of poetry composed based upon the form of the long poem Lisao ( ) by Qu Yuan 

(340-278 B.C.), the famous patriotic poet and statesman of the State of Chu during the Warring States Period (475-
221 B.C.). 
37

 Ci and qu, which I have not yet associated with any imperial Dynasty of China in my discussion, are two genres of 
poetry popular in the Song (960-1279) and Yuan Dynasty (1280-1367) respectively. 
38

 The Period of Disunion (220-589) is a period of disunification after the Han Dynasty collapsed when China was 
segregated into several states and controlled by different warlords. The country was unified again with the 
establishment of the short-lived Sui Dynasty (581-618), followed by Tang (618-907).   
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development of classical Chinese poetry, are also what characterize the nature of 

classical Chinese poetry, and explain a rather constant perception of what constitutes the 

substance of classical Chinese poems. Some examples are formal features like rhyming, 

tonality, and metrical patterns or, for some scholars, a consistency in theme: 

ȿȻ"ÏÐÕÌÚÌɯ×ÖÌÔÚȼɯÉÌÓÖÕÎɯÛÖɯÌÐÛÏÌÙɯÖÍɯÛÞÖɯÛÙÈËÐÛÐÖÕÚɯɬ those written by poets to 

×ÓÌÈÚÌɯÖÙɯÊÖÕÚÖÓÌɯÛÏÌÔÚÌÓÝÌÚɯÖÙɯÛÏÖÚÌɯÞÙÐÛÛÌÕɯÛÖɯÔÖÝÌɯÖÛÏÌÙÚɯȹÉÖÛÏɯÎÖËɯÈÕËɯÔÌÕȺɀɯ

(Liu & Lo, 1975, p.xxiii). Such consistency in substance and theme leads me to 

propose that the adoption of a broad understanding of poetry shi is 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 in this chapter.  

III.  The genre of classical Chinese poetry  

 'ÈÝÐÕÎɯÐËÌÕÛÐÍÐÌËɯÛÏÌɯÚÌÕÚÌɯÖÍɯȿ×ÖÌÛÙàɀȮɯ(ɯÞÖÜÓËɯÓÐÒÌɯÛÖɯÈËËÙÌÚÚɯÛÏe term ȿÎÌÕÙÌɀ 

which I have used somewhat interchangeably ÞÐÛÏɯȿÍÖÙÔɀ in the last section. ȿ&ÌÕÙÌɀȮɯ

ÐÕɯ×ÈÙÛÐÊÜÓÈÙȮɯÐÚɯÈɯÊÖÔÔÖÕÓàɯÜÚÌËɯÛÌÙÔɯÐÕɯÚÛÜËÐÌÚɯÖÍɯ"ÏÐÕÌÚÌɯ×ÖÌÛÐÊÚɯȹȿÎÌÕÙÌɀɯÐÕɯ

Chinese is ȿticaiɀ; ). This fact itself is 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 

×ÈÙÈËÖßÐÊÈÓÓàȮɯÈÕàɯÊÖÕÍÜÚÐÖÕɯÈÉÖÜÛɯÞÏÈÛɯȿÎÌÕÙÌɀɯÔÌÈÕÚɯÌßÈÊÛÓàɯÞÐÓÓɯÉÌɯÙÌÚÖÓÝÌËɯÉàɯ

realizing in the first instance that its use may cause confusion.  

3ÖɯÉÌÎÐÕɯÞÐÛÏȮɯȿÎÌÕÙÌɀɯÐÚȮɯÈÚɯÐÕËÐÊÈÛÌËȮɯÉàɯÕÖɯÔÌÈÕÚɯÜÚÌËɯÞÐÛÏɯÈÕàɯÈÉÚÖÓÜÛÌɯ

ÊÖÕÚÐÚÛÌÕÊàɯÐÕɯÛÏÌɯÓÐÛÌÙÈÛÜÙÌɯÖÍɯ×ÖÌÛÐÊÚȭɯ2ÖÔÌɯÚÊÏÖÓÈÙÚɯÜÚÌËɯÛÏÌɯÞÖÙËɯȿÎÌÕÙÌɀɯÛÖɯÙÌÍÌÙɯ

ÛÖɯÛÏÌɯȿÛÏÌÔÌɀɯÖÍɯÛÏÌɯ×ÖÌÔȮɯÈÕËɯ×ÙÌÍÌÙÙÌËɯȿÔÖËÌɀɯÛÖɯËÌÚÊÙÐÉÌɯÛÏÌɯȿÍÖÙÔɀȮɯÖÙɯÍÖÙÔÈÓɯ

characteristics of classical Chinese ×ÖÌÔÚȮɯÌȭÎȭɯ8Ð×ɯȹƕƝƝƛȺȭɯ(ɯÈÚÚÜÔÌɯÛÏÈÛɯ8Ð×ɀÚɯ

ËÐÍÍÌÙÌÕÛÐÈÛÐÖÕɯÐÚɯËÜÌɯÛÖɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯȿÔÖËÌɀɯÐÚɯÚàÕÖÕàÔÖÜÚɯÛÖɯȿÚÛàÓÌɀȮɯÈÕËɯÔÈàɯÉÌɯ

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 etc.)ȭɯȿ&ÌÕÙÌɀȮɯÖÕɯÛÏÌɯÖÛÏÌÙɯÏÈÕËȮ is understood in terms of the 

formal features of poetry , as can be seen in examples on the usage of this term (in 

ChinesÌɯÈÎÈÐÕɯɀɀȺɯin literary criticism which came out as early as the Ming  
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Dynasty (1368-1644) ɬ in a major work on poetry criticism about the literary 

achievements in poetry composition of the Tang Dynasty (618-907), what is stated is 

ÈÚɯÍÖÓÓÖÞÚȯɯȿ3ÏÌɯÎÌÕÙÌÚ of classical Chinese poems include those which are three, 

four, and five words per line; 39 six or seven words per line; verses with irregular line 

lengths; yuefu and gexing,40 and recent-style poetry like  jueju ɬ a comprehensive 

ÙÈÕÎÌɯÐÚɯÐÕɯÌßÐÚÛÌÕÊÌɀ41 (Hu,  1973, p.479-480). It seems to me that the way yuefu and 

gexing are 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 formal feature. However, yuefu and gexing being put side-by-side with 

poems written with different number of words per line does not appear particularly 

scientific ɬ unless yuefu/gexing is 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 

characteristic which justifies their  constituting a separate genre. And to take yuefu in 

particular as example, the word is suggestive of its origin, that yuefu poems are 

folksongs collected by the Music Bureau (an office called Yuefu) of the Han Dynasty 

for musical performance, not to mention that in fact  yuefu is itself the predecessor of 

poems written with five characters per line in the later Dynasties. Jueju, also 

mentioned in the quote, is not like  yuefu ɬ although it is also defined by its formal 

features, the dimension concerned is different; other than line length,  jueju means 

poems written with four lines, and as a kind of jinti shi  (ȿrecent-style poetryɀȰɯῺ ) 

the lines of jueju consist of either five words or seven words (i.e. wuyan [penta-syllabic; 

Хṕ] and qiyan [tetra-syllabic;ϝṕ] respectively), so jueju can be a sub-type of 

poems either with five -character or seven-character lines (i.e. wuyan shi [Хṕ ] and 

qiyan shi [ϝṕ ] respectively), hence the names wuyan jueju (Хṕ Ұ) and qiyan 

jueju (ϝṕ Ұ). What can be seen here is that for two poetic forms which belong to 

different hierarchies (jueju being a subcategory of wuyan shi/qiyan shi), both are 

considered a ×ÖÌÛÐÊɯȿÎÌÕÙÌɀ in the quote cited. 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 ɬ after-all, 

yuefu being regarded a kind of poetic genre has long been a taken-for -granted idea 

                                                           
39

 Chinese words, or more precisely, characters (the fangkuai zi [Ѡ ֿ] or ideograms) are monosyllabic.  
40

 The genre gexing ( ᴩ ) is a later development based on yuefu and therefore is a variation of yuefu, hence 

their being put together. 
41

 The original in Chinese is as followsΥ άМ ҡẕ ᾼ֢ ȲҔ╗ϮҳХṕȲ гϝ ṕȲ Ἀ ᴩȳῺ

ҰȲ ӆ ṁέ . 



72 
 

in poetry research studies that no elaborate justification of its ÉÌÐÕÎɯÕÈÔÌËɯÈɯȿÎÌÕÙÌɀ 

is deemed necessary. The following example, which seems to have made a 

distinction between yuefu and jueju ÉàɯÈÚÚÐÎÕÐÕÎɯÛÏÌɯÍÖÙÔÌÙɯÛÏÌɯÕÈÔÌɯȿÎÌÕÙÌɀɯÈÕËɯ

ÛÏÌɯÓÈÛÛÌÙɯȿÍÖÙÔɀȮɯÐÚɯÈɯÊÈÚÌɯÐÕɯ×ÖÐÕÛȯ 

Another poetic form ȱÐÚɯÛÏÌɯ"ÏÐÕÌÚÌɯØÜÈÛÙÈÐÕȮɯjueju, from the Tang Dynasty (618-

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

poetic genre yuefu, a quatrain of five-ÊÏÈÙÈÊÛÌÙɯÓÐÕÌÚȱ3ÏÌɯÑÜÌÑÜȮɯÓÐÛÌÙÈÓÓàɯȿÊÜÛɯÝÌÙÚÌɀȮɯ

is a quatrain consisting of five or seven Chinese characters per line. (Wallinger -

Schorn, 2011, p.196; my emphasis) 

As the quote above demonstrates, there also exists evidence from research study on 

poetry which makes a conscious distinction between what is regarded a poetic 

ȿÎÌÕÙÌɀɯÖÙɯÑÜÚÛɯÈɯȿÍÖÙÔɀȭɯ!ÜÛɯÛÏÐÚɯËÐÚÛÐÕÊÛÐÖÕɯÐÚɯÕÖÛɯÕÌÊÌÚÚÈÙÐÓàɯÚÏÈÙÌËɯÉàɯÖÛÏÌÙɯ

analysts as can be seen in the poetry criticism in classical Chinese above which 

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 the superordinate and the other hyponym, i.e. 

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

ËÐÍÍÌÙÌÕÛɯȿÎÌÕÙÌÚɀȭɯRegarding the last aspect about hierarchy, it is well to note that 

the ȿrecent-style poetryɀ, which was in full bloom in the Tang Dynasty, is, as can be 

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

×ÖÌÛÙàɀ is itself the umbrella term for  jueju and other genres of poetry of the period. 

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

defined in its broadest sense in the Chinese context ɬ ȿÛÏÌɯshi ÎÌÕÙÌɀȮɯÈÚɯÖ××ÖÚÌËɯÛÖɯ

prose and novels etc. In sum, there is a lack of unanimous use of the term. It is this 

randomness of usage that I intend to acknowledge in my research, and I will not attempt 

ÛÖɯËÌÓÐÕÌÈÛÌɯÛÏÌɯÔÌÈÕÐÕÎɯÖÍɯȿÎÌÕÙÌɀɯÈÊÊÖÙËÐÕÎɯÛÖɯÈÚ×ÌÊÛÚɯÈÚɯÍÖÙÔÈÓɯÍÌÈÛÜÙÌÚɯÈÕËɯÛÏÌɯ

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 purpose, but as 

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

ÖÉÑÌÊÛÐÝÌȭɯ(ÕɯÖÛÏÌÙɯÞÖÙËÚȮɯȿÎÌÕÙÌɀɯÐÕɯÔàɯÈÕÈÓàÚÐÚɯÖÍɯ×ÖÌÛÙàɯÐÚɯjust a name. When 

accounting for issues of genre assignment in classical Chinese poetry, Liu (1982) 

refers to the following example  by Xie Tiao (464-499), poet of the Southern and 

Northern Dynasties to explain why a literary critic need not be 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: 

Ӟ ≤    

  

1. Ѓ ϯ   

2. ☼   

3.  ỏ ᴪ  

4. ≈ᵩױᴶד  

 
Grievance on the Marble Steps 
 
1. In the evening palace, I lower the pearl curtain.  
2. Drifting glowworms fly, then cease. 
3. All night long I sew the silk gown, 
4. Think of you ï how can this end? 

 

  (p.35) 

 

The poem, considered a yuefu (which Liu translated as  ɀ,ÜÚÐÊɯ#Ì×ÈÙÛÔÌÕÛɯ2ÖÕÎɀɯ

[ibidȼȺȮɯÐÚɯȿ×ÙÈÊÛÐÊÈÓÓàɯÐÕËÐÚÛÐÕÎÜÐÚÏÈÉÓÌɯÍÙÖÔɯÈɯquatrain (juejuȺɀɯ(ibid)  ɬ the fact that 

the poem has four penta-syllabic lines renders it susceptible to being classified as 

the latter. That it is classed as a yuefu obviously has to do with the literary historical 

background against which the genre of poem came into being,42 and so yuefu is 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 yuefu which have established a status of their own, and in cases 

ÈÚɯÚÜÊÏɯÛÏÌɯÈÚÚÐÎÕÔÌÕÛɯÖÍɯÛÏÌɯÞÖÙËɯȿÎÌÕÙÌɀɯÐÚɯÚÐÔ×ÓàɯÍÐÛÛÐÕÎɯÈÕËɯÙÌÓÈÛÐÝÌÓàɯ

inarguable because these are examples of genres by convention, or the names that 

represent different poetic genres like yuefu ÈÙÌɯȿÊÖÕÝÌÕÐÌÕÛɯÓÈÉÌÓÚɯÈ××ÓÐÌËɯ×ÖÚÛɯÏÖÊɯ

ÛÖɯÌßÐÚÛÐÕÎɯÉÖËàɯÖÍɯÞÖÙÒÚɀɯȹibid, p.33) ɬ I adopt this perspective myself in this 

research study for the word ȿÎÌÕÙÌɀɯas I just use it as a taken-for -granted label which 

                                                           
42

 Again, yuefu poems have their origin as folksongs collected and performed by the office Music Bureau, allegedly 
established by Emperor Wu (156-87 B.C.) in the Han 5ȅƴŀǎǘȅΤ ǎǳŎƘ ŦƻƭƪǎƻƴƎǎ ƭŀǘŜǊ ŘŜǾŜƭƻǇŜŘ ƛƴǘƻ ŀ ΨƴŜǿ ǎǘȅƭŜ ƻŦ 
ά¸ǳŜŦǳ ǇƻŜǘǊȅέΩ (Major & Cook, 2017, 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 sense of ȿÎÌÕÙÌɀɯÈÕËɯÛÙÌÈÛÐÕÎɯÐÛɯÈÚɯÈɯ

convenient label as I have explained above, I 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 genres, as 

much as they belong to different poetic themes as I explain later in section V.     

IV.  The f orm of classical Chinese poetry  

%ÖÙɯÛÏÌɯÞÖÙËɯȿÍÖÙÔɀȮɯÞÏÐÊÏɯÊÈÕɯÉÌɯÜÚÌËɯÚÖÔÌÞÏÈÛɯÐÕÛÌÙÊÏÈÕÎÌÈÉÓàɯÞÐÛÏɯȿÎÌÕÙÌɀɯÈÚɯ(ɯ

have indicated (in the sense that poemÚɯÖÍɯËÐÍÍÌÙÌÕÛɯÍÖÙÔÚɯÊÈÕɯÉÌɯÓÈÉÌÓÓÌËɯÈÚɯÈɯȿÎÌÕÙÌɀɯ

of poem like the jueju which has four lines as its formal feature), and which I have 

ÜÚÌËɯÈÚɯÈɯÚàÕÖÕàÔɯÛÖɯȿÚÛÙÜÊÛÜÙÌɀɯÐÕɯÔàɯËÐÚÊÜÚÚÐÖÕɯÖÍɯ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛɯÐÕɯ"ÏÈ×ÛÌÙɯƖȮɯ

I also use it in this research study to mean the ȿÍÖÙÔÈÓɯÍÌÈÛÜÙÌÚɀ of poetry, which 

ÔÈÒÌÚɯȿÍÖÙÔɀɯÊÖÕÊÌ×ÛÜÈÓÓàɯËÐÚÛÐÕÎÜÐÚÏÈÉÓÌɯÍÙÖÔɯȿÎÌÕÙÌɀȮɯÖÕÓàɯÛÏÈÛɯthe word  may 

also ÉÌɯÜÚÌËɯÛÖɯÙÌÍÌÙɯÛÖɯÛÏÌɯȿÎÌÕÙÌɀɯÖÍɯÈɯ×ÖÌÔ.  

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

development of Chinese poetry has ÞÐÛÕÌÚÚÌËɯÛÏÌɯÌÝÖÓÜÛÐÖÕɯÖÍɯȿÔÈÕàɯforms, meters, 

ÈÕËɯÚÛàÓÌÚɀɯȹ×ȭßÐÐÐȰɯÔàɯÌÔ×ÏÈÚÐÚȺȭɯ/ÌÙÏÈ×ÚɯÛÏÌɯÊÖÔÔÌÕÛɯÛÏÈÛɯmany forms etc. came 

into being should be taken with a grain of salt  given the fact that the changes in 

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 Chinese poems 

had been ÊÖÔ×ÖÚÌËɯÞÐÛÏɯÍÖÙÔÈÓɯÌÓÌÔÌÕÛÚɯÓÐÒÌɯȿÙÏàÔÌɯ×ÈÛÛÌÙÕÚȮɯÔÌÛÙÐÊÈÓɯÓÌÕÎÛÏȮɯÈÕËɯ

the regular division of the sÖÕÎÚɯÐÕÛÖɯÚÛÈÕáÈÚɀɯ(a remark made by Mair [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 stanza like the 

jueju (quatrain; Ұ [poems with four lines ]) and lüshi (regulated verse; √  [poems 

with eight lines ]), both genres of the recent-style poetry popular in the Tang dynasty, 

but rhyme patterns and metrical lengths are  generally speaking realized in a great 

deal of poems written throughout t he ancient times in China.43  2ÖÖÕÎɀÚɯȹƕƝƜƙȺɯ

                                                           
43

 Strictly speaking the formal requirements are different for different genres. Rhyming as a formal requirement for 
poetry composition, for example, is less stringent for the earlier genres of poetry like the folksongs in Shijing and 
yuefu compared with the recent-style poetry (jinti shi) of the Tang Dynasty (see Appendix I Note 22 on p. 301 for 
an illustration).  
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remark that he feels ÐÔ×ÙÌÚÚÌËɯÉàɯ"ÏÐÕÈɀÚɯÈÊÏÐÌÝÌÔÌÕÛÚɯÐÕɯ×ÖÌÛÙàɯÊÈÕɯÈÓÚÖɯÉÌɯÛÈÒÌÕɯ

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. 44 (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 lüshi in th e Tang Dynasty, 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 so-ÊÈÓÓÌËɯȿrecent ÚÛàÓÌɀ (jinti ; Ὼ ) as 

discussed prescribes a restricted arrangement of words either in the level (ping; ӂ) 

or deflected (ze; Я) tone per line.46 The combination of words of the level and 

deflected tone to form  poetic lines in fact constitutes one of the most conspicuous 

formal characteristics: the structure of the heptasyllabic couplets, for example, is 

very precisely branded by Sha×ÐÙÖɯȹƕƝƛƚȺɯÈÚɯÈÕɯÌßÈÔ×ÓÌɯÖÍɯȿÖ××ÖÚÐÛÐÖÕÈÓɯÚàÔÔÌÛÙàɀɯ

ÖÙɯȿÈÕÛÐÚàÔÔÌÛÙàɀɯȹ×ȭƛƕȺɯɬ ÛÏÌɯÛÖÕÌÚɯÈÙÌɯÈÙÙÈÕÎÌËɯÐÕɯÛÞÖɯÓÐÕÌÚɯÞÐÛÏɯÈɯȿ×ÖÓÈÙɯÙÌÝÌÙÚÈÓɀɯ

(p.70), which I 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 aspect is not a rule always observed by poets, not even 

for those in the Tang Dynasty when the stringent adherence to prosodic rules 

characterizes the way of composition of the recent-style poetry. When commenting 

on the Tang poet Du Fu (712-770), Ye (1996) remarked that as his poem under 

discussion (about his sadness of separation from his family) sÏÖÞÚȮɯȿÛÏÌɯ×ÖÌÛɯÞÖÜÓËɯ

                                                           
44

 Bede (672-735) was a British monk and poet. The times he lived was the beginning of the Tang Dynasty, the 
Dynasty during which the formal requirements for poetry composition are known to be the strictest on balance 
compared with the other periods in Chinese literary history. 
45

 See Appendix I Note 3 (p. 293-294) for three examples. 
46

 Such an arrangement is considered to be able to make the poem sound euphonic. The 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 I Note 23 on p. 302 for 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 the Tang #àÕÈÚÛàɯÉÜÛɯÈÍÛÌÙɯ#Üɯ%ÜɀÚɯÛÐÔÌÚȼȮɯ

ÛÖɯÙÌÚÛÙÐÊÛɯÛÏÌɯÍÖÙÊÌɯÖÍɯÏÐÚɯÌÔÖÛÐÖÕÚɀɯȹ×ȭɯƖƝȺȮɯÐÕËÐÊÈÛÐÕÎɯÏÖÞɯsome poets would 

perceive the rules on prosody as a hindrance to their expressiveness.  

The last formal feature that I 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 to the phrase ȿrhymed literary textsɀ 

(yunwen; ѝ) as I have indicated earlier in this chapter. And also, this 

understanding of rhyming as a defining feature of classical Chinese poetry may 

cover genres not considered by some scholars to be shi (it will be recalled that Liu & 

Lo [1975] cited at the beginning of this chapter says that shi excludes the genres ci 

[ ] and qu [פ], both of which rhyme) . In any case, rhyming has always been 

considered a key poetic device in classical Chinese literature. One can take into 

consideration the fact that the genre Hanfu ( ) may be considered a kind of prose 

as much as a kind of poetry (one of its translations is ȿprose-×ÖÌÛÙàɀɯȻ3ÏÌÖÉÈÓËȮɯƖƔƕƔȼȮɯ

ÛÏÌɯÖÛÏÌÙɯȿÙÏàÔÌ-×ÙÖÚÌɀɯȻ6ÈÛÚÖÕȮɯƕƝƛƕÈȼɯɬ the former translation gives it the name 

ȿ×ÖÌÛÙàɀȰɯÛÏÌɯÓÈÛÛÌÙɯÔÈÒÌÚɯÌß×ÓÐÊÐÛɯÐÛÚɯfeature of rhyming).  How the demarcation 

between poetry and prose47 can be blurred in this key literary genre Hanfu is also a 

reflection, albeit an indirect one, of the significant role of rhyming in assigning a 

×ÐÌÊÌɯÖÍɯÓÐÛÌÙÈÙàɯÞÖÙÒɯÛÏÌɯÕÈÔÌɯȿ×ÖÌÔɀȭɯ(ÛɯÊÈn be seen that as far as rhyming is 

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 [Levý, 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 impossible to consider rhyming a necessary 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 

ÌÚÛÈÉÓÐÚÏÌËȭɯ6ÏÈÛɯÐÚɯÕÖÞɯÊÈÓÓÌËɯȿÔÖËÌÙÕɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɀɯȹxinshi; ), a poetic 

                                                           
47

 The absence and presence of rhyming are perceived as the defining characteristics of prose and poetry 
respectively ς this idea ƛǎ ŜȄŜƳǇƭƛŦƛŜŘ ōȅ ǘƘŜ ǎŀȅƛƴƎ ǘƘŀǘ ΨǿƘŀǘ ŘƻŜǎ ƴƻǘ ǊƘȅƳŜ ƛǎ ǇǊƻǎŜΤ ǿƘŀǘ ǊƘȅƳŜǎ ƛǎ ǇƻŜǘǊȅΩ. In 
Pinyin and Chinese this reads Ψwu yun zhe wei wen, you yun zhe wei shi; ῏Ɫѝ, צ ῏Ɫ Ω (Liu, as cited in 

Zhang, 2013, p. 186). 
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genre that came into being after the Chinese New Culture Movement ÐÕɯƕƝƕƔɀÚɯ-ƖƔɀÚɯÐÚɯ

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 

ÌÔÌÙÎÌËȮɯȿÙÏàÔÌÓÌÚÚɯÝÌÙÚÌɀɯÞÈÚɯȿÜÕÒÕÖÞÕɯÛÖɯÛÏÌɯ"ÏÐÕÌÚÌɯÌÈÙɀɯȹ×ȭƖƚȺȮɯÈÕËɯ"ÏÐÕÌÚÌɯ

×ÌÖ×ÓÌɯÏÈËɯÈɯÛÌÕËÌÕÊàɯÛÖɯȿ×ÜÉÓÐÊÓàɯÖÙɯ×ÙÐÝÈÛÌÓàɯËÐÚÔÐÚÚɯÛÏÌɯÕÌÞɯ×ÖÌÛÙàɯÈÚɯÚÖɯÔÜÊÏɯ

tuneless rubbishɀɯÞÏÐÓÌɯ"ÏÈÐÙÔÈÕɯ,ÈÖɯÏÈËɯȿÊÖÕÛÐÕÜÌËɯÛÖɯÞÙÐÛÌɯ×ÓÌÈÚÈÕÛÓàɯÐÕɯÛÏÌɯ

ÛÙÈËÐÛÐÖÕÈÓɯÔÌÛÌÙÚɀ48 (ibid, p.25). Now t his 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 [1928-2018], Yip Wai-lim  

[1937- ], and Ji Xian [1913-2013], to name a few; see Appendix I 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, 1947b; Yeh 

1992; Yeh & Malmqvis tȮɯƖƔƔƕȺȮɯÐÛɯÔÈàɯÉÌɯÍÈÐÙɯÛÖɯÛÏÐÕÒɯÖÍɯÛÏÌɯÝÐÌÞɯÛÏÈÛɯȿpoems must 

rhymeɀɯis more 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 

ÍÖÙɯÊÖÔ×ÖÚÐÛÐÖÕɯÚÖɯÛÏÈÛɯÛÏÌɯ×ÖÌÛÚɯÊÈÕɯËÌÚÐÎÕɯÈɯÍÖÙÔɯȿÈÊÊÖÙËÐÕÎɯÛÖɯÛÏÌɯÚ×ÐÙÐÛɯÖÍɯ

ÊÖÕÛÌÕÛɀɯȹ6ÌÕȮɯƕƝƜƙȮɯ×ȭƕƗƖ), an idea which for concerns of relevance I will not delve 

into . In any case, moderÕɯ×ÖÌÛÙàɯÐÚɯÊÖÔ×ÈÙÌËɯÛÖɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɯÐÕɯ6ÌÕɀÚɯ

account ɬ the regulated verse (lüshi) has formal requirements which are so stringent 

that they constitute a straitjacket ÍÖÙɯÛÏÌɯ×ÖÌÛȮɯÓÌÈËÐÕÎɯÛÖɯÛÏÌɯÙÌÚÜÓÛɯÛÏÈÛɯɯȿÍÖÙÔɯÈÕËɯ

content are dissociatedɀ (ibid; my emphasis). 6ÌÕɀÚɯÝÐÌÞÚɯÔÈà be susceptible 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 such should take into consideration the fact also that the restrictions on form  

imposed upon the composition of classical Chinese poetry are 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.  

                                                           
48

 ΨaŜǘŜǊΩ, strictly speaking, ƛǎ ŘƛŦŦŜǊŜƴǘ ŦǊƻƳ ΨǊƘȅƳƛƴƎΩ ŀǎ ŀ ŦƻǊƳŀƭ ŦŜŀǘǳǊŜΣ ōǳǘ ǳƴŘƻǳōǘŜŘƭȅ aŀƻΩǎ ǇƻŜǘǊȅ does 
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 

ÔÌÛÙÐÊÈÓɯ×ÈÛÛÌÙÕɯÐÚɯÚÖÔÌÞÏÈÛɯÛÙÈÕÚÓÈÛÈÉÓÌɯȹÞÐÛÏɯÚÜÉÚÛÐÛÜÛÐÖÕȮɯÓÐÒÌɯÛÏÌɯȿÚ×ÙÜÕÎɯ

ÙÏàÛÏÔɀɯÔÌÕÛÐÖÕÌËɯÐÕɯ"ÏÈ×ÛÌÙɯƕȺȭɯ ÕËɯÞÏÐÓÌɯ×ÖÌÛÙàɯÛÙÈÕÚÓÈÛÖÙÚɯÏÈÝÌɯÖÍÛÌÕɯÍÖÜÕËɯÐÛɯ

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 

ÞÖÙËɯȿÈÙÎÜÔÌÕÛɀɯÐÕɯ"ÏÈ×ÛÌÙɯƖɯÐÚɯÐËÌÕÛÐÍÐÌËɯÈÚɯÏÈÝÐÕÎɯÈɯÚÛÙÜÊÛÜÙÈÓɯËÐmension with 

four aspects, each of which embodies a form-meaning relationship. In accounting 

for the transference of the form-meaning relationship in an aspect of the poetic 

argument I 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 be based upon features which are actually part of 

such a form-meaning relationship. Even 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, I 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. Stringent 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.    

V. The theme of classical Chinese poetry  

ȿ3ÏÌÔÌɀȮɯÈÕÖÛÏÌÙɯÈÚ×ÌÊÛɯÛÏÈÛɯ(ɯÞÖÜÓd like to address, is seen to be mentioned side-

by-ÚÐËÌɯÞÐÛÏɯȿÎÌÕÙÌɀȭɯ!ÜÛɯÐÕɯÈÕàɯÊÈÚÌɯȿÛÏÌÔÌɀɯÐÚɯÖÍÛÌÕɯÛÈÒÌÕɯÛÖɯÉÌɯÚàÕÖÕàÔÖÜÚɯÛÖɯ

ȿÚÜÉÑÌÊÛɯÔÈÛÛÌÙɀ, and this makes 8Ð×ɯȹƕƝƝƛȺɯÌØÜÈÛÌÚɯÛÏÌɯ×ÖÌÛÐÊɯȿÛÏÌÔÌɀɯÞÐÛÏɯȿÎÌÕÙÌɀɯ

ȹÚÖɯȿ×ÖÌÛÙàɯabout ÏÐÚÛÖÙàɀɯÞÐÓÓɯÉÌɯÈɯȿgenreɀ of poetry), which is  a rather 

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

ÕÈÔÌɯȿÎÌÕÙÌɀɯÐÕɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɯÓÈÊÒÚɯÈÕàɯÜÕÈÕÐÔÖÜÚÓàɯÈÎÙÌÌË-on proposal, 

when one compares various anthologies or poetic studies it  can be seen that there is 

also a lack of consensus, be it on the naming of poems of different themes or how to 
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classify poems 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 

ÈÕÖÛÏÌÙɯÈÉÖÜÛɯÛÏÌɯÌß×ÙÌÚÚÐÖÕɯÖÍɯÍÌÌÓÐÕÎÚȮɯÏÌÕÊÌɯÛÏÌɯÛÌÙÔɯȿÓàÙÐÊÐÚÔɀɯÜÚÌËɯÉàɯ6ÈÛÚÖÕɯ

(1971b) as a cover term for classical Chinese poetry written over a long period of ten 

centuries. That being said, there seems to be a set of generally -agreed-on names and 

categories to describe the themes of poems, like poems about history (huaigu shi; 

ҡ ), objects (yongwu shi; ᾬ ), natural scenery (shanshui tianyuan shi; ЍѬӥ

), war (zhanzheng shi; ᾨ ), and departure (songbie shi; ᵑ ) (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 about exactly is open to different interpretations. For example, 

while  ȿÍÙÖÕÛÐÌÙɯ×ÖÌÛÙàɀɯ(biansai shi; ) can be a depiction of the scenes at the 

frontier where wars occurred  and not just of wars at the frontier (Zhang, 2014), one 

might be tempted to name some such examples as ȿpoems of natural sceneryɀ, 

ÞÏÐÊÏɯÐÚɯÕÖÛɯÈÓÞÈàÚɯÊÓÌÈÙÓàɯËÐÚÛÐÕÎÜÐÚÏÈÉÓÌɯÍÙÖÔɯÛÏÌɯȿ×ÖÌÛÙàɯÖÍɯÙÌÛÙÌÈÛɀɯȹ8ÜȮɯƕƝƝƘa) 

with the description of natural scenery  as its focus (perhaps it is a cliché in the West 

too that the nature is where one can escape from the miseries of life). What is 

ȿÞÐÓËÌÙÕÌÚÚɯ×ÖÌÛÙàɀɯÍÖÙɯ'ÐÕÛÖÕɯȹƖƔƔƖȺɯÈ××ÌÈÙÚɯÛÖɯÉÌɯÞÏÈÛɯ8Ð×ɯȹƕƝƝƛȺɯÊÈÓÓÚɯȿÓÈÕËÚÊÈ×Ìɯ

×ÖÌÛÙàɀȮɯÛÏÌɯÓÈÛÛÌÙɯÍÜÙÛÏÌÙɯËÐÝÐËÌËɯby Yip ÐÕÛÖɯȿ×ÖÌÔÚɯÖÍɯÔÖÜÕÛÈÐÕÚɯÈÕËɯÙÐÝÌÙÚɀɯÈÕËɯ

ȿ×ÖÌÔÚɯÖÍɯÍÐÌÓËÚɯÈÕËɯÎÈÙËÌÕÚɀȭɯ3ÏÌÙÌɯÐÚɯÈÓÚÖɯÈɯÎÖÖËɯÙÌÈÚÖÕɯÛÖɯÕÈÔÌɯÛÏÌɯȿplaint poetry ɀ 

written from the perspective of a woman or an imperial concubine  (guiyuan shi [

≤ ]; gongyuan shi [ ≤ ]) as ȿlove poetryɀɯÐÕÚÛead given the fact that plaint poetry  

may be said to be about unrequited love. I can also discern that an anthology of 

classical Chinese ȿerotic poetryɀ consists of pieces which might as well be classified 

as poetry of love/marriage/courtship when it seems that they by no means should 

ÉÌɯÙÌÎÈÙËÌËɯȿÌÙÖÛÐÊɀɯin the normal sense of the word or by modern-day standards 

(see Appendix I Note 25 on p. 302-303 for two  examples).  

This rather lengthy account is given to demonstrate the point that the author 

of a research study on poetry may need to give the name for a poetic theme a clear 

definition . Such a need is demonstrated by studies 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 concerned is necessary because such names are labels 

which have no inherent senses to them. Therefore, obviously the kinds of poems 
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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, I 

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 I 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 

×ÖÌÛÐÊɯÛÏÌÔÌÚɯÎÐÝÌÕɯÛÏÌɯÚÌÕÚÌɯÖÍɯȿÛÏÌÔÌɀɯÈÚɯÚÜÉÑÌÊÛɯÔÈÛÛÌÙȭɯ ÕËɯÜÕÓÐÒÌɯ×ÖÌÛÙàɯ

translation studies on particular themes, in this study the poems are chosen not 

ÉÌÊÈÜÚÌɯÛÏÌàɯÍÐÛɯÐÕÛÖɯÈɯÊÌÙÛÈÐÕɯËÌÍÐÕÐÛÐÖÕɯÖÍɯȿÕÈÙÙÈÛÐÝÌɯ×ÖÌÔɀɯÖÙɯȿÈÙÎÜÔÌÕÛÈÛÐÝÌɯ×ÖÌÔɀɯ

etc., but rather the poems are given a taken-for -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 embodiments of the poetic argument as has been defined in 

Chapter 2.        

VI.  Genre, form, theme , and the poetic argument   

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

ȿÎÌÕÙÌɀȮɯȿÍÖÙÔɀȮɯÈÕËɯȿÛÏÌÔÌɀɯÏÈÚɯÏÖ×ÌÍÜÓÓàɯÔÈËÌɯÊÓear how these terms are to be 

understood and their relevance for this research study. The discussion above 

illustrate s that I 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 i t is true that the multifariousness of 

classical Chinese poetry is demonstrated by the existence of various genres and 

themes, the study at hand treats Chinese poems as similar 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 

ÌÔÉÖËÐÔÌÕÛɯÖÍɯÈÕɯȿÈÙÎÜÔÌÕÛɀɯËÌÍÐÕÌËɯÐÕɯÛÏÐÚɯÙÌÚÌÈÙÊÏɯÚÛÜËà means the purpose of 
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ÎÖÐÕÎɯȿÞÐËÌÙɀɯÐÕÚÛÌÈËɯÖÍ ȿËÌÌ×ÌÙɀɯÌß×ÓÈÐÕÌËɯÐÕɯ"ÏÈ×ÛÌÙɯƕɯshould hopefully be 

achieved without the need to confine the study to poems of any particular genre or 

theme. 

VII. Selecting the p oems for analysis   

I 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 

question (Flick, 2006), or in my case the research objective (stated in Chapter 1; 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 

ÎÌÕÌÙÈÓÐáÈÛÐÖÕɯÈÚɯÈɯÙÌÚÌÈÙÊÏɯ×ÜÙ×ÖÚÌɯÖÉÝÐÖÜÚÓàɯÌÕÛÈÐÓÚɯȿÚÌÓÌÊÛÐÝÐÛàɀɯÉàɯËÌÍÈÜÓÛȭɯ3ÏÐÚɯ

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

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

China means that no study can claim to be ȿÊÖÔ×ÙÌÏÌÕÚÐÝÌɀɯÐÕɯÛÏÌɯÚÌÕÚÌɯÖÍɯÕÖÛɯ

exercising such selectiveness. The Complete Collection of Tang Poetry (Quantangshi; ԓ

) 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 I attempt to 

ÊÖÕÚÐËÌÙɯÛÏÌɯÕÖÛÐÖÕɯÖÍɯȿÈÙÎÜÔÌÕÛɀɯÈÚɯÈɯÍÌÈÛÜÙÌɯÊÖÔÔÖÕɯÛÖɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÔÚɯ

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

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 example which clearly exhibits the argumentative 

dimension under discussion; in other words, any poetic text chosen speaks for itself 

with regard to its relevance. I 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 ɬ my rationale behind to achieve this purpose is somewhat 

ÚÐÔÐÓÈÙɯÛÖɯ2ÜÕɀÚɯȹƖƔƕƕȺɯÐÕɯÏÌÙɯÚÛÜËàɯÖÕ ÊÖÔ×ÈÙÐÚÖÕɯÖÍɯÙÌ×ÌÛÐÛÐÖÕɯÈÚɯÈɯȿÔÖËÌɀɯÉÌÛÞÌÌÕɯ

Chinese and English poetry: 

ȱÐÛɯÐÚɯÕÌÊÌÚÚÈÙàɯÛÖɯÎÖɯËÌÌ×ÌÙɯÐÕɯÖÙËÌÙɯÛÖɯÓÖÊÈÛÌɯÈɯÊÖÔÔÖÕɯÉÈÚÐÚɯÛÏÈÛɯÐÚɯÉÖÛÏɯmore 

specific than the general notion of poetic repetition ȱɯÈÕËȮɯÈÛɯÛÏÌɯÚÈÔÌɯÛÐÔÌȮɯbroad enough 

to cover a far larger variety of representative examplesȱÖÍɯÛÏÌÚÌɯÛÞÖɯÓàÙÐÊÈÓɯÙÌÓÈÛÐÖÕÚÏÐ×Úɯ

for comprehensive comparison (p.97; my emphasis).  
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2ÜÕɯÚÌÌÔÚɯÛÖɯÉÌɯÐÔ×ÓàÐÕÎɯÛÏÈÛɯÞÏÐÓÌɯÛÏÌɯÐÕÛÌÕÛÐÖÕɯÐÚɯÛÖɯÎÖɯȿËÌÌ×ÌÙɀɯÙÌÎÈÙËÐÕÎɯÛÏÌɯ

ÛÏÌÔÌɯÖÍɯȿÙÌ×ÌÛÐÛÐÖÕɀɯȹÛÖɯËÌÓÐÕÌÈÛÌɯÛÏÌ term in a more specific way than is generally 

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, I try to demonstrate how the specific definitions of 

ȿÈÙÎÜÔÌÕÛɀɯÈÙÌɯÙÌÈÓÐáÌËɯÐÕɯ×ÖÌÛÙàɯÌßÈÔ×ÓÌÚȮɯÞÏÐÓÌɯ(ɯÐÕÛÌÕËɯÛÖɯÌÕÚÜÙÌɯÎÌÕÌÙÈÓÐáÈÛÐÖÕɯ

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 of argument (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, I would like to 

acknowledge the fact that it is possible to generalize from research findings of text-

based studies like corpus analysis as I have mentioned in Chapter 1. Corpus studies 

that involve massive Chinese literary texts do exist ɬ 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) reÍÌÙÙÌËɯÈÚɯÛÏÌɯȿØÜÈÕÛÐÍÐÊÈÛÐÖÕɯÖÍɯÚÛàÓÌɀɯȹ×ȭƗƖƜȺȮɯÞÏÐÊÏɯÊÖÕÊÌÙÕÚɯ

ÛÏÌɯȿÌßÈÊÛɯÕÜÔÉÌÙɯÖÍɯÖÊÊÜÙÙÌÕÊÌÚɯÈÕËɤÖÙɯÛÏÌɯËÐÚÛÙÐÉÜÛÐÖÕɀɯȹ1ÖÔÔÌÓȮɯƖƔƔƘȮɯ×ȭƜƜȺɯÖÍɯ

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 

confine to ȿØÜÐÛÌɯÚÏÈÓÓÖÞɯÓÐÕÎÜÐÚÛÐÊɯ×ÙÖ×ÌÙÛÐÌÚɯÖ×ÌÙÈÛÐÕÎɯÈÛɯÞÖÙËɯÈÕËɯÎÙÈ×ÏÖÓÖÎÐÊÈÓɯ

ÓÌÝÌÓÚɀȮɯÞÏÐÓÌɯÊÖÙ×ÜÚɯÈÕÈÓàÚÐÚɯÖÕÓàɯÊÖÕÚÐËÌÙÚɯȿÍÖÙÔÈÓɯÓÐÕÎÜÐÚÛÐÊɯÊÈÛÌÎÖÙÐÌÚɯÖÛÏÌÙɯÛÏÈÕɯ

ÚÌÔÈÕÛÐÊɯÖÕÌÚɀȮɯÈÕËɯÛÏÌɯȿÊÖÜÕÛÐÕÎɯ×ÙÖÊÌËÜÙÌÚɀɯÌÕÛÈÐÓÌËɯȿËÐÚÛÈÕÊÌɯÛÏÌɯÈÕÈÓàÚÛɯÍÙÖÔɯ

ÛÏÌɯÚÖÜÙÊÌɯÛÌßÛɀɯȹ#ÈÚÛÑÌÙËÐɯȫɯ2ÏÌÒÈÙàȮɯƖƔƔƚȮɯ×ȭɯƕƔƜȺȭɯɯ#ÜÌɯÛÖɯÚÜÊÏɯÛÌÕËÌÕÊÐÌÚɯÖÍɯ

corpus analysis, I can justify why the associated approach is not compatible with my 

research purpose. As will become obvious, to explain poetry translation from the 

argumentative perspective I do not depend on counting and comparing how many 
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ÝÌÙÉÚɤÕÖÜÕÚɤ×ÙÌ×ÖÚÐÛÐÖÕÚɯÌÛÊȭɯÛÏÌÙÌɯÈÙÌɯÐÕɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕÚȮɯÈÕËɯÈÕàɯȿ×ÈÛÛÌÙÕɀɯȹÖÙɯÛÏÌɯ

lack of it) I intend to derive does not require my relying o n a large sample of poems. 

For now I can perhaps offer a brief explanation by referring to my account on an 

aspect of poetic argument which I discuss in the next chapter: when I compare the 

sequential structure in different translations of the same poem, i t 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 fo r me to 

explain desirability of transference of the poetic argument. Maybe I 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, 49 and the translation approaches concerned 

have been rather comprehensively theorized, which all the more pre-empts any need 

to identify different approaches of translating metaphors based on numerous 

examples when several 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, I do not deem 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; ѣԏȺɯÐÚɯÛÙÈÕÚÓÈÛÌËɯÐÕÛÖɯȿÔÖÖÕÉÌÈÔÚɀȮɯȿÎÓÌÈÔɀȮɯȿÔÖÖÕÓÐÎÏÛɯÚÛÙÌÈÔÚɀȮɯÖÙɯ

ÑÜÚÛɯȿÔÖÖÕÓÐÎÏÛɀɯÌÛÊȭɯ2ÜÊÏɯÈÕɯÜÕËÌÙÚÛÈÕËÐÕÎɯÈ××ÓÐÌÚɯÛÖɯÛÏÌɯÖÛÏÌÙɯÈÚ×ÌÊÛÚɯÖÍɯ×ÖÌÛÐÊɯ

argumentation, i.e. repetition and imagery. Perceivably a repetitive pattern is either 

transferred or not transferred, the demonstration of which is all that I need to 

explain poetry translation from the argumentative perspective ɬ much as the actual 

way of transference has to be different amongst different translators, I need not 

count on quantification of numerous distinct approaches for my analysis. For the 

translation of imageries, as I 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 I 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 

quantification of data for analysis brings me to the sampling methods in r esearch, of 

                                                           
49

 A search with ΨGoogle ScholarΩ with the Chinese words shige (poetry; ), biyu (metaphor; ѩ ), and fanyi 

(translation; ) has more than three thousand matches.  
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which I would like to address particularly theoretical sampling 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, ÚÈàȮɯÔÌÛÈ×ÏÖÙÚɯÞÏÌÙÌɯÛÏÌɯȿÊÈÛÌÎÖÙÐÌÚɀɯÛÏÈÛɯÞÐÓÓɯȿÌÔÌÙÎÌɀɯÊÈÕɯÚÖÔÌÏÖÞɯÉÌɯ

predicted and approaches of translators may be seen to be under any of the three 

ÊÈÛÌÎÖÙÐÌÚɯȿ×ÙÌÚÌÙÝÈÛÐÖÕɀȮɯȿÚÜÉÚÛÐÛÜÛÐÖÕɀȮɯÈÕËɯȿ×ÈÙÈ×ÏÙÈÚÌɀɯȹÉÈÚÌËɯÜ×ÖÕɯ5ÈÕɯËÌÕɯ

!ÙÖÌÊÒɀÚɯȹƕƝƜƕȺɯÊÓÈÚÚÐÍication, also discussed in section IX, Chapter 6), a few 

examples will be enough, as mentioned, to exhaust the translation approaches.50 In 

the end, therefore, how many more texts beyond those few examples already selected 

should be included for 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 I have 

proposed that I 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 

certain number of texts whÐÊÏɯÚÐÎÕÈÓÚɯÛÏÌɯȿÚÛÈÛÌɯÖÍɯÚÈÛÜÙÈÛÐÖÕɀɯÐÕɯËÈÛÈɯÊÖÓÓÌÊÛÐÖÕɯÈÙÌɯ

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 se. In 

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. 

                                                           
50

 The translation of metaphor is discussed in greater detail in Chapter 6. 
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As far as the Chinese poetry translation examples selected are concerned, I 

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.  

VIII.  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 examples in 

this study are generally presented in this sequence: (1) Chinese original, (2) word -

for -word crib  (see p. 1-4 on how the poems are marked word -for -word) along with 

the pinyin 1ÖÔÈÕÐáÈÛÐÖÕɯÖÍɯÛÏÌɯ×ÖÌÔɀÚɯ"ÏÐÕÌÚÌɯÛÐÛÓÌ, and (3) English translation. For 

the purpose of comparison, I have selected at 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 a brief account of the research methodology is a reflection of the fact 

that it is the analyses of the poems and their translations that deserve the real 

attention ɬ the meticulousness of the research method will become clear, not by an 

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 chosen as 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 sources from 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 just one translation 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 

classical Chinese 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 I have also resorted to the simpler way of consulting 

anthologies or criticisms wh ich incorporate several translations of the same poem, 

e.g.  Lü (2002), Wu (2015), and Lü 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 f or the same poem (Fung & Lai, 1984; 

Wang, 2000; Zhang, Zeng, & Zhou, 2009). 

I 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 t ranslated. While referring to the exact dates when the 

translations were done is not operative as far as the purpose of my study is 

concerned, I 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 II on p.  318-322).    

IX.  Summary of chapter  

(ÕɯÛÏÐÚɯÊÏÈ×ÛÌÙȮɯ(ɯÏÈÝÌɯËÐÚÊÜÚÚÌËɯÛÏÌɯÛÌÙÔÚɯȿ×ÖÌÛÙàɀȮɯȿÎÌÕÙÌɀȮɯȿÛÏÌÔÌɀȮɯÈÕËɯȿÍÖÙÔɀɯÞÐÛÏɯ

a view to exploring how they are used and what their releva nce are with regard to 

my research study. Then I continued by explaining the rationale behind exercising 

selectivity in choosing the poems, why I consider selecting a modest number of 

poems is enough, and why it is neither necessary nor desirable to adopt 

quantification for analysis. I 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 I have chosen the poems and their translations.  

In the follo wing chapter, I 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. I 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  

I.  Introduction   

The first aspect of poetic argument in this thesis concerns sequential structure in 

classical Chinese poetry. Sequential structure is chiefly considered 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 

ȿÈËËÐÛÐÖÕÈÓɀɯÊÖÕÛÙÖÓɯÌßÌÙÛÌËɯÜ×ÖÕɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙɯÞÏÌÕɯ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛɯÖÍɯ×ÙÖÚe 

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 I discuss also is that sequential 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.  

(Õɯ6ÌÐÕÉÌÙÎÌÙɯÈÕËɯ/ÈáɀÚɯȹƕƝƜƛȺ account of the nineteen different translations 

ÖÍɯȿDeer Park Hermitageɀ (p. 10; English translation of the title by Witter Bynner , the 

Chinese title is Lu Chai; ), a poem by the Tang poet Wang Wei (701-761), there is 

ÌÝÈÓÜÈÛÐÖÕɯÖÕɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕÚɀɯ×ÖÌÛÐÊɯÍÓÈÝÖÙȮɯËÐÊÛÐÖÕȮɯÚÛÙÜÊÛÜÙÌȮɯÈÕËɯÐÚÚÜÌÚɯÖÍɯ

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 ȿthe couplets are reversed for no reasonɀɯȹ×ȭƕƛȰɯÔàɯ

emphasis), on one of the translations that the authors seem most critical of. The 

example cited has the second couplet at the end of the source poem reverted with 

the first couplet . The original poem and the translation referred to are as follows, 

ÞÐÛÏɯÞÏÐÊÏɯ(ɯÈÓÚÖɯ×ÙÌÚÌÕÛɯ+ÐÜɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯÍÖÙɯÊÖÔ×ÈÙÐÚÖÕȯ 

  

  
1. ῈЍЛṓϢȲ 

2. ᵀ Ϣ ȴ 

3. Ό Ϥ ὭȲ 
4. ‌ ϱȴ 
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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 

 
* óBack lightô means the reflected light of the setting sun. 

 
Translation 1:  

 
Deer Forest Hermitage   Yin-nan Chang and Lewis C. Walmsley 

 
1. Through the deep wood, the slanting sunlight  
2. Casts motley patterns on the jade-green mosses. (original lines 3 and 4) 
3. No glimpse of man in this lonely mountain, 
4. Yet faint voices 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 

I 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, I refer to  the following quote 

on the non-use of connectives in English translations of classical 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 purity of isolation they so often possess in the 

originalȱÛÏÌàɯÊÈÕɯÊÏÖÖÚÌɯÛÏÐÚɯÊÖÜÙÚÌɯÞÐÛÏɯÎÙÌÈÛÌÙɯÈÚÚÜÙÈÕÊÌɯÉÌÊÈÜÚÌɯÐÕɯÛÏÌɯàÌÈÙÚɯ

ÚÐÕÊÌɯ!àÕÕÌÙɀÚɯȻ6ÐÛÛÌÙɯ!àÕÕÌÙȮɯ×ÖÌÛɯÛÙÈÕÚÓÈÛÖÙȼɯÛÐÔÌɯ$ÕÎÓÐÚÏɯÙÌÈËÌÙÚɯÏÈÝÌɯÉÌÊÖÔÌɯ

acclimated to this choppy quality and accept it as characteristic of most Chinese 

poetry.  (Watson, 1978, p. 27; my emphasis) 

3ÏÌɯÍÈÊÛɯÛÏÈÛɯÛÏÌɯȿÊÏÖ××àɯØÜÈÓÐÛàɀɯÐÚɯÈÊÊÌ×ÛÌËɯÉàɯÛÏÌɯ6ÌÚÛÌÙÕɯÙÌÈËÌÙÚÏÐ×ɯÈÚɯÈɯÙÌÚÜÓÛɯ

of long-term exposure should imply that classical Chinese poems should defy 

reorganization in translation. The  following poem by the Tang poet Li Bai, a lyric 

poem, can be used as further illustration:  

 щЍ ῏Л   

1. ѴᵲѬ МȲ 

2. ῧ ȴ 

3. ṓ Ȳ 

4. рЛ ȴ 

5. ᴎи‌ Ȳ 

6. ◙ ȴ 

7. Ϣ῀ἬҟȲ 

8. ẒϮὲȴ 

  

 Fang Dai Tianshan Yinzhe Bu Yu  

1. dog bark  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. no person  know  suo (pro.)* go  
8. sad lean  two  three  pines  

  

* óSuoô is a pronoun in classical Chinese referring 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. I hear the barking of the dogs amidst the waterôs sound. 
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2. The recent rain has washed each stain from all the peach bloom round.  
3. At times amid the thickest copse a timid deer is seen. 
4. And to the breeze in sparkling seas the bamboos roll in green. (original line 5) 
5. From yonder verdant peak depends the sheeted waterfall. (original line 6) 
6. At noonôs full prime I hear no chime of bells from arboured hall. (original line 4) 
7. Whither the wandering priest has gone no one here can tell.  
8. Against a pine I sad recline, and let my heart oôer swell. 
 

(Lü 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 

È××ÌÈÙɯÈɯÔÖÙÌɯȿÓÖÎÐÊÈÓɯÍÓÖÞɀɯÛÖɯ×ÙÌÚÌÕÛɯÐÕɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯɬ the fact that the bell of 

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 Tai-Tien, but Failing to Meet Him 

S. Obata  

1. A dog barks afar where the waters croon. 
2. The peach flowers are deeper-tinted, wet with rain, 
3. The wood is so thick that one espies a deer at times, 
4. But cannot hear the noon bell in this lonely glen. 
5. The wild bamboos sway in the blue mist, 
6. And on the green mountainside flying cascades glisten. 
7. What way had he gone? There is none to tell; 
8. Sadly I lean against a pine tree here and there. 

(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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ÊÖÕÑÜÕÊÛÐÖÕɯȿÈÕËɀɯÐÕ ÓÐÕÌɯƚɯÈÕËȮɯÞÐÛÏɯÚÖÔÌɯÙÌ×ÏÙÈÚÐÕÎɯÖÍɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕȮɯȿÉÜÛɀɯÐÕɯÓÐÕÌɯ

4. 

II.  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 

ÖÕÌɀÚɯËÐÚÊÙÌÛÐÖÕȭɯ( wish to  seize on this preliminary 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, I 

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  ÈɯȿÚàÕÛÈÎÔÈÛÐÊɀɯÙÌÓÈÛÐÖÕɯȹ×ȭƕƖȺȭɯɯ3ÏÌɯÚàÕÛÈÎÔatic structure of 

language units becomes the more self-Ìß×ÓÈÕÈÛÖÙàɯȿÈßÐÚɯÖÍɯÊÖÔÉÐÕÈÛÐÖÕɀɯȹ)ÈÒÖÉÚÖÕȮɯ

1987, p.71). As the more self-suggestive name proposed by Jakobson indicates, the 

syntagmatic relations in verbal messages concern the combination of signs (e.g. 

words) as a sequence. The ÜÕÐÛÚȮɯÛÏÌɯȿÚàÕÛÈÎÔÚɀɯÍÖÙÔɯÈÕɯÖÙËÌÙÓàɯÞÏÖÓÌɯÐÕɯÈɯ

ÚàÕÛÈÎÔÈÛÐÊɯÚÛÙÜÊÛÜÙÌȮɯÈÕËɯȿÈÙÌɯÖÍÛÌÕɯËÌÍÐÕÌËɯÈÚɯsequential, and thus temporalȱɯɀɯ

(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 forms51  identified by Burke  

(1964, p.2). In another discussion, syllogistic progression proposed by Burke is 

ËÌ×ÐÊÛÌËɯÈÚɯÛÏÌɯÒÐÕËɯÖÍɯÍÖÙÔɯÞÏÐÊÏɯȿÍÖÓÓÖÞÚ ÛÏÌɯÓÖÎÐÊɯÖÍɯÓÐÕÌÈÙɯËÌÝÌÓÖ×ÔÌÕÛɀ52 

(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 

ÓÈÛÛÌÙɯȿÛÌÕËÚɯÛÖÞÈÙËÚɯÛÏÌɯÜÚÌɯÖÍɯÈÕÈÓàÛÐÊÈÓȮɯËÐÚÊÜÙÚÐÝÌȮɯÈÕËɯÌÝÌÕɯÚàÓÓÖÎÐÚÛÐÊɯ

progression coupled with the li near and temporal perspective, resulting in a sort of 

determinate, get-ÛÏÌÙÌɯÖÙÐÌÕÛÈÛÐÖÕɀɯȹ×ȭɯƛƖȺȭ  

                                                           
51

 As indicated in Chapter 2Σ L ǘǊŜŀǘ ΨŦƻǊƳΩ ŀƴŘ ΨǎǘǊǳŎǘǳǊŜΩ (aǎ ƛƴ ΨǎŜǉǳŜƴǘƛŀƭ ǎǘǊǳŎǘǳǊŜΩύ as synonymous and may use 
them interchangeably from time to time. 
52

 .ǳǊƪŜΩǎ ŘƛǎŎǳǎǎƛƻƴ ƻŦ ǇƻŜǘƛŎ ǎǘǊǳŎǘǳǊŜ ƛǎ ƻƴ ƳƻŘŜǊƴ Western poetry, but my discussion of poetic structure can be 
considered an example of how a Western perspective might apply to the analysis 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, a temporal sequence. 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, 53 but just a 

composite of end-stopped lines in classical Chinese poetry put together in a 

particular order. And yet, I propose th at so long as there is a combination of 

ÓÈÕÎÜÈÎÌɯÜÕÐÛÚɯÐÕɯÈɯ×ÈÙÛÐÊÜÓÈÙɯÖÙËÌÙȮɯÛÏÌÙÌɯÐÚɯÈɯÎÙÖÜ×ɯÖÍɯȿÚàÕÛÈÎÔÚɀɯÍÖÙÔÐÕÎɯÈɯ

ȿÚÌØÜÌÕÊÌɀȮɯÞÏÐÓÌɯÚÖÔÌɯ×ÖÌÛÙàɯÌßÈÔ×ÓÌÚɯÈÙÌɯÔÖÙÌɯȿÛà×ÐÊÈÓÓàɀɯÚÌØÜÌÕÛÐÈÓɯÐÕɯÛÏÌɯÚÌÕÚÌɯ

of being also temporal and syllogistic, and it is poems as such I put particular 

emphasis on in discussing sequential structure as poetic argument.  

III.  Sequential structure in narrative poems and their translations  

I began this chapter with an example of two short Chinese lyric poems and how 

they are seen to defy reorganization in translation. A clearer and more typical 

exemplar of the sequential structure, perhaps, is the narrative poem. Gu (2006) 

ÕÖÛÌÚɯÛÏÈÛɯȿÐÕɯÛÙÈËÐÛÐÖÕÈÓɯ"ÏÐÕÌÚÌɯÓÐÛÌÙÈÛÜÙÌȮȱɯÓàÙÐÊÈÓɯ×ÖÌÛÙàɯÖÊÊÜ×ÐÌÚɯÈÕɯÌßÈÓÛÌËɯ

position and that fiction is onl àɯÐÛÚɯÏÈÕËÔÈÐËÌÕɀɯȹ×ȭƝƛȺȭɯ"ÏÐÕÌÚÌɯÕÈÙÙÈÛÐÝÌɯ×ÖÌÔÚɯ

can therefore be seen as a combination of two genres which have had a large 

discrepancy in their popularity in Chinese literary history.  

 IÕÛÌÙÌÚÛÐÕÎÓàȮɯȿÚÛÖÙàɀȮɯÛÏÌɯÚàÕÖÕàÔɯÖÍɯȿÕÈÙÙÈÛÐÝÌɀȮɯÈÕËɯȿÈÙÎÜÔÌÕÛɀɯÈre 

ÊÖÕÚÐËÌÙÌËɯÛÖɯÊÈÙÙàɯÛÏÌɯÚÈÔÌɯÔÌÈÕÐÕÎȮɯÞÏÐÊÏɯ×ÌÙÏÈ×ÚɯÊÈÕɯÑÜÚÛÐÍàɯÜÚÐÕÎɯȿÕÈÙÙÈÛÐÝÌɀɯ

all the more as a typical exemplar of the poetic argument of sequential structure ɬ 

Barthes and #ÜÐÚÐÛɯȹƕƝƛƙȺɯ×ÙÌÚÌÕÛɯÛÏÌɯÛÞÖɯÞÖÙËÚɯÈÚɯÚàÕÖÕàÔÖÜÚȯɯȿÛÏÌɯÚÛÖÙàɯ(the 

argument) 54ȱÊÖÕÚÐÚÛÚɯÖÍɯÈɯÓÖÎÐÊɯÖÍɯÈÊÛÐÖÕÚȱȭɀɯȹ×ȭƖƘƖȰɯÔàɯÌÔ×ÏÈÚÐÚȺȭ Narrative 

                                                           
53

 Can it be said definitively, for example, that the sunlight described in line 3 pierced through the woods and 
shone on the moss after the senses of sight and sound perception described in lines 1 and 2 were realized? Could it 
ōŜ ǘƘŀǘ ǘƘŜ ǘǿƻ ΨŜǾŜƴǘǎΩ ŘƛŘ ƴƻǘ ƘŀǇǇŜƴ ƻƴŜ ŀŦǘŜǊ ŀƴƻǘƘŜǊ ōǳǘ ƛƴǎǘŜŀŘ ƻŎŎǳǊǊŜŘ ŀǘ ǘƘŜ ǎŀƳŜ ǘƛƳŜΚ aȅ ōǊƻŀŘ 
understanding of sequential structure will be able to cover examples as such. 
54

 There in fact exists a conscious diǎǘƛƴŎǘƛƻƴ ƛƴ ōŜǘǿŜŜƴ ΨƴŀǊǊŀǘƛǾŜΩ ŀƴŘ ΨǎǘƻǊȅΩ ƛƴ ǘƘŜ ŘƛǎŎǳǎǎƛƻƴ ƻŦ ƎŜƴǊŜǎ ƻŦ 
classical Chinese poetry (e.g. ΨƴŀǊǊŀǘƛǾŜ ǇƻŜǘǊȅΩ ώxushi shi; Ṷ ϐ ǾǎΦ ΨǎǘƻǊȅ ǇƻŜǘǊȅΩ [gushi shi; ╝Ṷ ] in Su 

[2005]) (see Appendix I Note 26 on p. 304 ŦƻǊ ŀƴ ŜȄǇƭŀƴŀǘƛƻƴ ƻŦ Ƙƻǿ ΨƴŀǊǊŀǘƛǾŜΩ ŀƴŘ ΨǎǘƻǊƛŜǎκŦƛŎǘƛƻƴǎΩ ŀǊŜ 

differentiated in the literature). In this study L ǘǊŜŀǘ ΨǎǘƻǊȅΩ ŀƴŘ ΨƴŀǊǊŀǘƛǾŜΩ ǘƻ ōŜ ǎƻƳŜǿƘŀǘ ƛƴǘŜǊŎhangeable as 
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poems, in any case, are clearer exhibits of a progression of events in a linear order, 

ÈÕËɯÚÌØÜÌÕÛÐÈÓɯÚÛÙÜÊÛÜÙÌɯÐÚɯÈÊÛÜÈÓÓàɯÐËÌÕÛÐÍÐÌËɯÈÚɯȿÈɯÍÜÕËÈÔÌÕÛÈÓɯÍÌÈÛÜÙÌɯÖÍɯÕÈÙÙÈÛÐÝÌɯ

expression iÕɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɀɯȹ3ȭ"ȭɯ+ÐÕȮɯƖƔƔƚȮɯ×ȭƗȺȮɯÈÕËɯ+ÌÝàɯȹƕƝƜƜȺɯÏÈÚɯ×ÙÖ×ÖÚÌËɯ

that sequential structure ȿÊÖÕÛÙÐÉÜÛÌÚɯÛÖɯÛÏÌɯÚÌÕÚÌɯÖÍɯÝÐÊÈÙÐÖÜÚɯÌß×ÌÙÐÌÕÊÌɯÛÏÈÛɯÐÚɯ

ÌÚÚÌÕÛÐÈÓɯÛÖɯÕÈÙÙÈÛÐÝÌɀɯȹ×ȭɯƕƛȺȭ  

 The first poem that I will analyze belongs to the yuefu genre composed in the 

Northern Dynasty (386-581), which depicts the story of a Chinese legendary 

character Hua Mulan (ῧѤ ), a woman warrior portrayed numerous times in the 

popular media.ɯ3ÏÌɯ×ÖÌÔɯÐÚɯÍÖÓÓÖÞÌËɯÉàɯÍÖÜÙɯ$ÕÎÓÐÚÏɯÛÙÈÕÚÓÈÛÐÖÕÚȭ 

  (ɯÚÏÖÜÓËɯÌß×ÓÈÐÕɯÉÙÐÌÍÓàɯÏÖÞɯ(ɯÏÈÝÌɯ×ÙÌÚÌÕÛÌËɯÈÕËɯÔÈÙÒÌËɯÛÏÌɯ×ÖÌÔɯÈÕËɯÛÏÌɯ

ÛÙÈÕÚÓÈÛÐÖÕÚȯɯÐÕɯÛÏÌɯÚÈÔÌɯÔÈÕÕÌÙɯÈÚɯ(ɯÏÈÝÌɯËÖÕÌɯÍÖÙɯÛÏÌɯ×ÖÌÛÙàɯÌßÈÔ×ÓÌÚɯÈÕËɯÛÏÌÐÙɯ

ÛÙÈÕÚÓÈÛÐÖÕÚɯÛÏÜÚɯÍÈÙȮɯ(ɯÏÈÝÌɯÕÜÔÉÌÙÌËɯÛÏÌɯ×ÖÌÛÐÊɯÓÐÕÌÚɯÖÍɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕÚɯÐÕɯÈɯÞÈàɯ

ÛÏÈÛɯÛÏÌàɯÊÖÙÙÌÚ×ÖÕËɯÛÖɯÛÏÌɯÓÐÕÌÚɯÖÍɯÛÏÌɯÚÈÔÌɯÕÜÔÉÌÙɯÐÕɯÛÏÌɯÚÖÜÙÊÌɯÛÌßÛȭɯ3ÏÌɯ

ÕÜÔÉÌÙÚȮɯÏÖÞÌÝÌÙȮɯÐÕÚÛÌÈËɯÖÍɯÉÌÐÕÎɯ×ÜÛɯÈÛɯÛÏÌɯÉÌÎÐÕÕÐÕÎɯÖÍɯÌÈÊÏɯÓÐÕÌɯÈÚɯ(ɯÏÈÝÌɯËÖÕÌɯ

ÍÖÙɯÔÖÚÛɯÖÛÏÌÙɯ×ÖÌÛÙàɯÌßÈÔ×ÓÌÚɯÖÍɯÛÏÐÚɯÙÌÚÌÈÙÊÏɯÚÛÜËàȮɯÈÙÌɯ×ÜÛɯÐÕɯ×ÈÙÌÕÛÏÌÚÌÚɯÈÛɯÛÏÌɯ

ÌÕËɯÖÍɯÛÏÌɯÓÐÕÌÚɯÍÖÙɯÊÓÈÙÐÛàɯÖÍɯ×ÙÌÚÌÕÛÈÛÐÖÕɯɬɯÚÖÔÌɯÖÍɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙÚɯÏÈÝÌɯÕÖÛɯ

ÛÙÈÕÚÓÈÛÌËɯÛÏÌɯ×ÖÌÔɯÓÐÕÌ-Éà-ÓÐÕÌɯÈÕËɯÛÏÌÙÌÍÖÙÌɯÛÏÌÐÙɯÛÙÈÕÚÓÈÛÐÖÕÚɯÊÈÕÕÖÛɯÙÌÈÓÓàɯÍÐÛɯ

ÐÕÛÖɯÈɯÕÌÈÛɯÓÐÚÛɯÞÐÛÏɯÕÜÔÉÌÙÐÕÎɯÖÕɯÛÏÌɯÓÌÍÛȭɯ 

  3ÏÌÙÌɯÈÙÌɯÈËËÐÛÐÖÕÚɯÞÏÐÊÏɯËÖɯÕÖÛɯÌßÐÚÛɯÐÕɯÛÏÌɯÚÖÜÙÊÌɯ×ÖÌÔȭɯ(ɯÏÈÝÌɯ×ÜÛɯÚÜÊÏɯ

ÈËËÐÛÐÖÕÚɯÉàɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙɯÐÕɯÐÛÈÓÐÊÚɯÛÖɯÚÐÕÎÓÌɯÛÏÌÔɯÖÜÛȭɯ2ÜÊÏɯÈɯÞÈàɯÖÍɯËÐÍÍÌÙÌÕÛÐÈÛÐÕÎɯ

ÉÌÛÞÌÌÕɯÛÏÌɯÖÙÐÎÐÕÈÓɯÈÕËɯÈËËÐÛÐÖÕÚɯÐÚɯÖÕÓàɯ×ÖÚÚÐÉÓÌȮɯÏÖÞÌÝÌÙȮɯÞÏÌÕɯÛÏÌɯÈËËÐÛÐÖÕÚɯ

ÈÙÌɯÛÙÈÕÚÓÈÛÌËɯÈÚɯÚÌ×ÈÙÈÛÌɯÓÐÕÌÚȭɯ6ÏÈÛɯ(ɯÔÌÈÕɯÐÚɯÛÏÈÛɯÚÖÔÌÛÐÔÌÚɯÌÝÌÕɯÞÏÌÕɯÈɯÓÐÕÌɯÐÕɯ

ÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚɯÔÈÙÒÌËɯÈÚɯÊÖÙÙÌÚ×ÖÕËÐÕÎɯÛÖɯÛÏÌɯÚÈÔÌɯÓÐÕÌɯÕÜÔÉÌÙɯÖÍɯÈɯÓÐÕÌɯÐÕɯÛÏÌɯ

ÚÖÜÙÊÌɯ×ÖÌÔȮɯÐÛɯËÖÌÚɯÕÖÛɯÕÌÊÌÚÚÈÙÐÓàɯÔÌÈÕɯÛÏÈÛɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÊÖÕÊÌÙÕÌËɯÐÚɯÈɯÊÓÖÚÌɯ

ÙÌÕËÌÙÐÕÎɯÐÕɯÛÌÙÔÚɯÖÍɯ×ÙÖ×ÖÚÐÛÐÖÕÈÓɯÊÖÕÛÌÕÛɯÛÏÙÖÜÎÏÖÜÛɯÛÏÈÛɯ×ÈÙÛÐÊÜÓÈÙɯÓÐÕÌɯÞÐÛÏɯÕÖɯ

ÈËËÐÛÐÖÕÚȭɯ%ÖÙɯÌßÈÔ×ÓÌȮɯÓÐÕÌɯƗƙɯÖÍɯÛÏÌɯÚÖÜÙÊÌɯ×ÖÌÔȮɯȿẃṓщІɀȮɯÔÌÈÕÐÕÎɯȿÞÏÌÕɯ

ÛÏÌɯÛÙÖÖ×ÚɯÙÌÛÜÙÕÌËɯÛÏÌàɯÞÌÙÌɯÚÜÔÔÖÕÌËɯÛÖɯÛÏÌɯ$Ô×ÌÙÖÙɀȮɯÐÚɯÛÙÈÕÚÓÈÛÌËɯÉàɯ!ÜËËɯ

ȹ3ÙÈÕÚÓÈÛÐÖÕɯƗȺɯÐÕÛÖɯÛÏÙÌÌɯÓÐÕÌÚɯÈÚɯȿ ÕËɯÞÏÌÕɯÈÛɯÓÈÚÛɯÛÏÌɯ"È×ÐÛÈÓɯÞÈÚɯÙÌÈÊÏÌËȮɯ3ÏÌɯ

ÞÈÙÙÐÖÙÚȮɯÞÏÖɯÚÖɯÔÈÕàɯÍÖÙÛÚɯÏÈËɯÉÙÌÈÊÏÌËȮɯ6ÌÙÌɯÚÜÔÔÖÕÌËɯÛÖɯÛÏÌɯ×ÙÌÚÌÕÊÌɯÖÍɯÛÏÌɯ

*ÐÕÎɀȮɯÞÏÐÊÏɯ(ɯÏÈÝÌɯÔÈÙÒÌËɯÈÚɯÓÐÕÌɯƗƙȭɯ.ÕÌɯÊÈÕɯËÐÚÊÌÙÕɯÛÏÈÛɯÐÕɯÛÏÐÚɯÓÐÕÌɯÛÏÌÙÌɯÈÙÌɯ

ÈËËÐÛÐÖÕÚɯȹ×ÜÛɯÐÕɯÐÛÈÓÐÊÚȺɯÉàɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙȮɯÉÜÛɯÛÏÌÚÌɯÓÐÕÌÚɯÈÙÌɯÈÓÓɯÔÈÙÒÌËɯÈÚɯÓÐÕÌɯƗƙɯ

                                                                                                                                                                                           
ƛƳǇƭƛŜŘ ƛƴ ǘƘŜ ǉǳƻǘŜ Ψ! narrative ǊŜŎƻǳƴǘǎ ŀ ǎǘƻǊȅΣ ŀ ǎŜǊƛŜǎ ƻŦ ŜǾŜƴǘǎ ƛƴ ǘƘŜ ǘŜƳǇƻǊŀƭ ǎŜǉǳŜƴŎŜΩ ό/ƻƘan & Shires, 
1988, p. 1). 
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ÈÕàÞÈàɯÉÌÊÈÜÚÌɯÛÏÌɯÈËËÐÛÐÖÕɯÐÚɯÕÖÛɯÛÙÈÕÚÓÈÛÌËɯÉàɯ!ÜËËɯÈÚɯÈÕÖÛÏÌÙɯÓÐÕÌɯÞÏÐÊÏɯÚÛÈÕËÚɯ

ÈÓÖÕÌȭɯ$ßÈÔ×ÓÌÚɯÖÍɯÈËËÐÛÐÖÕɯÈÙÌɯÈÓÚÖɯÙÌÈÓÐáÌËɯÈÚɯÚÐÎÕÐÍÐÊÈÕÛɯÌß×ÈÕÚÐÖÕɯÖÍɯÛÏÌɯ

ÔÌÈÕÐÕÎɯÖÍɯÛÏÌɯÖÙÐÎÐÕÈÓȯɯÐÕɯ!ÜËËɀÚɯÛÙÈÕÚÓÈÛÐÖÕȮɯÛÏÌɯÚÐÔ×ÓÌɯÔÌÈÕÐÕÎɯÖÍɯȿÛÖÎÌÛÏÌÙɯÐÕɯ

ÛÏÌɯÈÙÔàɯÍÖÙɯÛÞÌÓÝÌɯàÌÈÙÚɀɯȹȿ֝ᴩϫϡדɀȺɯÖÍɯÓÐÕÌɯƙƛɯÐÕɯÛÏÌɯÚÖÜÙÊÌɯ×ÖÌÔɯÏÈÚɯÉÌÌÕɯ

Ìß×ÈÕËÌËɯÛÖɯȿ.ÕɯÛÖÐÓÚÖÔÌɯÔÈÙÊÏȮɯÖÙɯÞÏÌÕɯÚÞÖÙËÚȮɯÍÓÈÚÏÌËɯÈÕËɯÎÓÌÈÔÌËɀɯÈÕËɯȿ(Õɯ

ÔÈÙÚÏÈÓÓÌËɯÉÈÛÛÓÌȮɯÖÙɯÖÕɯÚÜËËÌÕɯÙÈÐËɀɯȹÛÏÌɯÚÌÊÖÕËɯÈÕËɯÛÏÐÙËɯÓÈÚÛɯÓÐÕÌÚɯÖÍɯÛÏÌɯÓÈÚÛɯ

ÚÛÈÕáÈȺȭɯ2ÜÊÏɯÈɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚɯÚÛÐÓÓɯÔÈÙÒÌËɯÈÚɯÓÐÕÌɯƙƛɯÞÏÌÕɯ×ÌÙÊÌÐÝÈÉÓàɯÛÏÌɯÛÙÈÕÚÓÈÛÌËɯ

ÓÐÕÌɯÐÚɯÈÉÖÜÛɯÞÏÈÛɯ,ÜÓÈÕɯÈÕËɯÏÌÙɯÊÖÔÙÈËÌÚɯÌß×ÌÙÐÌÕÊÌËɯÛÖÎÌÛÏÌÙɯÐÕɯÛÏÌɯÈÙÔàɯÍÖÙɯÈɯ

ÓÖÕÎɯ×ÌÙÐÖËɯÖÍɯÛÐÔÌȮɯÈÕËɯÚÖɯÈÙÎÜÈÉÓàɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÊÈÕɯÚÛÐÓÓɯÉÌɯÊÖÕÚÐËÌÙÌËɯÈɯ

ÙÌÕËÌÙÐÕÎɯÍÖÙɯÓÐÕÌɯƙƛȭɯ 

.ÕɯÛÏÌɯÖÛÏÌÙɯÏÈÕËȮɯÛÏÌÙÌɯÈÙÌɯÓÐÕÌÚɯÐÕɯÛÏÌɯÖÙÐÎÐÕÈÓɯ×ÖÌÔɯÞÏÐÊÏɯÈÙÌɯËÌÓÌÛÌËɯÖÙɯ

ÏÈÝÌɯ×ÈÙÛÚɯÖÍɯÛÏÌÔɯËÌÓÌÛÌËɯÐÕɯÈɯÛÙÈÕÚÓÈÛÐÖÕȭɯ%ÖÙɯÛÏÌɯÍÖÙÔÌÙɯÊÈÚÌȮɯ(ɯÐÕËÐÊÈÛÌɯÞÏÈÛɯÛÏÌɯ

ËÌÓÌÛÌËɯÓÐÕÌȹÚȺɯÐÚɤÈÙÌɯÐÕɯ×ÈÙÌÕÛÏÌÚÌÚȭɯ(ÕɯÛÏÌɯÊÈÚÌɯÖÍɯÛÏÌɯÓÈÛÛÌÙȮɯ(ɯÊÈÕɯÎÐÝÌɯÈÕɯÌßÈÔ×ÓÌɯ

ÖÍɯ,ÈÙÛÐÕɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƘȺȯɯÓÐÕÌÚɯƗƕɯÈÕËɯƗƖɯÖÍɯÛÏÌɯÖÙÐÎÐÕÈÓɯ×ÖÌÔȮɯÐȭÌȭɯȿ

 ◐Ȯɯԏ ᴪɀɯÈÙÌɯÛÙÈÕÚÓÈÛÌËɯÈÚɯȿ3ÏÌɯÚÜÕɯÚÏÐÕÌÚɯÊÖÓËȮɯÈÕËɯÛÏÌɯÞÐÕÛÙàɯÉÓÈÚÛȮɯ(Ûɯ

×ÐÌÙÊÌÚɯÛÏÙÖÜÎÏɯÈÕËɯÛÏÙÖÜÎÏɀȮɯÞÏÐÊÏɯÐÚɯÕÖÛɯÈɯÊÖÔ×ÓÌÛÌɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯÛÏÌɯÛÞÖɯÓÐÕÌÚɯ

ÉÌÊÈÜÚÌɯÚÖÔÌɯÐÕÍÖÙÔÈÛÐÖÕɯÐÕɯÓÐÕÌɯƗƖɯȹÐȭÌȭɯÛÙÈÕÚÔÐÛÛÐÕÎɯÛÏÌɯÚÖÜÕËÚɯÖÍɯÛÏÌɯÞÈÛÊÏÔÈÕɀÚɯ

ÙÈÛÛÓÌȯɯȿ ◐ɀȺɯÐÚɯËÌÓÌÛÌËȭɯ3ÏÌɯÛÙÈÕÚÓÈÛÐÖÕȮɯÏÖÞÌÝÌÙȮɯÐÚɯÔÈÙÒÌËɯÈÚɯÓÐÕÌÚɯƗƕɯÈÕËɯƗƖɯ

ÈÕàÞÈàȭɯ 

(ÕɯÈËËÐÛÐÖÕȮɯÛÏÌÙÌɯÈÙÌɯÌßÈÔ×ÓÌÚɯÖÍɯÈɯÚÐÕÎÓÌɯÓÐÕÌɯÐÕɯÛÏÌɯÚÖÜÙÊÌɯ×ÖÌÔɯÚ×ÓÐÛɯÜ×ɯ

ÐÕÛÖɯÚÌÝÌÙÈÓɯÓÐÕÌÚɯÐÕɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕȭɯ(Õɯ!ÜËËɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƗȺȮɯlines 23-24 

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.  

(ɯÊÈÕÕÖÛɯÎÐÝÌɯÈɯÍÜÓÓɯÓÐÚÛɯÖÍɯÛÏÌɯÒÐÕËÚɯÖÍɯÌßÈÔ×ÓÌÚɯÚÐÔÐÓÈÙɯÛÖɯÛÏÌɯÖÕÌÚɯÔÌÕÛÐÖÕÌËɯ

ÈÉÖÝÌȮɯÉÜÛɯÐÕɯÈÕàɯÊÈÚÌɯÔàɯ×ÜÙ×ÖÚÌȮɯÉàɯÔÈÙÒÐÕÎɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕÚɯÐÕɯÚÜÊÏɯÈɯÞÈàȮɯÐÚɯÛÖɯ

ÎÐÝÌɯÈÕɯÐËÌÈɯÖÍɯÏÖÞɯÊÓÖÚÌÓàɯÛÏÌɯÚÌØÜÌÕÊÌɯÖÍɯ×ÙÌÚÌÕÛÈÛÐÖÕɯÖÍɯÛÏÌɯÚÖÜÙÊÌɯ×ÖÌÔɯÐÚɯ

ÍÖÓÓÖÞÌËɯÉàɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕÚȭ 

3ÏÌɯÚÖÜÙÊÌɯ×ÖÌÔȮɯÐÛÚɯÍÖÜÙɯÛÙÈÕÚÓÈÛÐÖÕÚȮɯÈÕËɯÊÖÔÔÌÕÛÚɯÖÕɯÛÏÌÐÙɯÛÙÈÕÚÓÈÛÐÖÕÚɯ

ÈÙÌɯ×ÙÌÚÌÕÛÌËɯÈÚɯÍÖÓÓÖÞÚɯȹÈɯÚ×ÈÊÌɯÏÈÚɯÉÌÌÕɯÓÌÍÛɯÐÕɯÉÌÛÞÌÌÕɯËÐÍÍÌÙÌÕÛɯÚÛÈÕáÈÚȺȯ 

Ѥ    ᵊ֤ 

    
 

1.  2. Ѥ љ ȴ 
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3. Л ί Ȳ 

4. Ѕ ȴ 

5. ЅᴶἬ≈Ȳ 

6. ЅᴶἬ ȴ 

7. ЅӼ Ἤ≈Ȳ 

8. ЅӼ Ἤ ȴ 

9. ╧ỏṓ ἁ 

10. ҠᴀЄ ᵎȴ 

11. ϫϡẪȲ 

12. ẪẪצ ֤ȴ 

13.   ЄẐȲ 

14. Ѥ  Ҋȴ 

15. ⱢӀ Ȳ 

ױ .16 ἐȴ 

 

17. ὧӀ Ȳ 

18. ᴫӀ ȴ 

19. ⁮Ӏ Ȳ 

20. ҖӀ   ȴ 

21. ӎ ҟȲ 

22. ᾈ ȴ 

23. Л Ѕ Ȳ 

24. ᵀ ᾈ☼Ѭ ȴ 

25. ӎ ᾈҟȲ 

26. Ѝ ȴ 

27. Л Ѕ Ȳ 

28. ᵀ Ѝ ȴ 

 

ט .29 Ȳ 

30. Ѝ⇔ ȴ 

31.  ◐Ȳ 

32. ԏ ᴪȴ 

33. ᴍ  Ȳײ

34. ᶇЂϫד ȴ 

 

35. ẃṓщІȲ 

36. щІᶄὙ ȴ 

37. ϫϡ Ȳ 

38. ᴍϾ ȴ 

39. Ҡᴀ Ἤ Ȳ 

40. Ѥ ЛӣỮ ȴ 

41. Ὑ ϾṭṜȲ 

42. Ẑ ╝ ȴ 

 
43. ЅẃȲ 

44. ҏ ᶿד ȴ 

45.  Ỡ ỘẃȲ 

46. љ  ᶉȴמּ

47. Њᶬ ỠẃȲ  

48. ϧ ֣ ᴒȴ 

49. ᶺὧ  Ȳ 

50. ᶄᶺᴫ ᶩȴ 

51. ᶺ Ȳ 

52. ᶺ ȴ 

53. Ȳ 

54. ἁῧ ȴ 

55. ҏ כ ᴴȲ 

56. ᴴꞋ ȴ 

57. ֝ᴩϫϡדȲ 

58. Л῀Ѥ ╥Ѕ ȴ  
 

59. ẏ Ȳ 

60. ẏ ȴ 

61. ẏ ֮ṛȲ 

62. ׄ ᶺ╥ ȴ 

 

Mulan Ci   Anonymous 

1. ji  ji (onoma.) again  ji  ji  

2. Mu  Lan  face (v.)  door  weave 
3. not   hear  loom   shuttle  sound 
4. only  hear  girl  sigh  ï  
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5. ask  girl  what  suo (pro.) think (meaning ówhat 
youôre thinkingô) 

6. ask   girl  what  suo (pro.) remember  

7. girl (óIô) actually  nothing suo (pro.) think (meaning 

ónothing Iôm thinkingô) 

8. girl   actually  nothing suo (pro.) remember 
9. last   night  saw  army  notice 

10. The-Khan*  ï  large-scale levied   troops  

11. army  books (n.)** twelve  ï  strolls (quan.)  
12. every-stroll ï  has  fatherôs  name 

13. a (pre.) father  no  grown   son  

14. Mu  Lan  no  elder  brother 
15. willing  forïfather  buy  saddle  horse 
16. from  now-on  for  father  fight 

 

17. east  market  buy  fine  horse 
18. west  market  buy  saddle  pad 
19. south  market  buy  snaffle  rein 
20. north  market  buy  long  whip 
21. morning bid-farewell father  mother   qu (v.)*** 
22. evening rest  Yellow  River  side 
23. not  hear  father  mother   call  daughter  
 sound (n.)  
24. but   hear  Yellow  River  flow water  

sounds (n.) jian   jian (onoma.)  
25. morning bid-farewell father  mother  qu 
26. evening rest  Black  Mountain top 
27. not  hear  father  mother   call  daughter 

 sound (n.) 
28. but   hear  Yan  Mountain****  Hu (the Mongolians) 

rides (n.)  sounds (n.)  jiu   jiu (onoma.)  
 

29. ten-thousand  li (u. of measure.)  go-for  military-actions  ï 
30. passes (n.)  mountains  cross (v.) like   flying  
31. northern air   transmit watchmanôs-rattle ï  
32. chilly  moonlight  shine-upon metal   armor 
33. generals ï   (after) hundred wars    die 
34. warriors ï   (after) ten years   return 
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35. return   ï  to-see  Son-of-Heaven ï 
36. Son-of-Heaven ï  seated-at Light  Hall (the 

ceremonial hall)  
37. record (v.)  achievements twelve  ï  times*****  
38. reward (v.)  ï  hundred thousand more (ómore 
than tens of thousands of rewardsô) 

39. The-Khan  ï  ask  suo (pro.) want (meaning 
óthe thing that you wantô)  

40. Mu   Lan not assume  Shangshu-post****** 
 ï  ï  

41. willing  borrow  very-fast-horse ï  thousand   

li (u. of measure.)  feet******* 
42. send   son (me) back  home  ï 

 
43. father  mother  hear  daughter return 

44. go-to  outer-city mutually hold  jiang (aux.)  

45. a (pref.) elder-sister hear  younger-sister return 
46. face (v.) door  put-on  heavy-make-up ï 
47. younger-brother  ï hear  sister  return 

48. sharpen knife  huo  huo (onoma.) towards  pig sheep  
49. open  my  east-side room  door 
50. sit-on  my  west-side room  bed 
51. take-off my  war  times  garb 
52. put-on my  old  times  garment 
53. face (v.) window comb  hair  ï 
54. face (v.) mirror  stick  decoration (on my face) ï  
55. go-out-of door  see comrades-in-arms ï  
56. comrades-in-arms  ï all startled   ï  
57. together fight twelve ï years 

58. not   know Mu Lan is girl  ï 
 
59. male  hare  legs  restless  ï 
60. female hare  eyes  narrow  ï 
61. two   rabbits   adhere-to ground  run 
62. how  can  differentiate I    is male  female 

 
* óThe Khanô is the form of address ancient ethnic minority groups had for their 
leader/emperor. 
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** óArmy booksô refers to the documents with the list of the names of the conscripts.  

*** óQuô is a verb following a main verb to indicate the ódirectionô or ótendencyô of the action. 

E.g. ónaquô (ҟ) means to take away. 

**** óYan Mountainô and óBlack Mountainô (in line 26) refer to two mountain ranges. 
According to documentary evidence the proximity between them (óYan Mountainô is in the 
North East of the Capital of Beijing and óBlack Mountainô is at the Beijing City [Lin, 2005, 
p.338]) is consistent with the description that Mulan could from the Black Mountain hear 

sounds of the Hu rides. 

*****The line means the official rank was promoted twelve times, twelve not being the actual 
number. The number in lines 29, 33, 34, 38, and 57 should not be taken to be the actual 
number as well. 

****** Shangshu is an official post in ancient China responsible for administrative matters. 

*******What Mulan wants to borrow is a óquick horse that can run a thousand li a dayô. 

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 shuttleôs sound, (3) 
But only a girlôs sobs and sighs.(4) 
óOh, tell me, lady, are you thinking of your love, (5) 
Oh, tell me, lady, are you longing for your dear?ô (6) 
óOh no, oh no, I am not longing for my dear.(7, 8) 
But last night I read the battle-roll; (9) 
The Khan has ordered a great levy of men. (10) 
The battle-roll was written in twelve books, (11) 
And in each book stood my fatherôs name. (12) 
My fatherôs 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 soldiers to take my fatherôs place.ô(16) 
 
In the eastern market sheôs bought a gallant horse.(17) 
In the western market sheôs bought saddle and cloth.(18) 
In the southern market sheôs bought snaffle and reins.(19) 
In the northern market sheôs bought a tall whip.(20) 
In the morning she stole from her fatherôs and motherôs house. (21) 
At night she was camping by the Yellow Riverôs side.(22) 
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 Waterôs side.(26) 
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 the hills of Yen. 
(28) 
 
A thousand leagues she tramped on the errands of war. (29) 
Frontiers and hills she crossed like a bird in flight. (30) 
Through the northern air echoed the watchmanôs tap; (31) 
The wintry light gleamed on coats of mail.(32) 
The captain had fought a hundred fights, and died;(33) 
The warriors in ten years had won their rest.(34) 
They went home, they saw the Emperorôs face; (35) 
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) 
óOh, Mulan asks not to be made  
A counsellor at the Khanôs court; (40) 
I only beg for a camel* that can march  
A thousand leagues a day, (41) 
To take me back to my home.ô (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 her 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) 
She cast aside her heavy soldierôs cloak, (51) 
And wore again her old-time 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 óThis is heô? (62) 
 
*óMingtuoô (Ὑ ) has been taken to mean a camel or a fine horse. 

 

(Lü &  Xu , 1988, p.114 ɬ 116) 

Translation 2:  

 
Ode to Mulan  Hans, H. Frankel 
 
Tsiek tsiek and again tsiek tsiek, (1) 

   Mu-lan weaves, facing the door. (2) 
   You don't hear the shuttle's sound, (3) 

You only 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 I saw the draft posters, (9) 
The Khan is calling many troops, (10) 
The army list is in twelve scrolls, (11) 
On every scroll there's Father's name. (12)  
Father has no grown-up son, (13) 
Mu-lan has no elder brother. (14) 
I 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 the Yellow 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 Mountain. (26) 
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 carry the 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 gives out promotions in twelve ranks (37) 
And prizes of a hundred thousand and more. (38) 
The Khan asks her what she desires. (39) 
"Mu-lan has no use for a minister's post. (40) 
I wish to ride a swift mount (41) 
To take me back to my home." (42) 

 
When Father and 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 coming (47) 
He whets the knife, quick quick, for pig and sheep. (48) 
"I open the door to my east chamber, (49) 
I sit on my couch in the west room, (50) 
I take off my wartime gown (51) 
And put on my old-time clothes." (52) 
Facing the window she fixes her cloudlike hair, (53) 
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 Mu-lan was a girl. (58) 
  
"The he-hare's feet go hop and skip, (59) 
The she-hare's eyes are muddled and fuddled. (60) 
Two hares running side by side close to the ground, (61) 
How can they tell if I am he or she?" (62) 

(Frankel, 1976, p. 68-72) 

(ÛɯÊÈÕɯÉÌɯÚÌÌÕɯÛÏÈÛɯ6ÈÓÌàɀÚɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƕȺɯÈÕËɯ%ÙÈÕÒÌÓɀÚɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƖȺɯ

ÝÌÙÚÐÖÕÚɯÈÙÌɯÛà×ÐÊÈÓɯÌßÈÔ×ÓÌÚɯÖÍɯÌÈÊÏɯÓÐÕÌɯÉÌÐÕÎɯÛÙÌÈÛÌËɯÈÚɯÈɯÊÖÔ×ÓÌÛÌɯÚÌÔÈÕÛÐÊɯÜÕÐÛȭɯ

6ÐÛÏɯÖÕÓàɯÖÕÌɯÌßÊÌ×ÛÐÖÕɯȹ6ÈÓÌàɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯÍÖÙɯÓÐÕÌÚɯƛɯÈÕËɯƜȺȮɯÉÖÛÏɯÛÙÈÕÚÓÈÛÐÖÕÚɯÈÙÌɯ

ÈɯÓÐÕÌ-Éà-ÓÐÕÌɯÙÌÕËÌÙÐÕÎɯȹÛÏÖÜÎÏɯÚÖÔÌɯ×ÈÙÛÚɯÈÙÌɯÛÙÈÕÚÓÈÛÌËɯÈÚɯÈɯÙÜÕ-ÖÕɯÓÐÕÌȮɯÌȭÎȭɯÓÐÕÌɯ

ƘƜɯÐÕɯ6ÈÓÌàɀÚɯÛÙÈÕÚÓÈÛÐÖÕȺɯÍÖÓÓÖÞÐÕÎɯÛÏÌɯÚÌØÜÌÕÛÐÈÓɯÚÛÙÜÊÛÜÙÌɯÖÍɯÛÏÌɯÚÖÜÙÊÌɯ×ÖÌÔȭɯ

3ÏÌÐÙɯÛÙÈÕÚÓÈÛÐÖÕÚɯÊÈÕɯÉÌɯÊÖÔ×ÈÙÌËɯÞÐÛÏɯ!ÜËËɀÚɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƗȺɯÈÕËɯ,ÈÙÛÐÕɀÚɯ

ȹ3ÙÈÕÚÓÈÛÐÖÕɯƘȺɯÝÌÙÚÐÖÕÚɯÉÌÓÖÞȯ 
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3ÙÈÕÚÓÈÛÐÖÕɯƗȯ 
 

Muh-Lan  Charles Budd 

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 spinning-wheel and loom  
She sat at work without the women's room.  
But tho' her hand the shuttle swiftly plies  
The whir cannot be heard for Muh-Lan's sighs; (3, 4) 
When neighbours asked what ills such mood had wrought, (5) 
And why she worked in all-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 more warriors for the west, (10) 
(11 missing) 
The name of Muh-Lan's father heading all the rest. (12)  
But he was ill ð 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 friend, 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, she would the 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 glittering spear.  
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 flood  
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They stopped to rest and cool their fevered blood. (22) 
The turbid stream swept on with swirl and foam  
Dispelling Muh-Lan's dreams of friends and home;  
Muh-Lan! Muh-Lan! she heard her mother cry ð (23) 
The waters roared and thundered in reply! (24) 
Muh-Lan! Muh-Lan! she heard her father sigh ð(23)  
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! Muh-Lan! she hears her father pray ð (27) 
While on the ridge the Tartars' horses neigh; (28) 
Muh-Lan! Muh-Lan! 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 blare ð the fight's begun;  
A deadly mêlee ð and the Pass is won! (33) 
The war went on, and many a battle-field (33) 
Revealed Muh-Lan 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 march and 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 warriors, who so many forts had breached,  
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 Muh-Lan, singled out from all the rest,  
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 ï" Muh-Lan, Muh-Lan! 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 Muh-Lan's praise, (47) 
(48 missing) 
For many proud and happy boastful days!  
The greetings o'er, she slipped into her room ð (49) 
Radiant with country flowers in fragrant bloom ð  
(50 missing) 
And changed her soldier's garb for woman's dress: (51, 52) 
Her head adorned with simple maiden's tress ð  
A single flower enriched her lustrous hair ð (53) 
(54 missing) 
And forth she came, fresh, maidenly, and fair! (55) 
Some comrades 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, flashed and gleamed (57)  
In marshalled battle, or on sudden raid (57)  
That their brave comrade was a beauteous maid. (58) 

  
(59-62 [missing]) 

* The source poem says óelder sisterô. 

ȹLü & Xu , 1988, p. 109-112) 

Translation 4:  

Mulan, the Maiden Chief  W.A.P. Martin 

(1-4 missing) 
"Say, maiden at your spinning wheel,  
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Why heave that deep-drawn sigh?  
Is't fear, perchance, or love you feel?  
Pray tell-oh, tell me why!" (5, 6)  
"Nor fear nor love has moved my soul-  
Away such idle thought! (7, 8)  
A warrior's glory is the goal  
By my ambition sought. 
(9-12 [missing]) 

"My father's cherished life to save,  
My country to redeem, 
The dangers of the field I'll brave, -- 
I am not what I seem. 
"No son has he his troop to lead, (13) 
No brother dear have I; (14) 
So I must mount my father's steed, (15)  
And to the battle hie." (16) 
 
(17-20 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)    
(25-27 missing) 
And mail-clad soldiers tread.*(28) 
 
The northern plains are gained at last,  
The mountains sink from view; 
(29 - 30 missing) 
The sun shines cold, and the wintry blast  
It pierces through and through. (31, 32) 
A thousand foes around her fall,  
And red blood stains the ground; (33) 
But Mulan, who survives 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 duty's done,  
No guerdon I desire; (40) 
(41 missing) 
But let me to my home begone, (42) 
To cheer my aged sire. 
 
She nears the door of her father's home, (43) 
(44-52 missing) 

A chief with trumpet's blare;  
But when she doffs her waving plume, (53)  

She stands a maiden fair. 
 
(54-62 missing) 

*The translator is referring to the soldiers of the enemies. 

ȹLü &  Xu , 1988, p. 112 ɬ 113) 

Compared to Translations 1 and 2, the additions and deletions in these two 

ÛÙÈÕÚÓÈÛÐÖÕÚɯÈÙÌɯÖÉÝÐÖÜÚȮɯÔÈÕÐ×ÜÓÈÛÐÕÎɯ×ÌÙÏÈ×ÚɯÛÏÌɯȿ×ÖÌÛÐÊɯÓÐÊÌÕÚÌɀɯÈɯÛÙÈÕÚÓÈÛÖÙɯÐÚɯ

seen to be entitled to and, probably also the view that the euphonic feature of a 

×ÖÌÔɯÕÌÌËÚɯÛÖɯÉÌɯÙÌÛÈÐÕÌËɯȹÌȭÎȭɯÛÏÌɯÈËËÌËɯÓÐÕÌÚɯÐÕɯÛÏÌɯÍÐÙÚÛɯÚÛÈÕáÈɯÖÍɯ,ÈÙÛÐÕɀÚɯ

ÛÙÈÕÚÓÈÛÐÖÕɯȻ3ÙÈÕÚÓÈÛÐÖÕɯƘȼɯÞÏÐÊÏɯÙÏàÔÌÚȯɯȿ,àɯÍÈÛÏÌÙɅÚɯÊÏÌÙÐÚÏÌËɯÓÐÍÌɯÛo saveȮɯȱɯ3ÏÌɯ

dangers of the field I'll braveɀȮɯÈÕËɯÈÓÚÖɯÖÍɯ!ÜËËɀÚɯÛÙÈÕÚÓÈÛÐÖÕȯɯȿ ÚɯÉàɯÛÏÌɯÚÐËÌɯÖÍɯ

spinning -wheel and loom, she sat at work without the women's roomɀȺȭ 

IV.  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 I will discuss transference 

of this relationship with reference to the sequential structure as poetic argument.   

I propose that such a form-meaning relationship is realized by the sequential 

ÚÛÙÜÊÛÜÙÌɯÈÚɯ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛɯËÌÍÐÕÌËɯÐÕɯÛÞÖɯÚÌÕÚÌÚȮɯÕÈÔÌÓàȮɯÛÏÌɯȿÔÈÊÙÖ-ÚÛÙÜÊÛÜÙÌɀȮɯ

and the line-by-ÓÐÕÌɯÚÌØÜÌÕÊÌȮɯÞÏÐÊÏɯ(ɯÊÈÓÓɯÛÏÌɯȿÔÐÊÙÖ-ÚÛÙÜÊÛÜÙÌɀȭ   

The macro-structure can be explained in terms of the definition of Barthes 

and Duisit (1975) ÖÍɯÛÏÌɯȿÚÛÖÙàɀɯÈÚɯÈɯȿɁÚàÕÛÈßɂɯÖÍɯÊÏÈÙÈÊÛÌÙÚɀɯȹ×ȭƖƘƖȺ, similar to  the 

idea of Todorov who treats a story as a sentence (i.e. ÙÌÓÈÛÌËɯÛÖɯȿÚàÕÛÈßɀ) in which 

ÛÏÌɯÛÞÖɯÒÌàɯÊÖÔ×ÖÕÌÕÛÚɯÈÙÌɯÛÏÌɯȿÚÜÉÑÌÊÛɀɯÈÕËɯȿ×ÙÌËÐÊÈÛÌɀɭ fÖÙɯÌßÈÔ×ÓÌȮɯȿ3ÏÌɯÒÕÐÎÏÛɯ
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ȹÚÜÉÑÌÊÛȺɯÚÓÌÞɯÛÏÌɯËÙÈÎÖÕɯÞÐÛÏɯÏÐÚɯÚÞÖÙËɯȹ×ÙÌËÐÊÈÛÌȺɀɯÐÚɯÙÌÎÈÙËÌËɯÈÚɯȿÛÏÌɯÊÖÙÌɯÖÍɯÈÕɯ

Ì×ÐÚÖËÌɯÖÙɯÌÝÌÕɯÈÕɯÌÕÛÐÙÌɯÛÈÓÌɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ2ÌÓËÌÕɯȫɯ6ÐËËÖÞÚÖÕȮɯƕƝƝƗȮɯ×ȭɯƕƔƝȺȭɯ2ÜÊÏɯ

an understanding is very much in line with the analysi ÚɯÖÍɯÛÏÌɯȿÔÈÊÙÖ-ÚÛÙÜÊÛÜÙÌɀɯof 

narratives by Van Dijk (1976)ȮɯÐÕɯÞÏÐÊÏɯȿ/ÌÛÌÙɯÏÐÛɯ)ÖÏÕɀɯÐÚɯÊÖÔ×ÈÙÌËɯÛÖɯÛÏÌɯÔÖÙÌɯ

ÌÓÈÉÖÙÈÛÌɯȿ/ÌÛÌÙɯÞÈÚɯÈÕÎÙàɯÞÐÛÏɯ)ÖÏÕȭɯ'ÌɯÞÈÕÛÌËɯÛÖɯ×ÜÕÐÚÏɯÏÐÔȭɯ3ÏÌÕɯÏÌɯÛÖÖÒɯÏÐÚɯ

baseball bat, and hit John over the head. John fell down.ɀ (p. 552). The former is 

ÙÌÎÈÙËÌËɯÈɯȿÚÜÔÔÈÙàɀɯÖÍɯÛÏÌɯÓÈÛÛÌÙȮɯÞÏÐÓÌɯÉÖÛÏɯÊÈÕɯÉÌɯÊÖÕÚÐËÌÙÌËɯȿËÌÚÊÙÐ×ÛÐÖÕÚɯÖÍɯ

ÛÏÌɯÚÈÔÌɯÌÝÌÕÛɀ (ibid).  On the one hand, the deletion of propositions from the long 

ÝÌÙÚÐÖÕɯÞÏÐÊÏɯÌÝÌÕÛÜÈÓÓàɯÉÌÊÖÔÌÚɯȿ/ÌÛÌÙɯÏÐÛɯ)ÖÏÕɀɯËÖÌÚɯÕÖÛɯÈÍÍÌÊÛɯÛÏÌɯÊÖre meaning 

ÖÍɯÛÏÌɯÞÏÖÓÌɯÌÝÌÕÛɯÉÌÊÈÜÚÌɯÞÏÈÛɯÔÈÛÛÌÙÚɯÐÚɯÛÏÈÛɯÈÍÛÌÙɯÛÏÌɯËÌÓÌÛÐÖÕɯÛÏÌɯȿÓÖÎÐÊÈÓɯÈÕËɯ

ÊÖÕÝÌÕÛÐÖÕÈÓɯÚÛÙÜÊÛÜÙÌɯÖÍɯÈÊÛÐÖÕÚɀɯremains, while on the other hand, the more 

ÌÓÈÉÖÙÈÛÌɯÝÌÙÚÐÖÕɯÐÚɯÔÈËÌɯ×ÖÚÚÐÉÓÌɯÞÐÛÏɯÛÏÌɯÚÜ××ÓàɯÖÍɯȿ×ÙÖ×ÖÚÐÛÐÖÕÚɯÍÙÖÔɯÖÜÙɯ

generaÓɯÒÕÖÞÓÌËÎÌɯÖÍɯȹÛà×ÌÚȺɯÖÍɯÈÊÛÐÖÕɀɯȹibid ) ɬ this results in an expansion of the 

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 subject-predicate structure echoes Prince (2001), who states 

ÛÏÈÛɯÛÏÌɯÕÈÙÙÈÛÐÝÌɯȿÏÈÚɯÉÌÌÕɯÔÐÕÐÔÈÓÓàɯËÌÍÐÕÌËɯÈÚɯÛÏÌɯÙÌ×ÙÌÚÌÕÛÈÛÐÖÕɯÖÍɯÈÛɯÓÌÈÚÛɯÖÕÌɯ

ÌÝÌÕÛȮɯÖÕÌɯÊÏÈÕÎÌɯÐÕɯÈɯÚÛÈÛÌɯÖÍɯÈÍÍÈÐÙÚɀȮɯ/ÙÐÕÊÌɀÚ one-ÚÌÕÛÌÕÊÌɯÌßÈÔ×ÓÌɯÉÌÐÕÎɯȿ3ÏÌɯ

*ÐÕÎɯËÐÌËɀ55 (p.27).  

Going back to the poem example above, its macro-structure may likewise be 

×ÏÙÈÚÌËɯÈÚɯÈɯÚÐÔ×ÓÌɯÚÌÕÛÌÕÊÌȮɯÈÓÉÌÐÛɯÞÐÛÏɯÔÖÙÌɯÛÏÈÕɯÖÕÌɯÈÊÛÐÖÕȯɯȿ,ÜÓÈÕɯÓÌÍÛɯÏÖÔÌɯÛÖɯ

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, 

ÞÌÕÛɯÉÈÊÒɯÛÖɯÏÌÙɯÍÈÔÐÓàɯÈÕËɯÉÌÊÈÔÌɯÏÌÙɯÛÙÜÌɯÚÌÓÍɯÈÎÈÐÕɀȭ  

TÏÌɯÚÛÖÙàɯÖÍɯ,ÜÓÈÕɯÊÈÕɯÉÌɯÈÕÈÓàáÌËɯÐÕɯÛÌÙÔÚɯÖÍɯËÐÍÍÌÙÌÕÛɯ×ÏÈÚÌÚɯÖÍɯÈɯÚÛÖÙàɯɬɯ

ÛÏÌɯȿ(ÕÛÙÖËÜÊÛÐÖÕɀɯÖÙɯȿ2ÌÛÛÐÕÎɀȮɯȿ"ÖÔ×ÓÐÊÈÛÐÖÕɀȮɯÈÕË ȿ1ÌÚÖÓÜÛÐÖÕɀɯȹ+ÈÉÖÝɯȫɯ6ÈÓÌÛáÒàȮɯ

as cited in Van Dijk, 1976, p.547), ÞÏÐÊÏɯÈÓÚÖɯÊÖÕÚÛÐÛÜÛÌɯÛÏÌɯÕÈÙÙÈÛÐÝÌɯÔÈÊÙÖ-

ÚÛÙÜÊÛÜÙÌ. At the beginning 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  

                                                           
55

 It is noted that such a minimal definition of narrative is so broad that it includes also ƭȅǊƛŎ ǇƻŜƳǎ ǿƘƛŎƘ ΨŘŜǇƛŎt 
ŀŎǘƛƻƴǎ ŀƴŘ ƘŀǇǇŜƴƛƴƎǎΩ όibid).    
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(Complication) . Then she retired from military service,  returned home, and 

transformed back into a woman (Resolution). There is also a meta-fictional 

commentary at the very end (i.e. the analogy of the male and female hare which 

ÌÊÏÖÌÚɯÛÏÌɯÚÛÖÙàɯÖÍɯ,ÜÓÈÕȺȮɯÖÙɯÚÐÔ×ÓàɯÛÏÌɯȿÌÝÈÓÜÈÛÐÖÕɀɯȹ×ȭƙƙƙȮɯ5ÈÕɯ#ÐÑÒȮɯƕƝƛƚȺȮɯÈÓÚÖɯÈɯ

typical component of the macro-structure of narrative. (ÛɯÞÖÜÓËɯÈ××ÌÈÙɯÈÓÚÖɯÛÏÈÛɯ

ÔÈÊÙÖ-ÚÛÙÜÊÛÜÙÌɯÞÐÛÏɯÛÏÌɯÜÕËÌÙÚÛÈÕËÐÕÎɯÑÜÚÛɯÌß×ÓÈÐÕÌËɯÊÈÕɯÉÌɯÈÕɯÌßÏÐÉÐÛɯÖÍɯÚÛÖÙàɯ

ÎÙÈÔÔÈÙȮɯÞÏÐÊÏɯÐÚɯÈɯȿÙÜÓÌɯÚàÚÛÌÔɯËÌÝÐÚÌËɯÍÖÙɯÛÏÌɯ×ÜÙ×ÖÚÌɯÖÍɯËÌÚÊÙÐÉÐÕÎɯÛÏÌɯ

ÙÌÎÜÓÈÙÐÛÐÌÚɯÍÖÜÕËɀɯȹ,ÈÕËÓÌÙȮɯÈÚɯÊÐÛÌËɯÐÕɯ+ÌÏÙȮɯƕƝƜƛȮɯ×ȭɯƙƙƔȺɯÐÕɯÈɯȿÞÌÓÓ-ÍÖÙÔÌËɯÚÛÖÙàɀɯ

ÐÕɯÛÏÌɯÞÖÙËÚɯÖÍɯ+ÌÏÙɯȹÐÉÐËȺȭɯ 

6ÐÛÏɯÙÌÎÈÙËɯÛÖɯÛÏÌɯÔÈÊÙÖ-ÚÛÙÜÊÛÜÙÌȮɯÛÏÌɯÊÖÕÚÐÚÛÌÕÊàɯÖÍɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕÚɯÖÍɯÛÏÌɯ

×ÖÌÔɯÖÍɯ,ÜÓÈÕɯÐÚɯØÜÐÛÌɯÖÉÝÐÖÜÚȭɯ(ÛɯÐÚɯÖÉÑÌÊÛÐÝÌÓàɯËÐÚÊÌÙÕÐÉÓÌɯÛÏÈÛɯÈÓÓɯÛÙÈÕÚÓÈÛÐÖÕÚɯ

ÈÉÖÝÌɯÏÈÝÌɯÙÌÛÈÐÕÌËɯÛÏÌɯÔÈÊÙÖ-ÚÛÙÜÊÛÜÙÌɯÖÍɯÛÏÌɯÕÈÙÙÈÛÐÝÌɯÐÕɯÛÏÌɯÚÈÔÌɯÚÌØÜÌÕÊÌɯÈÚɯ

ÐÕËÐÊÈÛÌËɯÉàɯÛÏÌɯÕÜÔÉÌÙɯÔÈÙÒÐÕÎÚȭɯ!ÖÛÏɯ!ÜËËɀÚɯÈÕËɯ,ÈÙÛÐÕɀÚɯÛÙÈÕÚÓÈÛÐÖÕÚɯȹȻ3] and 

[4] respectivelyȺɯÏÈÝÌɯÛÈÒÌÕɯÛÏÌɯÓÐÉÌÙÛàɯÛÖɯÓÌÈÝÌɯÖÜÛɯÛÏÌɯȿÌÝÈÓÜÈÛÐÖÕɀɯÖÍɯÛÏÌɯÔÈÊÙÖ-

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. at the end. .ÉÝÐÖÜÚÓàɯÛÙÈÕÚÓÈÛÐÖÕÚɯƗɯÈÕËɯ

ƘȮɯÛÏÌɯÔÜÊÏɯÍÙÌÌÙɯÝÌÙÚÐÖÕÚɯÊÖÔ×ÈÙÌËɯÛÖɯƕɯÈÕËɯƖȮɯÈÙÌɯÙÌÕËÐÛÐÖÕÚɯÞÏÐÊÏɯÚÜ××ÓàɯÛÏÌɯ

ÚÌØÜÌÕÛÐÈÓɯȿÔÈÊÙÖɯÚÛÙÜÊÛÜÙÌɀɯÖÍɯÛÏÌɯ,ÜÓÈÕɯÚÛÖÙàɯÞÐÛÏɯËÌÛÈÐÓÚɯÛÏÈÛɯËÖɯÕÖÛɯÌßÐÚÛɯÐÕɯÛÏÌɯ

ÖÙÐÎÐÕÈÓȮɯÖÙɯËÌÓÌÛÌɯËÌÛÈÐÓÚɯÍÙÖÔɯÐÛȮɯÉÜÛɯÌÐÛÏÌÙɯÞÈàɯÛÏÌɯÚÌØÜÌÕÊÌɯÖÍɯ×ÙÌÚÌÕÛÈÛÐÖÕɯÖÍɯÛÏÌɯ

ÔÈÊÙÖ-ÚÛÙÜÊÛÜÙÌɯÙÌÔÈÐÕÚɯÛÏÌɯÚÈÔÌȭɯ ËÏÌÙÌÕÊÌɯÛÖɯÛÏÌɯÔÈÊÙÖ-ÚÛÙÜÊÛÜÙÌɯÞÐÓÓɯÐÕɯÈɯÞÈàɯ

ÌÕÚÜÙÌɯÛÏÈÛɯÛÏÌɯÎÌÕÌÙÈÓɯÊÖÕÛÌÕÛɯÖÍɯÛÏÌɯÚÛÖÙàɯÙÌÔÈÐÕÚɯÊÖÕÚÐÚÛÌÕÛȮɯÈÕËɯÐÛɯÈ××ÌÈÙÚɯÛÏÈÛɯ

ÚÖÔÌɯÛÙÈÕÚÓÈÛÖÙÚɯÖÍɯÛÏÌɯ×ÖÌÔɯÚÈÞɯÐÛɯÈɯÍÙÌÌËÖÔɯÖÕɯÛÏÌÐÙɯ×ÈÙÛɯÛÏÈÛɯÛÏÌàɯÊÖÜÓËɯÈËËɯ

ȿ×ÙÖ×ÖÚÐÛÐÖÕÚɯÍÙÖÔɯÖÜÙɯÎÌÕÌÙÈÓɯÒÕÖÞÓÌËÎÌɯÖÍɯÛà×ÌÚɯÖÍɯÈÊÛÐÖÕɀȮɯÖÙɯÛÈÒÌɯ×ÈÙÛÚɯÖÍɯÛÏÌɯ

ÖÙÐÎÐÕÈÓɯÈÞÈàɯÈÛɯÞÐÓÓɯÚÖɯÓÖÕÎɯÈÚɯÛÏÌɯÔÈÊÙÖ-ÚÛÙÜÊÛÜÙÌɯÐÚɯÖÉÚÌÙÝÌËȭɯɯ 

I 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, a different 

ÚÌØÜÌÕÊÌɯÖÍɯ×ÙÌÚÌÕÛÈÛÐÖÕɯÖÍɯÛÏÌɯȿ2ÌÛÛÐÕÎɀȮɯȿ"ÖÔ×ÓÐÊÈÛÐÖÕɀȮɯÈÕËɯȿ1ÌÚÖÓÜÛÐÖÕɀɯÌÛÊȭɯÞÐÓÓɯ

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 s to manipulate their freedom  to make 

discretionary translation choices due to personal preferences.  

I 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 because translation decisions are confined within a single line. Huang and 

Wu (2009) discuss (bi-directional) translation s of poetry involving Chinese and 

$ÕÎÓÐÚÏȮɯÈÕËɯÈÚɯÛÏÌàɯÊÖÔÌɯÜ×ɯÞÐÛÏɯÛÏÌɯÖÉÚÌÙÝÈÛÐÖÕɯÛÏÈÛɯÛÏÌÙÌɯÐÚɯȿÕÖɯÊÏÈÕÎÌɯÐÕɯÛÏÌɯ

ÕÜÔÉÌÙɯÖÍɯÚÛÈÕáÈÚɯÈÕËɯÓÐÕÌÚɀɯÈÕËɯÛÏÈÛɯȿÛÏÌɯÚÌÔÈÕÛÐÊɯÚÌÕÛÌÕÊÌɯÐÚɯÊÓÌÈÙÓàɯÛÏÌɯ43ɯȻÜÕÐÛɯ

ÖÍɯÛÙÈÕÚÓÈÛÐÖÕȼɀɯȹ×ȭƕƖƖȺɯÜ×ÖÕɯÊÖÔ×ÈÙÐÚÖÕɯÖÍɯÛÏÌɯÚÖÜÙÊÌɯpoem and translations, the 

ÊÖÔÔÌÕÛɯÐÚɯÈÓÚÖɯÔÈËÌɯÛÏÈÛɯÛÏÌɯÚÐÔÐÓÈÙÐÛàɯÙÌ×ÙÌÚÌÕÛÚɯÈɯÚÛÙÈÛÌÎàɯÞÏÐÊÏɯȿÔÈßÐÔÐáÌȻÚȼɯ

ÛÏÌɯÌØÜÐÝÈÓÌÕÊÌɯÖÍɯÔÌÈÕÐÕÎɀɯȹ×ȭɯƕƖƗȺɯɬ this phrase itself is not clearly explained in 

the study, but perhaps at least the idea can be used to illustrate 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.56 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.   

V. Poetic argument of sequential structure as prose paraphrase  

Again, in Chapter 2, I have defined the structural dimension of poetic argument as 

meaning-bearing; at the same time I have also mapped out a purely meaning 

dimension which is the prose paraphrase of the poem, and which according to 

Brooks is closely associated with the propositional content of poetry:    

ȱto try to extract the content or meaning from a poem, to attempt simply to paraphrase it, 

ÐÚɯÈɯÒÐÕËɯÖÍɯȿÏÌÙÌÚàɀȮɯÈɯÍÜÕËÈÔÌÕÛÈÓɯÌÙÙÖÙȮɯÚÐÕÊÌɯÐÛɯÐÚɯÐÕɯÛÏÌɯÝÌÙàɯÕÈÛÜÙÌɯÖÍɯÓÐÛÌÙÈÙàɯ

                                                           
56

 Unlike Western poetry, ΨenjambmentΩ is Ψrare in classical Chinese poetryΩ (Hinton, 2008, p.425), and each end-
stopped line in classical Chinese poetry can therefore be considered as a somewhat self-contained semantic unit. 
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texts that what they say is bound up with how they 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-ÓÐÕÌɯ×ÙÌÚÌÕÛÈÛÐÖÕɯÞÏÐÊÏɯÐÚɯÛÏÌɯȿÏÖÞɀ is perceivably closely 

associated with  ÛÏÌɯÊÖÕÛÌÕÛɯȹÛÏÌɯȿÞÏÈÛɀȺɯÈÚɯÌß×ÓÈÐÕÌËɯÐÕɯÛÏÌɯ×ÙÌÊÌËÐÕÎɯÚÌÊÛÐÖÕȭɯ

2ÌØÜÌÕÛÐÈÓɯÈÙÎÜÔÌÕÛÈÛÐÖÕɯÐÚɯÈÕɯÌßÈÔ×ÓÌɯÞÏÐÊÏɯËÌÔÖÕÚÛÙÈÛÌÚɯÛÏÈÛɯÛÏÌɯȿÏÖÞɀɯȹÐȭÌȭɯÛÏÌɯ

ÚÌØÜÌÕÛÐÈÓɯÈÙÙÈÕÎÌÔÌÕÛɯÖÍɯ×ÖÌÛÐÊɯÓÐÕÌÚȺɯÖÍɯ×ÖÌÛÙàɯÐÚɯÓÈÙÎÌÓàɯÉÖÜÕËɯÜ×ɯÞÐÛÏɯÛÏÌɯȿÞÏÈÛɀɯ

(i.e. the meaning). Therefore, !ÙÖÖÒÚɀ ×ÙÖ×ÖÚÈÓɯÛÏÈÛɯÖÕÌɯÚÏÖÜÓËɯÛÙÌÈÛɯÛÏÌɯȿ×ÙÖÚÌɯ

×ÈÙÈ×ÏÙÈÚÌɀɯÈÚɯcompletely isolated from ÛÏÌɯȿÏÖÞɀɯÖÍɯ×ÖÌÛÙàɯËÖÌÚɯnot apply to the 

form -meaning relation of the poetic argument , at least for the micro-sequential 

structure. 

I 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 I can compare such a view more thoroughly with my proposal of its 

significance from the argumentative perspect ive. It seems to me that the last line of 

the free verse Ars Poetica Éàɯ ÙÊÏÐÉÈÓËɯ,ÈÊ+ÌÐÚÏɯȿ ɯ×ÖÌÔɯÚÏÖÜÓËɯÕÖÛɯÔÌÈÕȮɯÉÜÛɯÉÌɀȮ 

ÊÖÕÚÐËÌÙÌËɯÈɯȿÛÖÜÊÏÚÛÖÕÌɀɯÍÖÙɯȿÔÈÐÕÚÛÙÌÈÔɯÊÙÐÛÐÊÐÚÔɀɯÐÕɯ×ÖÌÛÐÊɯÚÛÜËÐÌÚɯȹ1ÈÞÖÙÛÏȮɯ

Monk, Walsh, Reading, & Agbabi, 2006, p. 224), is ÌÊÏÖÌËɯÉàɯ!ÙÖÖÒÚɀɯÝÐÌÞɯÖÕɯÛÏÌɯ

ȿÏÌÈÙÚÈàɀɯÖÍɯÛÏÌɯ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌȮɯÉÖÛÏɯÊÖÜÕÛÐÕÎɯÖÕɯÛÏÌɯÜÕËÌÙÚÛÈÕËÐÕÎɯÛÏÈÛɯ×ÖÌÛÙàɯ

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 ȿpoetic functionɀ as one of the six functions he has identified of verbal 

ÊÖÔÔÜÕÐÊÈÛÐÖÕȮɯÔÈÐÕÓàɯÏÌɯÏÈÚɯÚÜÎÎÌÚÛÌËɯȿThe set (Einstellung) toward the 

MESSAGE as such, focus on the message for its own sake, is the POETIC function of 

languageɀɯȹ)ÈÒÖÉÚÖÕȮɯƕƝƚƔȮɯ×ȭƗƙƚȺȮɯroughly meaning it is the linguistic and formal 

features (including rhyme, repetition, and alliteration) in poetry which draw 

attention to them selves that render poetry unique. And in so far as the idea that 

ȿ×ÖÌÛÐÊɯÍÜÕÊÛÐÖÕɀɯÐÚɯÞÏÈÛɯÔÈÒÌÚɯ×ÖÌÛÙàɯÚÛÈÕËÚɯÖÜÛɯÐÚɯÊÖÕÊÌÙÕÌËȮɯ×ÖÌÛÙàɯÈÚɯÈɯÝÌÙÉÈÓɯ

form of art is taken by Jakobson to be different from prose in a significant way, that 

ÛÏÌɯÓÈÛÛÌÙɯÏÈÚɯÛÏÌɯȿÙÌÍÌÙÌÕÛÐÈÓɯÍÜÕÊÛÐÖÕɀȮɯÛÏÌɯÖÛÏÌÙɯÍÜÕÊÛÐÖÕɯÖÍɯÝÌÙÉÈÓɯÊÖÔÔÜÕÐÊÈÛÐÖÕɯ

×ÙÌËÖÔÐÕÈÛÐÕÎȭɯ3ÏÌɯȿÙÌÍÌÙÌÕÛÐÈÓɯÍÜÕÊÛÐÖÕɀɯÐÚɯȿÜÕÔÈÙÒÌËɀɯȹ6ÈÜÎÏȮɯƕƝƜƔȮɯ×ȭƙƜȺɯÉÌÐÕÎɯ

ÛÏÌɯÔÖÚÛɯÉÈÚÐÊɯÍÜÕÊÛÐÖÕɯÖÍɯÓÈÕÎÜÈÎÌȮɯÐȭÌȭɯÐÛɯȿÙÌÍÌÙÚɀȭɯFurther, according to Jakobson, 

ÞÏÐÓÌɯÛÏÌɯȿÙÌÍÌÙÌÕÛÐÈÓ ÍÜÕÊÛÐÖÕɀɯÐÚɯÕÖÛɯÔÐÚÚÐÕÎɯÐÕɯ×ÖÌÛÙàɯÈÓÛÖÎÌÛÏÌÙȮɯÐÛɯËÖÌÚɯÕÖÛɯËÌÍÐÕÌɯ
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poetry in the same way as it defines prose, and so it is the relative importance  of the 

referential function which differentiates the two kinds of verbal communication. 

 ËËÐÛÐÖÕÈÓÓàȮɯȿÍÖÊÜÚ ÖÕɯÛÏÌɯÔÌÚÚÈÎÌɯÍÖÙɯÐÛÚɯÖÞÕɯÚÈÒÌɀȮɯÛÏÌɯ×ÖÌÛÐÊɯÍÜÕÊÛÐÖÕȮɯÙÌÚÜÓÛÚɯÐÕɯ

the poetic feature I have discussed in Chapter 1, which is that form is bound up with 

the meaning (see p. 17), presumably also the basis upon which Jakobson describes 

×ÖÌÛÙàɯÈÚɯÚÖÔÌÛÏÐÕÎɯȿÓÖÚÛɯÐÕɯÛÙÈÕÚÓÈÛÐÖÕɀɯÈÚɯÏÈÚɯÉÌÌÕɯÔÌÕÛÐÖÕÌËɯÐÕɯÛÏÌɯÚÈÔÌɯÊÏÈ×ÛÌÙȭ  

The views illustrated in the previous paragraph, as I see it, all exemplify the 

ÊÖÔÔÖÕ×ÓÈÊÌɯÚÈàÐÕÎɯȿ(ÛɀÚɯÕÖÛɯwhat àÖÜɯÚÈàɯÛÏÈÛɯÔÈÛÛÌÙÚȰɯÐÛɀÚɯhow àÖÜɯÚÈàɯÐÛɀȭɯ.ften, it 

would seem to me that in  order to make an argument sound valid, the analyst will 

ÏÐÎÏÓÐÎÏÛɯÈɯ×ÌÙÊÌ×ÛÐÖÕɯÛÖɯÏÐÚɤÏÌÙɯÈËÝÈÕÛÈÎÌȭɯ(ÕɯÛÏÐÚɯÙÌÎÈÙËȮɯȿÈɯ×ÖÌÔɯÚÏÖÜÓËɯÕÖÛɯ

ÔÌÈÕȮɯÉÜÛɯÉÌɀɯÈ××ÌÈÙÚɯÛÖɯÉÌɯÈɯÏà×ÌÙÉÖÓÌȮɯÖÙɯÈÕɯÖÍÍÌÙɯÖÍɯÈɯ×ÌÙÊÌ×ÛÐÖÕɯÛÏÈÛɯÉÙÐÕÎÚɯÛÖɯ

the fore the features of poetry at ÛÏÌɯÌß×ÌÕÚÌɯÖÍɯȿÔÌÈÕÐÕÎ-ÔÈÒÐÕÎɀɯÚÖɯÈÚɯÛÖɯ×ÙÖ×ÖÚÌɯ

ÛÏÌɯȿÖÛÏÌÙÕÌÚÚɀɯÖÍɯ×ÖÌÛÙàɯÈÚɯÈɯÊÏÈÕÕÌÓɯÖÍɯÊÖÔÔÜÕÐÊÈÛÐÖÕȭɯ3ÏÌɯÔÖËÈÓɯÝÌÙÉɯȿÚÏÖÜÓËɀɯ

has perhaps betrayed the idea as constituting some emotive knowledge reflecting a 

ÝÈÓÜÌɯÙÈÛÏÌÙɯÛÏÈÕɯÈɯÚÛÈÛÌÔÌÕÛɯÖÍɯȿÛÙÜÛÏɀȭɯ(ɯwould argue, that a more rational view is 

that even though poems are considered so unique in terms of the way they exhibit 

ÛÏÌÔÚÌÓÝÌÚȮɯÛÏÌÙÌɯÐÚɯÈÓÞÈàÚɯÈɯȿÔÌÈÕÐÕÎ-ÔÈÒÐÕÎɀɯÊÖÔ×ÖÕÌÕÛɯÈÛÛÈÊÏÌËɯÛÖɯÛÏÌɯÞÖÙËÚɯ

by which they are composedȭɯ ÕàɯȿÐÔ×ÈÊÛɀɯÖÙɯÛÏÌɯÓÐÒÌɯÐncited on the part of the 

ÙÌÈËÌÙÚɯÕÌÌËÚɯÛÖɯÉÈÚÌɯÜ×ÖÕɯÙÌÈËÌÙÚɯȿÔÈÒÐÕÎɯÚÌÕÚÌɯÖÍɀɯÈɯ×ÖÌÔȮɯÞÏÐÊÏɯÐÕÝÖÓÝÌÚɯ

ËÌÊÐ×ÏÌÙÐÕÎɯȿÔÌÈÕÐÕÎɀɯÐÕɯÛÏÌɯÕÖÙÔÈÓɯÚÌÕÚÌɯÖÍɯÛÏÌɯÞÖÙËȭɯ ÕËɯÌÝÌÕɯÈÚɯÙÌÈËÌÙÚɯÈÙÌɯ

ÚÜ××ÖÚÌËɯÛÖɯȿÙÌÈËɯÉÌàÖÕËɯÛÏÌɯÞÖÙËÚɀȮɯÐÛɯÐÚɯÚÛÐÓÓɯÞÖÙËÚɯÛÏÈÛɯÛÏÌàɯÏÈÝÌɯÛÖɯÊÖunt on in 

ÛÏÌɯÍÐÙÚÛɯ×ÓÈÊÌȭɯ ÓÓɯÐÕɯÈÓÓȮɯÕÖɯÔÈÛÛÌÙɯÏÖÞɯ×ÖÌÛÙàɯÐÚɯÚÌÌÕɯÛÖɯÉÌɯȿËÐÍÍÌÙÌÕÛɀɯÈÚɯÈɯÓÐÛÌÙÈÙàɯ

ÎÌÕÙÌȮɯÈÕËɯÕÖɯÔÈÛÛÌÙɯÏÖÞɯȿ×ÌÙÚÖÕÈÓɀɯÈÕɯÌß×ÌÙÐÌÕÊÌɯ×ÖÌÛÙàɯÙÌÈËÐÕÎɯÐÚɯ×ÌÙÊÌÐÝÌËɯÛÖɯÉÌȮɯ

it is difficult to argue that  ȿmeaningɀ could in any way be considered significantly  

less relevant ÊÖÔ×ÈÙÌËɯÞÐÛÏɯÛÏÌɯȿÉÌÐÕÎɀɯÖÍɯpoetry as a means of verbal 

communication . It has also been noted, that in criticisms on poetry , possible 

ȿmeaningsɀ of poems ÈÙÌɯÖÍÛÌÕɯÚÜÎÎÌÚÛÌËɯȿÐÕɯÈɯÔÈÕÕÌÙɀɯÛÏÈÛɯȿÝÌÙÎÌÚɯÖÕɯ×ÈÙÈ×ÏÙÈÚÌɀɯ

(Raworth, M onk, Walsh, Reading, & Agbabi, 2006, p. 224). With the argument on 

ÛÏÌɯÐÔ×ÖÙÛÈÕÊÌɯÖÍɯȿÔÌÈÕÐÕÎɀɯI have just proposed, it should be easy to understand 

ÞÏàɯÊÙÐÛÐÊÚɯÏÈÝÌɯÊÏÖÚÌÕɯÛÖɯÙÌÈËɯ×ÖÌÛÙàɯÞÐÛÏɯÙÌÍÌÙÌÕÊÌɯÛÖɯÐÛÚɯȿÔÌÈÕÐÕÎɀɯÐÕɯÛÏÌɯÕÖÙÔÈÓɯ

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 I have defined in Chapter 2 [see p. 59ȼɯÈÚɯȿÓÐÛÌÙÈÓɯÔÌÈÕÐÕÎɀȮɯperceivably 

incorporating  the sensÌÚɯÖÍɯȿÔÌÈÕÐÕÎɀȮɯȿÙÌÍÌÙÌÕÛÐÈÓɯÍÜÕÊÛÐÖÕɀȮɯÈÕËɯȿÊÖÕÛÌÕÛɀɯ

mentioned) can in any way be ȿ×ÖÌÛÐÊɀɯÉàɯÐÛÚÌÓÍȮɯ)ÈÒÖÉÚÖÕɀÚɯ(1960) account of the 

poetic function is a more reasonable analysis of the nature of poetry for my 

argument at hand because the referential function is only considered by him to be 

ÙÌÓÈÛÐÝÌÓàɯÓÌÚÚɯÚÐÎÕÐÍÐÊÈÕÛȮɯÖÙɯÕÖÛɯȿ×ÙÌËÖÔÐÕÈÕÛɀɯȹ×ȭɯƗƙƗȺȮɯÈɯÝÐÌÞɯÞÏÐÊÏɯËÖÌÚɯÕÖÛɯ

ÊÖÕÛÙÈËÐÊÛɯÐÛÚɯÌßÐÚÛÌÕÊÌȭɯ(ÕɯÍÈÊÛȮɯÐÕɯ)ÈÒÖÉÚÖÕɀÚɯ×ÙÖ×ÖÚÈÓȮɯÛÏÌɯȿÙÌÍÌÙÌÕÛÐÈÓɯÍÜÕÊÛÐÖÕɀȮɯ

ÞÏÐÓÌɯÖÍÛÌÕɯÚÜÉÖÙËÐÕÈÛÌɯÛÖɯÛÏÌɯȿ×ÖÌÛÐÊɯÍÜÕÊÛÐÖÕɀɯÐÕɯ×ÖÌÛÙàȮɯÐÚɯseen to be relatively 

ÊÖÕÚ×ÐÊÜÖÜÚɯÐÕɯȿÌ×ÐÊɯ×ÖÌÔÚɀȮɯÐȭÌȭɯÓÖÕÎɯÕÈÙÙÈÛÐÝÌɯ×ÖÌÔÚɯÞÙÐÛÛÌÕɯÐÕɯÛÏÌɯÛÏÐÙËɯ×ÌÙÚÖÕɯ

(ibid, p.357), and becomes the factor which differentiates them from other kinds of 

poem ɬ ÓàÙÐÊɯ×ÖÌÛÙàȮɯÍÖÙɯÌßÈÔ×ÓÌȮɯÏÈÚɯÛÏÌɯȿÌÔÖÛÐÝÌɯÍÜÕÊÛÐÖÕɀɯÖÍɯÝÌÙÉÈÓɯ

ÊÖÔÔÜÕÐÊÈÛÐÖÕɯÚÛÈÕËÐÕÎɯÖÜÛɯȹÐÉÐËȺɯÈÓÖÕÎÚÐËÌɯÞÐÛÏɯÌßÏÐÉÐÛÐÕÎɯÐÛÚɯÜÚÜÈÓɯȿ×ÖÌÛÐÊɯ

ÍÜÕÊÛÐÖÕɀȭɯ(ÕɯÚÖɯÍÈÙɯÈÚɯÛÏÌ importance of  ȿÙÌÍÌÙÌÕÛÐÈÓɯÍÜÕÊÛÐÖÕɀɯÐÚɯÊÖÕÊÌÙÕÌËȮɯ"ÏÐÕÌÚÌɯ

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 I can in fact 

ÊÖÕÍÐÙÔɯÍÜÙÛÏÌÙɯÛÏÈÛɯÛÏÌɯȿ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌɀɯÐÚɯÍÈÙɯÍÙÖÔɯÉÌÐÕÎɯÈɯȿÒÐÕËɯÖÍɯÏÌÈÙÚÈàɀȭɯ

ȿProse pÈÙÈ×ÏÙÈÚÌɀɯÈÚɯÈÕɯÐÕdependent meaning dimension of the poetic argumentɯÐÚɯ

ÚÐÎÕÐÍÐÊÈÕÛɯÉàɯÐÛÚÌÓÍȭɯ(ÍɯÛÙÈÕÚÍÌÙÌÕÊÌɯÖÍɯÚÜÊÏɯÈɯÒÐÕËɯÖÍɯÔÌÈÕÐÕÎɯÐÕɯÛÏÌɯÚÈÔÌɯÝÌÙÉÈÓɯ

ÊÖÕÛÌßÛɯÈÓÓÖÞÚɯÍÖÙɯÈɯÚÐÔÐÓÈÙɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÖÕɯÛÏÌɯ×ÈÙÛɯÖÍɯÛÏÌɯÛÈÙÎÌÛɯÙÌÈËÌÙÚÏÐ×ȮɯÛÏÌÕɯ

×ÙÌÚÜÔÈÉÓàɯÍÖÓÓÖÞÐÕÎɯÐÛɯÊÓÖÚÌÓàɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙɯÐÚɯÑÜÚÛɯÔÈÕÐ×ÜÓÈÛÐÕÎɯÛÙÈÕÚÓÈÛÈÉÐÓÐÛàɯÖÍɯ

ÛÏÌɯ×ÖÌÔɯÈÚɯÍÈÙɯÈÚɯ×ÖÚÚÐÉÓÌȮɯÈÛɯÛÏÌɯÚÈÔÌɯÛÐÔÌɯÉÌÐÕÎɯÍÈÐÛÏÍÜÓɯÛÖɯÛÏÌɯÚÖÜÙÊÌɯ×ÖÌÔɯÈÚɯ

ÚɤÏÌɯÐÚɯÌß×ÌÊÛÌËɯÛÖɯÉÌȭɯ ÛɯÓÌÈÚÛɯÐÕɯÛÏÌɯÊÈÚÌɯÖÍɯÕÈÙÙÈÛÐÝÌɯ×ÖÌÛÙàɯÈÕàÞÈàȮɯÐÛɯÐÕɯÎÌÕÌÙÈÓɯ

ÚÌÌÔÚɯÝÌÙàɯÙÌÊÌ×ÛÐÝÌɯÛÖɯÈɯÓÐÛÌÙÈÓɯÛÙÈÕÚÓÈÛÐÖÕȭɯBarthes and Duisit (1975) suggest that 

narratives constitute a universal way of communication and can cross the 

boundaries of culture . And though they deny that poetry and the essay could work 

in the same way, saying that comprehension of the former relies ȿon the cultural 

ÓÌÝÌÓɯÖÍɯÛÏÌɯÊÖÕÚÜÔÌÙɀɯȹ×ȭƖƗƛȺ, it is quite obvious that they are referring 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 naÙÙÈÛÐÝÌȯɯȿnarrative is translatable 

without fundamental damage, in a way that a lyric poem or a philosophical 

ËÐÚÊÖÜÙÚÌɯÐÚɯÕÖÛɀɯȹas cited in White, 1987, p.1).  Because narrative poetry is a genre 

having the features of narrative mingled with those of lyri c poetry (T.C. Lin , 2006), 

its translatability across different cultures should be assumed with its feature of 
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narration.  Úɯ6ÏÐÛÌɯȹƕƝƜƛȺɯÙÌÔÈÙÒÚȯɯȿ6ÌɯÔÈàɯÕÖÛɯÉÌɯÈÉÓÌɯÍÜÓÓàɯÛÖɯÊÖÔ×ÙÌÏÌÕËɯ

specific thought patterns of another culture, but we have relatively less difficulty 

understanding a story coming from another culture, however exotic that culture 

ÔÈàɯÈ××ÌÈÙɯÛÖɯÜÚɀɯȹ×ȭƕȺȭɯGoing back to the narrative poem under discussion, it 

indeed does not appear to pose any hindrance to comprehensibility at all when it i s 

not necessary for a Western 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 

ËÐÚÊÌÙÕɯÈÓÚÖɯËÌÝÐÈÛÐÖÕÚɯÍÙÖÔɯÛÏÌɯ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌɯÖÍɯÛÏÌɯÚÖÜÙÊÌɯ×ÖÌÔȭɯ%ÖÙɯ6ÈÓÌàɀÚɯ

translation (Translation 1), despite its close adherence to the micro-sequential 

structure, it has made changes to the source poem, e.g. lines 5 and 6 which are 

ÛÙÈÕÚÓÈÛÌËɯÈÚɯȿ.ÏȮɯÛÌÓÓɯÔÌȮɯÓÈËàȮɯÈÙÌɯàÖÜɯÛÏÐÕÒÐÕÎɯÖÍɯàÖÜÙɯÓÖÝÌɀɯÈÕËɯȿ.ÏȮɯÛÌÓÓɯÔÌȮɯÓÈËàȮɯ

ÈÙÌɯàÖÜɯÓÖÕÎÐÕÎɯÍÖÙɯàÖÜÙɯËÌÈÙȳɀɯÙÌÚ×ÌÊÛÐÝÌÓàȭɯ3ÏÌɯÓÐÛÌÙÈÓɯÚÌÕÚÌÚɯÖÍɯÛÏÌɯÓÐÕÌÚɯ

ÊÖÕÊÌÙÕÌËɯÈÙÌɯȿ6ÏÈÛɯÐÚɯÐÛɯÛÏÈÛɯàÖÜɀÙÌɯÛÏÐÕÒÐÕÎȰɯÞÏÈÛɯÐÚɯÐÛɯÛÏÈÛɯàÖÜɯÙÌÊÈÓÓȳɀȭɯ6ÈÓÌàɯ

appears to have added his own interpretation to the lines (it would be natural to 

ÈÚÚÜÔÌɯÈɯàÖÜÕÎɯÓÈËàɀÚɯÐÕÛÌÕÚÌɯÌÔÖÛÐÖÕÚɯÈÕËɯÞÖÙÙÐÌÚɯÏÈËɯÛÖɯËÖɯÞÐÛÏɯÙÌÓÈÛÐÖÕÚÏÐ×ɯ

problems). And therefore, i t would seem that the control on a translator by the 

argument of micro -sequential structure in translation is only partial because in the 

ÌÕËɯÐÛɯÐÚɯÚÛÐÓÓɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙɀÚɯËÌÊÐÚÐÖÕɯÞÏÐÊÏɯÏÈÚɯÈɯ×ÈÙÛɯÛÖɯ×ÓÈàɯÐÕɯÈËÑÜÚÛÐÕÎɯÛÏÌɯ

degree of closeness in meaning to the original. Subjective factors are always 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 

Ö×ÛÚɯÍÖÙɯÈɯȿÍÜÓÓ-ÛÙÈÕÚÍÌÙÌÕÊÌɀɯÖÍɯÛÏÌɯÍÖÙÔ-meaning relationship and prose paraphrase 

as far as is practicable. The illustration above explains why I 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, I reiterate the point that )ÈÒÖÉÚÖÕɀÚɯËÌÍÐÕÐÛÐÖÕɯÖÍɯÛÏÌɯ

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 I have proposed in Chapter 1. Such an understanding would mean any  

translator , even if  ȿ×ÖÌÛÐÊɯØÜÈÓÐÛàɀɯÖÍɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕ matters much to him/her,  can at 

best only strike a balance between rendering a good (in the sense of being faithful) 

ÛÙÈÕÚÓÈÛÐÖÕɯÈÕËɯÈɯÎÖÖËɯȹÐÕɯÛÏÌɯÚÌÕÚÌɯÖÍɯÉÌÐÕÎɯȿ×ÖÌÛÐÊɀȺɯ×ÖÌÔȭɯ(ÕɯÛÏÐÚɯÙÌÎÈÙËȮɯÐÚɯÐÛɯ

possible that translators can from time to time easily ignore such a balance by being 

ÛÖÖɯÖÉÚÌÚÚÌËɯÞÐÛÏɯÙÌÕËÌÙÐÕÎɯÈɯȿ×ÖÌÛÐÊɀɯÛÙÈÕÚÓÈÛÐÖÕɯÈÕËɯÓÖÚÌɯÚÐÎÏÛɯÖÍɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯ

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 

ÙÌÎÈÙËÓÌÚÚȮɯÛÙÈÕÚÓÈÛÈÉÐÓÐÛàɯÊÈÕɯÈÛɯÓÌÈÚÛɯÉÌɯȿÌÕÏÈÕÊÌËɀɯÉàɯÊÖÕÚÐËÌÙÐÕÎɯÈɯÛÙÈÕÚÓÈÛÈÉÓÌɯ

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 denied that ×ÈÙÛɯÖÍɯ×ÖÌÛÙàɯȹÐȭÌȭɯÛÏÌɯȿÙÌÍÌÙÌÕÛÐÈÓɯ

ÍÜÕÊÛÐÖÕɀɯÖÙɯ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌȺȮɯÏÐÚ ÍÖÙÌÎÙÖÜÕËÐÕÎɯÖÍɯÛÏÌɯȿ×ÖÌÛÐÊɯÍÜÕÊÛÐÖÕɀɯÏÈÚɯ

overshadowed the significance of prose paraphrase that it can refute the absolute 

ÜÕÛÙÈÕÚÓÈÛÈÉÐÓÐÛàɯÖÍɯ×ÖÌÛÙàɯÉàɯÉÌÐÕÎɯÈɯ×ÈÙÛɯÞÏÐÊÏɯÐÚɯȿÕÖÛɯÓÖÚÛɀɯÐÕɯÛÙÈÕÚÓÈÛÐÖÕȭɯ Õɯ

additional concern I will raise, which echoes a  point I have mentioned in Chapter 1  

(see p. 19)ȮɯÐÚɯÞÏÌÙÌɯÛÏÌɯÉÖÜÕËÈÙàɯÉÌÛÞÌÌÕɯȿ×ÖÌÛÐÊɀɯÈÕËɯȿÕÖÕ-×ÖÌÛÐÊɀɯÓÐÌÚɯÐÚɯÈÕàÛÏÐÕÎɯ

but certain. In this regard, one can consider the fact that even free verse without a 

ÚÛÙÐÕÎÌÕÛɯ×ÖÌÛÐÊɯÍÖÙÔɯÊÈÕɯÉÌɯÊÖÕÚÐËÌÙÌËɯȿ×ÖÌÛÐÊɀȭɯ2ÖɯÐÕɯÛÏÌɯÌÕËȮɯÐÚɯÐÛɯÕÖÛɯÙÌÈÚÖÕÈÉÓÌɯÛÖɯ

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 seen to have been retained ÛÖɯÛÏÌɯÓÈÙÎÌÚÛɯÌßÛÌÕÛȮɯÞÏÐÓÌɯÛÏÌɯȿ×ÖÌÛÐÊɯØÜÈÓÐÛàɀɯ

of the translation, more specifically its importance and whether it is exhibited 

successfully should be left to personal judgments which are bound to vary? All in all, I 

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  

 ÕÖÛÏÌÙɯÒÐÕËɯÖÍɯ×ÖÌÔɯÞÏÐÊÏɯÐÚɯÙÌÎÈÙËÌËɯȿÛà×ÐÊÈÓÓàɯÚÌØÜÌÕÛÐÈÓɀɯÐÚɯȿÈÙÎÜÔÌÕÛÈÛÐÝÌɀɯÐÕɯ

the relatively typical sense of the word, which is the second kind of poem I propose 

to discuss. In this section, I continue to explore the poetic argument of sequential 

structure with reference to Chinese argumentative poems and the relevant 

translation issues.  

I start with a penta -syllabic old verse (wuyan gushi; Хṕҡ )57 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:  

      

1. ϱϢ ῈȲ     
2. ᴍἘБᴊᵐȴ     
3. Ϛ Ȳ     
4. ȴ     
5. Ɫ ᵠ Ȳ     
6. ѝֿᾨ Ᵽȴ     
7. ֽӞ Ȳ     
8. ҏ ― ȴ     

9. П Ȳ     

10. Ṷӑ ⅜ȴ     

11. Лӂ Ȳ     
12. Ϛ Ἤ ȴ     
13. ἡ ϢȲ     
14. ṝֽѺУȴ     
15. ᾜȲ     
16. ȴ     
17. ≈ϞЛ Ȳ     
18. Ҿ‍ѓ ȴ     
19. ҆ ᶎȲ     
20. Ὲѹ ȴ     
21. ╝Ϡ Ȳ     
22. Ὲ╝ ȴ     
23. ѷṛϢ Ȳ     
24. ṝ῝ ȴ     

                                                           
57

 The old verse is a genre of old-style poetry (ҡ ), just like yuefu (see Appendix I Note 27 on p. 304 for a 

comparison between old-style and recent-style poetry).  



116 
 

25. ֻȲ     
26. МצᴟẰӘȴ     
27. ᾎЛדᶋȲ     
ױ .28 Ḇ ȴ 

 

(R. Egan, 2007, p. 344) 

Song Canliao Shi 

1. moral  man   learn  suffering emptiness 
2. hundred thoughts   already  ashy  cold 

 3. sword  tip   (gives) only a  soft-sound 
 4. burnt  millet   (produces) no new  ear-of-grain 

5. why  ï   chase  our  generation 
6. (with) words*  ï   to-strive-for splendid-style ï 
7. new  poems   like  jade  snow 
8. words-once-said ï  already  sharp-and-witty ï 
9. Tuizhi**  ï  discuss  cursive  script 
10. ten-thousand  affairs (troubles) not  try  inhibit 
11. sad   ï   restless  ï  feelings  
12.  all   reside   ink-brush suo (pro.)*** express 
13. very   consider-strange  Buddhist-monkï  ï  
14. see   body   like  dry  well 
15. dispiritedly   ï  entrust(the self to)  plainness ï  
16. whom   with   incite  grandeur-and-courage ï 

 17. carefully  think  then  not  like-that 
18. true   wit  not  illusion  ï 
19. if   make  poetry  words  wonderful 
20. do-not  despise  emptiness  and  quietness 
21. quiet   therefore understand all-things move 
22. empty   therefore accommodate ten-thousand scenes 
23.  read (v.)  world  walk-amongst human  world  
24.  observe  self  lie-upon mountain clouds 
25.  salty   sour  mingled-with all (other) tastes  
26.  amongst  exists  best  ever-lasting  flavor   
27.  poetry   Buddhism not  each-other obstruct 
28.  this   opinion appropriate all-the-more allow **** 

    
* Here the ówordsô are those used to compose poetry. 

**See footnote no. 59 below (p. 119). 

*** Lines 11 and 12 mean óall sadness and restless feelings are expressed by the brushô. 

****óIt is all the more appropriate for me to say this for you to think aboutô. 
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 Translation 1:  

 Seeing off Canliao Kong Fanli 

1. A monk studies suffering and emptiness 
2. The myriad worries are cold ashes in his mind. 
3. Blowing on a sword tip yields but a soft hum, 
4. Burned millet puts forth no new grain. 
5. How could you chase after our kind of man 
6. Striving to produce brilliantly patterned writing? 
7. Your recent poems are like chips of jade 
8. Their phrases fresh and surprising. 
9. Tuizhi said that draft-script calligraphy 
10. Is capable of reflecting any worldly affair. 
11. Worry, sadness, and all other disquietudes 
12. May be lodged in the darting 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 I reconsider this I see it is incorrect. 
18. True ingenuity is 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, 
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. I 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. In you, the hundred thoughts  
Are already as cold as ash.  

3. The hilt of a sword  
Can only produce a wheeze,  
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4. A scorched seed  
Will not sprout again.  

5. So why do you seek out  
People like me,  

6. Comparing your words with ours  
For richness and brilliance?  

7. Your new poems  
Are like jade-white snows;  

8. The words you speak  
Are of a startling purity.  

9. [Han Yu] commented  
On someone's running script,  

10. "Endless affairs  
As yet unrestrained;  

11. Anxiety and sorrow,  
An unbalanced qi;  

12. All of it lodged  
In the sweep of the brush.  

13. I sometimes wonder  
About these Buddhists  

14. Who regard the self  
As an empty hill-top well.  

15. Lazy and lethargic,  
Grounded in the still and bland.  

16. But can any one of them  
Produce something dynamic and strong?"  

17. I've considered it carefully 
But don't think it is true:  

18. Genuine skill  
Is more than mere illusion.  

19. If you wish to make  
The language of your poetry marvelous,  

20. You must not  
Despise emptiness or stillness.  

21. For it is in stillness  
That the many movements are completed;  

22. And it is in emptiness  
That the myriad worlds are contained.  

23. Passing through the world,  
 Walking among men;  

24. Contemplating the self,  
Resting on a cloudy peak.  

25. The salty 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  
I 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. 

3ÏÌɯÍÖÓÓÖÞÐÕÎɯÐÓÓÜÚÛÙÈÛÐÖÕɯÐÚɯÉÈÚÌËɯÜ×ÖÕɯÛÏÌɯÈÊÊÖÜÕÛɯÖÍɯ2Üɯ2ÏÐɀÚɯÍÙÐÌÕËÚÏÐ×ɯÞÐÛÏɯÛÏÌɯ

Buddhist Monk Can Liao in the interpretations of Grant (1987, p. 103-104) and R. 

Egan (2007, p. 344-345), 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 

ÞÐÛÏɯÛÏÌɯÐËÌÈɯÛÏÈÛɯÛÏÌɯ!ÜËËÏÐÚÛɯÔÖÕÒɀÚɯ×ÙÈÊÛÐÊÌÚɯÖÍɯ!ÜËËÏÐÚÔɯÞÐÓÓɯÊÌÙÛÈÐÕÓàɯÔÈÒÌɯ

him oblivious to all worldly affairs (lines 1 -2); such unassumingness is as expected 

ÈÚɯÍÈÊÛÚɯÚÜÊÏɯÈÚɯȿÉÓÖÞÐÕÎɯÖÕɯÈɯÚÞÖÙËɯÛÐ×ɀɯÞÏÌÙÌɯÛÏÌre is a small hole will yield only 

ÈɯȿÚÖÍÛɯÏÜÔɀȮɯÖÙɯÕÖɯȿÕÌÞɯÎÙÈÐÕɀɯÊÈÕɯÎÙÖÞɯÍÙÖÔɯȿÉÜÙÕÌËɯÔÐÓÓÌÛɀɯȹÓÐÕÌÚɯƗ-4). And so the 

poet wonders why Canliao would compose poetry, which would pull him down to 

ÛÏÌɯÓÌÝÌÓɯÖÍɯÊÖÔÔÖÕɯ×ÌÖ×ÓÌɯÐÕɯÛÏÈÛɯÏÌɯÞÖÜÓËɯÉÌɯÚÌÌÕɯÛÖɯÉÌɯȿÊÖÔ×ÌÛÐÕÎɀɯÞÐÛÏɯÛÏÌÔɯÐÕɯ

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, 59 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 

&ÈÖßÐÈÕȮɯÚÖÔÌÖÕÌɯÞÏÖɯÓÖÖÒÌËɯÜ×ÖÕɯÏÐÔÚÌÓÍɯÈÚɯÈÕɯȿÌÔ×ÛàɯÞÌÓÓɀɯȹÈɯ!ÜËËÏÐÚÛɯ

metaphoÙɯÔÌÈÕÐÕÎɯÈɯȿÊÈÓÔɯÈÕËɯÌÔÖÛÐÖÕÓÌÚÚɀɯÚÛÈÛÌȺȮɯÊÖÜÓËɯÏÈÝÌɯÈÕàɯÚÛÙÖÕÎɯÍÌÌÓÐÕÎÚɯ

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 so-called 

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 

                                                           
58

 ΨThere are different ways of interpreting the personal aspect of what Su Shi is saȅƛƴƎ ƛƴ ǘƘƛǎ ǇƻŜƳΩ όR. Egan, 2007, 
p.344). 
59

 Tuizhi ( П) is the courtesy name of Han Yu (768-824), a great essayist and poet of the Tang Dynasty. 
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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-ƖƖȺȭɯ3ÏÌÕɯÛÏÌɯ×ÖÌÛɀÚɯÙÌÝÌÓÈÛÐÖÕÚɯÊÖÕÛÐÕÜÌɯÞÐÛÏɯÞÏÈÛɯ

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 Buddhism as well as of poetry composition, and 

hence the conclusion is drawn that the two are not incompatible; on the contrary, the 

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 out for th ÌɯÙÌÈËÌÙɀÚɯÊÖÕÚÐËÌÙÈÛÐÖÕɯ

(lines 27-28).      

#ÌÚÊÙÐÉÌËɯÉàɯ1ȭɯ$ÎÈÕɯȹƖƔƔƛȺɯÈÚɯȿËÐÚÊÜÙÚÐÝÌɀɯÈÕËɯȿÐÕÛÌÓÓÌÊÛÜÈÓɀȮɯÈÕËɯÈÕɯÌßÈÔ×ÓÌɯ

ÞÏÐÊÏɯȿÚÌÛÚɯÛÏÌɯÐÕÛÌÓÓÌÊÛɯÐÕɯÖ××ÖÚÐÛÐÖÕɯÛÖɯÛÏÌɯÌÔÖÛÐÖÕÚɀɯÈÕËɯȿÞÐÛÏɯÈɯÚÜÙ×ÙÐÚÐÕÎɯ

ÈÔÖÜÕÛɯÖÍɯÈÙÎÜÔÌÕÛÈÛÐÖÕɀɯȹ×ȭƗƘƙȺȮɯÛÏÐÚɯ×ÖÌÔɯÊÈÕɯÉÌɯÊonsidered typically 

argumentative, the prototype of the Song Dynasty during which poets tended to use 

poems as a vehicle for expounding reasons more than expressing personal feelings, 

a significant departure from the Tang as indicated in Chapter 2. It can be seen that 

the sequence of presentation almost constitutes a syllogistic structure with the ideas 

unfolding line -by-ÓÐÕÌɯÈÕËɯÈɯÊÓÌÈÙɯÛÏÙÌÈËɯÖÍɯÙÌÈÚÖÕÐÕÎȮɯÞÏÌÙÌɯȿ2Üɯ2ÏÐɯÚÜÔÔÈÙÐáÌÚɯ

ÖÕÌɯÛÏÌÖÙàɯÖÍɯÊÙÌÈÛÐÝÐÛàȮɯÖÕÓàɯÛÖɯËÐÚÈÎÙÌÌɯÞÐÛÏɯÐÛɯÈÕËɯ×ÙÌÚÌÕÛɯÈÕÖÛÏÌÙɀɯȹÐÉid).  In 

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 ɬ as described by Yip (1993) (also an idea cited earlier in this chapter), 

thÌɯÓÈÛÛÌÙɯÜÚÌÚɯÛÏÌɯȿÈÕÈÓàÛÐÊÈÓȮɯËÐÚÊÜÙÚÐÝÌȮɯÈÕËɯÌÝÌÕɯÚàÓÓÖÎÐÚÛÐÊɯ×ÙÖÎÙÌÚÚÐÖÕɀɯÞÏÐÊÏɯ

ÙÌÚÜÓÛÚɯÐÕɯȿÈɯÚÖÙÛɯÖÍɯËÌÛÌÙÔÐÕÈÛÌȮɯÎÌÛ-ÛÏÌÙÌɯÖÙÐÌÕÛÈÛÐÖÕɀɯȹ×ȭɯƛƖȺȭɯɯ(ÛɯÞÖÜÓËɯÚÌÌÔɯ

therefore the prototypical argumentative poem gives no reason for the translator to 

change the 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 interpretation, 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 argumenta tive poems can be presented with reference to 

another example which is argumentative not so much because it is clearly 

ÚàÓÓÖÎÐÚÛÐÊɯÈÚɯÉÌÊÈÜÚÌɯÐÛɯÏÈÚɯÈɯÔÌÚÚÈÎÌɯÛÖɯÐÔ×ÈÙÛɯÞÐÛÏɯÛÏÌɯȿ"ÏÐÕÌÚÌɀɯÞÈàɯÖÍɯ

argumentation. I have mentioned in Chapter 2 that generally s peaking it is the 

×ÙÖÚÌȮɯÈÕËɯÕÖÛɯÛÏÌɯ×ÖÌÛÙàȮɯÞÏÐÊÏɯÐÚɯÝÐÌÞÌËɯÈÚɯÛÏÌɯÊÈÙÙÐÌÙɯÖÍɯÛÏÌɯȿÞÈàɀɯȹDao, ) in 

Chinese literary criticism ( see Appendix I 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 

ÛÙÈËÐÛÐÖÕɯÈÚɯÐÚɯÌß×ÓÈÐÕÌËɯÉàɯÛÏÌɯÍÖÓÓÖÞÐÕÎɯØÜÖÛÌȯɯȿWhen a piece departs from linear 

structure, as I would argue much of classical Chinese prose does, it approaches the 

poetic, where the meaning of a piece depends more and more on the effects 

ÎÌÕÌÙÈÛÌËɯÉàɯÐÛÚɯÚÛÙÜÊÛÜÙÌÚɀ60 (Broschat, as cited in Gentz & Meyer, 2015, p. 16; my 

emphasis). Such a view suggests there is a non-ÓÐÕÌÈÙȮɯȿ×ÖÌÛÐÊɀɯÞÈàɯÖÍɯ

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 

ËÌÍÐÕÐÛÐÖÕɯÖÍɯȿ×ÌÙÚÜÈÚÐÖÕɀɯÐÕɯÛÏÌɯÉÙÖad sense which was identified in Chapter 2:   

Arguments in non -technical Chinese texts are in general designed not to prove a 

proposition but to convince a 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 accept 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, it in general is not arrived at 

syllogist ically.  

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 

ÖÉÚÌÙÝÌËȮɯȿÊÖÙÙÌÓÈÛÐÝÌɯÛÏÐÕÒÐÕÎɀȮɯȿÈÕÈÓÖÎÐÊÈÓɯÙÌÈÚÖÕÐÕÎɀȮɯÈÕËɯÛÏÌɯÜÚÌɯÖÍɯȿÔÌÛÈ×ÏÖÙɀȮɯ
                                                           
60

 .ȅ ΨǎǘǊǳŎǘǳǊŜΩ ǘƘŜ ǿǊƛǘŜǊ ƛǎ ǊŜŦŜǊǊƛƴƎ ǘƻ ǘƘŜ ŦƻǊƳŀƭ ŦŜŀǘǳǊŜǎ ƻŦ ǇƻŜǘǊȅΣ ǿƘƛŎƘ ŀǊŜ ǊƘȅƳƛƴƎΣ ƳŜǘǊƛŎŀƭ ǇŀǘǘŜǊƴs, and 
ǘƘŜ ǊŜǇŜǘƛǘƛǾŜ ŦƻǊƳ ŀǎ ǇŀǊŀƭƭŜƭƛǎƳ ǿƘƛŎƘ ŀǊŜ ƴƻǘ ŎƻƴǎƛŘŜǊŜŘ ΨƭƛƴŜŀǊΩΦ  
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which chaÙÈÊÛÌÙÐáÌɯÈÙÎÜÔÌÕÛÈÛÐÖÕɯÐÕɯ×ÙÖÚÌȮɯÈÙÌɯȿÊÖÔÔÖÕÓàɯÐËÌÕÛÐÍÐÌËɯÞÐÛÏɯ×ÖÌÛÙàɯ

ÈÕËɯÚÌÔÈÕÛÐÊɯÈÔÉÐÎÜÐÛàɀɯȹ×ȭƖȺȭɯ2ÜÊÏɯÈɯ×ÖÐÕÛɯÉÙÐÕÎÚɯÔÌɯÛÖɯÛÏÌɯÐËÌÈɯÖÍɯȿÊÜÓÛÜÙÈÓɯ

ÔÌÕÛÈÓÐÛàɀȮɯÈɯÒÌàɯÍÈÊÛÖÙɯÞÏÐÊÏɯÈÍÍÌÊÛÚɯÈɯÊÜÓÛÜÙÌɀÚɯÞÈàɯÖÍɯÈÙÎÜÔÌÕÛÈÛÐÖÕȭɯ"ÏÐÕÌÚÌɯ

ȿËÐÈÓÌÊÛÐÊÈÓɯÛÏÐÕÒÐÕÎɀɯÐÚ a case in point in this regard, as is illustrated by Nisbett 

(2003):  

3ÏÌɯ"ÏÐÕÌÚÌɯËÐÈÓÌÊÛÐÊȱÜÚÌÚɯÊÖÕÛÙÈËÐÊÛÐÖÕɯÛÖɯÜÕËÌÙÚÛÈÕËɯÙÌÓÈÛÐÖÕÚɯÈÔÖÕÎɯÖÉÑÌÊÛÚɯÖÙɯ

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-yang principle, A can 

actually imply that not -A is also the case, or at any rate soon will be the case ("ᾬ

Ӈч"61).  Dialectical thought (Chinese version) is in some ways the opposite of 

logical thought  (p.27). 

 

Peng, Spencer-Rodgers, and Nian (2006) also address the 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 acceptance.  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, I turn  to another example of poetic argument in a poem 

ÊÖÕÚÐËÌÙÌËɯÈÙÎÜÔÌÕÛÈÛÐÝÌɯÈÊÊÖÙËÐÕÎɯÛÖɯ)ÐÕɀÚɯȹƖƔƔƗȺɯÈÕÈÓàÚÐÚȮɯÈɯÛÌÛÙÈ-syllabic yuefu 

written by Cao Cao (155-200) after he defeated his enemy in a civil war before 

becoming first Emperor of the short -lived Wei Dynasty (220-265) of China:   

     

1. Ȳ  

צ .2 ȴ  

3. Ȳ  

                                                           
61

 ¢Ƙƛǎ ƛǎ ŀ /ƘƛƴŜǎŜ ƛŘƛƻƳ ǿƘƛŎƘ ƳŜŀƴǎ ΨǿƘŜƴ ǘƘƛƴƎǎ ŀǊŜ ǇǳǎƘŜŘ ǘƻ ǘƘŜ ŜȄǘǊŜƳŜΣ ƛǘ ǿƛƭƭ ǎǘŀǊǘ ǘƻ ŘŜǾŜƭƻǇ ƛƴ ǘƘŜ 
ƻǇǇƻǎƛǘŜ ŘƛǊŜŎǘƛƻƴΦΩ 
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4. ⱢЁᴊȴ  

5. ᴔ Ԇ Ȳ  

6. ᶳ֯Ͼṭȷ  

7. Ђ   Ȳד

8. ᶇїЛБȴ  

9. fl П Ȳ  

10. Лᵀ֯щȷ  

11. ἣП Ȳ  

12. Ҡ Әדȴ     

13. ἅꜙᴟⁿȲ  

14. ѿ ᶳȴ  

 
Gui Xu Shou 

1. magical  tortoise  though  live-long 
2. still   exist  end  time 
3. flying   snake*   ride  clouds-and-fog 
4. in-the-end  become mud  ashes 
5. old   good-horse live-in  stable 

6. aspiration  consist-in thousand li (u. of measure.)  
7. person-of-high-endeavor ï  (at his) old age    
8. lofty   aspiration not  cease 

9. long   short**  zhi (aux.)*** period 
10. not   only  depend-on heaven 

11. nurture  happiness**** zhi (aux.) fortune  
12. can   earn  eternal  years   

13. (feel) fortunate very  extreme zai (part.)  
14. sing   in-order-to  let-out  aspiration  

 
* The óflying snakeô is a legendary creature which looks like a dragon. 

** Here ólongô and óshortô refer to the life span. 

*** A possessive relationship is indicated by ózhiô. This line means óthe period (length) of oneôs 
lifeô. 

**** óTo nurture happinessô means to take care of oneôs physical and mental health. 

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, I propose, can be considered an example of, ÐÕɯ+ÈÐɀÚɯȹƖƔƔƕȺɯÞÖÙËÚȮɯ

ȿÈÙÎÜÔÌÕÛɯÝÐÈɯÈÕÈÓÖÎàɀɯȹ×ȭƕƘƛȺȮɯÞÏÐÊÏɯ(ɯÚÜÎÎÌÚÛɯÊÈÕɯËÌÍÐÕÌɯȿÈÕÈÓÖÎÐÊÈÓɯÙÌÈÚÖÕÐÕÎɀȮɯÈɯ

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 

ÏÈÚɯÏÐÚɯȿÚ×ÖÕÛÈÕÌÖÜÚɯÛÏÐÕÒÐÕÎɯÎÙÖÜÕËÌËɯÐÕɯÐÕÍÖÙÔÈÓɯÈÕËɯÈËɯÏÖÊɯÈÕÈÓÖÎÐÊÈÓɯ

×ÙÖÊÌËÜÙÌÚɀȮɯÞÏÐÊÏɯ×ÙÌÚÜ××ÖÚÌÚɯȿÈÚÚÖÊÐÈÛÐÖÕɀɯÉÌÛÞÌÌÕɯÛÏÌɯÛÞÖɯÌÕÛÐÛÐÌÚȮɯÈÕËɯÚÜÊÏɯÈɯ

kin d of thinking is what defines the correlative thinking mode (Hall & Ames, 1998, 

para. 1). 

(ÕɯÈËËÐÛÐÖÕȮɯÐÕÚÛÌÈËɯÖÍɯÛÙàÐÕÎɯÛÖɯȿ×ÙÖÝÌɯÈɯ×ÙÖ×ÖÚÐÛÐÖÕɀɯÛÏÙÖÜÎÏɯÚÛÌ×-by-step 

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 -

ƕƘȺȮɯÛÏÌɯ×ÖÌÛɀÚɯÐÓÓÜÚÛÙÈÛÐÖÕɯÉÈÚÌËɯÜ×ÖÕɯÏÐÚɯȿÚÜ×ÌÙÐÖÙɯÞÐÚËÖÔɀȭɯ3ÏÐÚɯÍÌÈÛÜÙÌɯÈÓÚÖɯ

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 

literary work on the course of nature,  ÞÏÐÊÏɯÐÚɯÏÜÔÈÕɀÚɯÔÖÙÛÈÓÐÛàȭɯ3ÏÌɯ×ÖÌÔɯÚÛÈÛÌÚɯ

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, as what will be Ìß×ÌÊÛÌËɯÛÖɯÉÌɯËÙÈÞÕɯÈÚɯÈɯȿÓÖÎÐÊÈÓɀɯ

conclusion, a stronger willpower on the part of the poet comes with old age 

ȹÚàÔÉÖÓÐáÌËɯÉàɯÛÏÌɯÔÌÛÈ×ÏÖÙÐÊÈÓɯȿÖÓËɯÏÖÙÚÌɀɯÐÕɯÛÏÌɯÚÛÈÉÓÌȺȮɯÞÏÐÓÌɯÐÛɯÐÚɯÚÜÎÎÌÚÛÌËɯÖÕÌɯ

ÚÏÖÜÓËɯÛÈÒÌɯÊÖÕÛÙÖÓɯÖÍɯÖÕÌɀÚɯÓÐÍÌɯÐÕÚÛÌÈËɯÖÍɯÓÌÈÝÐÕÎɯÐÛɯÛÖ the will of heaven. In other 

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 may in fact be viewed as different in their substance because unlike metaphor, analogy 
ƛƴǾƻƭǾŜǎ ǘǿƻ ǎŜǘǎ ƻŦ ǊŜƭŀǘƛƻƴǎΥ ! ǘƻ . ƛǎ ŀǎ / ǘƻ 5 όΨThe cup is to Dionysus as the shield to AresΩ ώwŀǇǇΣ нлмлΣ 
Aristotelian Metaphors section]). But they do share the nature of comparison of similarities between objects, and 
hence analogical reasoning can be viewed as a kind of reasoning which is based upon metaphorical relations. 
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ÕÈÛÜÙÌȮɯËÌÔÖÕÚÛÙÈÛÐÕÎɯÏÖÞɯȿ ɯÐÚɯÛÏÌɯÊÈÚÌɯÈÕËɯÕÖÛ- ɯÐÚɯÛÏÌɯÊÈÚÌɀɯÙÌÍÌÙÙÌËɯÛÖɯÐÕɯÛÏÌɯ

ØÜÖÛÌɯÈÉÖÝÌɯÊÈÕɯÉÌɯÙÌÈÓÐáÌËɯȹɀ ɀɯÉÌÐÕÎɯÙÖÜÎÏÓàɯÜÕËÌÙÚÛÖÖËɯÈÚɯȿÛÏÌɯÐÕÛÈct, 

ÜÕÊÏÈÕÎÌÈÉÓÌɯÖÉÑÌÊÛÐÝÌɯÚÐÛÜÈÛÐÖÕɀȺȭ  

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]). Also, the 

ȿÏÈÙÔÖÕÐÖÜÚɯÜÕÐÛàɯÖÍɯÖ××ÖÚÐÛÌÚɀɯÐÕɯÈɯ"ÏÐÕÌÚÌɯÈÙÎÜÔÌÕÛɯÔÈàɯÚÖÜÕËɯÐÓÓÖÎÐÊÈÓɯÍÖÙɯÈɯ

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 form of cross-cultural communication. I 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 Tortoise Lives Long  Yang Xianyi and Gladys Yang 

1. Though the tortoise blessed with magic powers lives long, 
2. Its days have their allotted span; 
3. Though winged serpents ride high on the mist, 
4. They turn to dust and ashes at the last; 
5. An old war-horse may be stabled, 

6. Yet still it longs to gallop a thousand li; 
7. And a noble-hearted man though advanced in years 
8. Never abandons his proud aspirations. 
9. Man's span of life, whether long or short, 
10. Depends not on Heaven alone; 
11. One who eats well and keeps cheerful 
12. Can live to a great old age. 
13. And so, with joy in my heart, 
14. I hum this song. 

 

(Zhao, 2005, p. 311) 
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Translation 2:    

Turtles Live Long  Zhao Yanchun 

1. Turtles live a long life,          
2. And yet will die someday.              
3. Dragons ride on haze rife,        
4. But will fall to decay.                    
5. The stabled old horse peers; 

6. He'd course a thousand li.                 
7. The man in his late years                  
8. Aims as high as can be.                  
9. In life losses and gains                     
10. Don't but on Heav'n depend.                    

11. If one his health maintains,                 
12. He may live without end.                  
13. How nice, how fortunate!                     

14. I chant in praise of it.  
 
(ibid, p.277) 
 
Translation 3:  

 
Though Long Lives the Tortoise  Xu Yuanzhong 

 
1. Although lives the tortoise wise, 
2. In the end he cannot but die. 
3. The serpent in the mist may rise, 
4. But in the dust he too shall lie. 
5. Although the stabled steed is old, 
6. He dreams to run a thousand li. 
7. In lifeôs December Heroes bold 
8. Indomitable still will be. 
9. Itôs not up to Heaven alone (original line 10) 
10. To lengthen or shorten our days. (original line 9) 
11. To a great age we can live on, (original line 12) 
12. If we make the best of our ways. (original line 11) 
13. How happy I feel at this thought! 
14. I croon this poem as I ought. 
 
(Gao, Wang, Li, Guo, & Xu, 2003, p. 39) 
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From the acknowledgment that death comes to even legendary creatures 

ÞÐÛÏɯÔÈÎÐÊÈÓɯ×ÖÞÌÙȮɯÛÖɯÛÏÌɯ×ÖÌÛɀÚɯÖ×ÐÕÐÖÕɯÈÉÖÜÛɯÏÐÔÚÌÓÍɯÈÚɯÈɯÔÈÕɯÐÕɯÈÕɯÖÓËɯÈÎÌȮɯ

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 non-syllogistically as a series of 

ÊÓÈÐÔÚɯÈÚɯÚÛÈÛÌËȮɯÖÙɯÐÕɯÈɯÙÌÓÈÛÐÝÌÓàɯÔÖÙÌɯȿÑÜÔ×àɀɯÞÈàɯÊÖÔ×ÈÙÌËɯÞÐÛÏɯÛÏÌɯ×ÙÌÝÐÖÜÚɯ

argumentative poem by Su Shi. But the sequence of presentation, like the first 

example, can be as taken-for -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. 63 

The thinking pattern exhibited in Chinese argumentation, the lack of syllogism, the 

ȿÐÓÓÖÎÐÊÈÓɀɯÈÕÈÓÖÎÐÊÈÓɯÙÌÈÚÖÕÐÕÎɤÊÖÙÙÌÓÈÛÐÝÌɯÛÏÐÕÒÐÕÎɯÈÕËɯȿ"ÏÐÕÌÚÌɯËÐÈÓÌÊÛÐÊÈÓɯ

ÛÏÐÕÒÐÕÎɀȮɯÛÏÌàɯÈÓÓɯ×ÙÖÎÙÌÚÚɯÞÐÛÏɯthe same sequential structure as can be seen in 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 

ÊÈÛÌÙɯÍÖÙɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙɀÚɯÈÛÛÌÔ×ÛɯÛÖɯÙÏàÔÌɯÐÕɯÈÓÛÌÙÕÈÛÌɯÓÐÕÌÚȺȰɯ×ÈÙÛɯÖÍɯÛÏÌɯÊÏÈÕÎÌɯÛÏÌɯ

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 step-by-step 

reasoning procedure ɬ in that poem, explanation might be needed for the cultural -

specific elements which play a part in such reasoning, such as the good brought 

ÈÉÖÜÛɯÉàɯÛÏÌɯ×ÙÈÊÛÐÊÐÕÎɯÖÍɯ!ÜËËÏÐÚÔɯȹÓÐÒÌɯÈÛÛÈÐÕÐÕÎɯÛÏÌɯÚÛÈÛÌÚɯÖÍɯȿØÜÐÌÛÕÌÚÚɀɯȻÑÐÕÎȰɯ], 

ȿÌÔ×ÛÐÕÌÚÚɀɯȻÒÖÕÎȰɯῈȼȮɯÈÕËɯÉÌÊÖÔÐÕÎɯÈÕɯȿÌÔ×ÛàɯÞÌÓÓɀȻàÈÖÑÐÕÎȰɯѺУ]), and also the 

×ÖÌÛɀÚɯÈÕÈÓÖÎàɯÉÌÛÞÌÌÕɯÊÈÓÓÐÎÙÈ×ÏàɯÚÒÐÓÓÚɯÈÕËɯ×ÖÌÛÙàɯÞÙÐÛÐÕÎɯÚÒÐÓÓÚɯÞÏÐÊÏɯÐÕÝÖÓÝÌÚɯ

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 

ÛÏÌɯ!ÜËËÏÐÚÛɯÙÌÓÐÎÐÖÕɯÔÈàɯÏÌÓ×ɯÛÏÌɯÙÌÈËÌÙÚɯÜÕËÌÙÚÛÈÕËɯÛÏÌɯ×ÖÌÛɀÚɯÙÌÈÚÖÕÐÕÎȭɯ3ÏÌɯ

same applies to the second argumentative poem referred to just now where 

                                                           
63

 ¢Ǌŀƴǎƭŀǘƛƻƴ н όCŜƴƎΩǎ ǘǊŀƴǎƭŀǘƛƻƴύ ƻŦ {ǳ {ƘƛΩǎ ŀǊƎǳƳŜƴǘŀǘƛǾŜ ǇƻŜƳ ŎƛǘŜŘ ŀōƻǾŜ ƛǎ ƛƴ ŦŀŎǘ ŘƻƴŜ ǿƛǘƘ ŜƴƧŀƳōƳŜƴǘΣ 
so a line in the original is broken up into two. But the translation in any case demonstrates possibility of a line-by-
line rendering by presenting exactly the same sequence as that of the original. 
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translators may see the need to provide lengthy explanations of the Chinese cultural 

ÔÌÕÛÈÓÐÛàɯÚÖɯÛÏÈÛɯÛÏÌɯ×ÖÌÛɀÚɯÚÌÌÔÐÕÎÓàɯÜÕÑÜÚÛÐÍÐÌËɯÖ×ÛÐÔÐÚÔɯÊÈÕɯÉÌɯÜÕËÌÙÚÛÖÖËȭɯ

However, what the translation examples demonstrate is that even though there 

exist issues of comprehensibility due to cultural differences, whether or not in the 

ÌÕËɯÛÏÌɯÛÏÐÕÒÐÕÎɯÖÍɯ!ÜËËÏÐÚÔɯÖÙɯÛÏÌɯ×ÈÛÛÌÙÕɯÖÍɯÛÏÖÜÎÏÛɯÚÜÊÏɯÈÚɯȿ"ÏÐÕÌÚÌɯÕÈÐÝÌɯ

ËÐÈÓÌÊÛÐÊÐÚÔɀɯÐÚɯÈÊÊÌ×ÛÌËɯÖÙɯÊÈÕɯÈÊÛÜÈÓÓàɯÉÌɯÜÕËÌÙÚÛÖÖËɯÉàɯÈɯ6ÌÚÛÌÙÕɯÙÌÈËÌÙÚÏÐ×ɯÐÚɯ

quite another concern when there seems to be tacit 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 

ÓÌÈÚÛɯÚÈÍÌÓàɯÈÚÚÜÔÌɯÛÏÌɯÍÓÖÞɯÖÍɯÐËÌÈÚɯÞÏÐÊÏɯÊÖÔÌÚɯÞÐÛÏɯÛÏÌɯÖÙÐÎÐÕÈÓɀÚɯÚÌØÜÌÕÛÐÈÓɯ

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 

ÈÚɯÍÈÙɯÈÚɯ×ÖÚÚÐÉÓÌȭɯ9ÏÈÖɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƖȺɯÖÍɯÛÏÌɯÚÌÊÖÕËɯ×ÖÌÔɯÈÉÖÝÌɯÏÈÚɯ

ÓÐÕÌɯƝɯȿfl П ɀɯȹÓÐÛÌÙÈÓÓàɯȿÍÖÙɯÏÖÞɯÓÖÕÎɯÖÕÌɯÊÈÕɯÓÐÝÌɀȺɯÛÙÈÕÚÓÈÛÌËɯÈÚɯȿÐÕɯÓÐÍÌɯÓÖÚÚÌÚɯ

ÈÕËɯÎÈÐÕÚɀȮɯÈÕËɯ7ÜɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƗȺɯÍÖÙɯÓÐÕÌɯƕƖɯȿἣП ɀɯȹÓÐÛÌÙÈÓÓàɯȿÛÏÌɯ

ÍÖÙÛÜÕÌɯÖÍɯÛÖɯÕÜÙÛÜÙÌɯÏÈ××ÐÕÌÚÚɀȺɯÐÚɯȿ(ÍɯÞÌɯÔÈÒÌɯÛÏÌɯÉÌÚÛɯÖÍɯÖÜÙɯÞÈàÚɀȭɯ3ÏÌɯÍÖÙÔÌÙɯ

translation p erceivably carries a more general sense compared with the original ɬ 

ÊÌÙÛÈÐÕÓàɯȿÓÖÚÚÌÚɀɯÈÕËɯȿÎÈÐÕÚɀɯÐÕɯÓÐÍÌɯÈÙÌɯÕÖÛɯÑÜÚÛɯÈÉÖÜÛɯÉÙÌÝÐÛàɯÖÍɯÓÐÍÌɯÖÙɯÓÖÕÎÌÝÐÛàȭɯ%ÖÙɯ

ÛÏÌɯÓÈÛÛÌÙɯÛÙÈÕÚÓÈÛÐÖÕȮɯÛÖɯȿÕÜÙÛÜÙÌɯÏÈ××ÐÕÌÚÚɀɯȹÛÖɯÛÈÒÌɯÊÈÙÌɯÖÍɯÖÕÌɀÚɯÔÌÕÛÈÓɯÞÌÓÓ-being), 

which  ÐÚɯÛÏÌɯÔÌÈÕÐÕÎɯÖÍɯÛÏÌɯÖÙÐÎÐÕÈÓȮɯÐÚɯÕÖÛɯÛÏÌɯÚÈÔÌɯÈÚɯÛÖɯȿÔÈÒÌɯÛÏÌɯÉÌÚÛɀɯÖÍɯÖÕÌɀÚɯ

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. 

VII.  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 are shared between 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 focus upon 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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ȿÚÏÈÙÌËɀɯÉÌÛÞÌÌÕɯÛÞÖɯÓÈÕÎÜÈÎÌÚȮɯÐÚɯ×ÈÙÛɯÈÕËɯ×ÈÙÊÌÓɯÖÍɯÈÕɯÖÉÑÌÊÛÐÝÌɯÜÕËÌÙÚÛÈÕËÐÕÎɯÖÍɯ

×ÖÌÛÙàɯÛÙÈÕÚÓÈÛÐÖÕȮɯÈÚɯÞÌÓÓɯÈÚɯÐÛɯÌßÏÐÉÐÛÚɯÛÏÌɯȿÚÐÔ×ÓÌɀɯÕÈÛÜÙÌɯÖÍɯÛÏÌɯÕÌÞɯÛÙÈÕÚÓÈÛÐÖÕɯ

theory as I elaborate further in  the conclusion.  

  ÓÚÖȮɯÐÕɯÚÖɯÍÈÙɯÈÚɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙɀÚɯÐÕËÐÝÐËÜÈÓÐÛàɯÐÚɯÙÌÍÓÌÊÛÌËɯÐÕɯÛÏÌɯËÐÚÊÙÌ×ÈÕÊàɯ

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 as the accommodating feature of a 

poetic-argument-based theory. Such relationships are again explained in greater 

detail in Chapter 8, the conclusion.  

VIII.  Summary of chapter   

In this chapter, I 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 I 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. I 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, I 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, I have proposed the significance of the prose paraphrase in 

translation with reference to a dominant view in poetic studies that poetry can 

hardly be defined or  ÊÏÈÙÈÊÛÌÙÐáÌËɯÉàɯÐÛÚɯȿÔÌÈÕÐÕÎɀȮɯÐÛÚɯȿÙÌÍÌÙÌÕÛÐÈÓɯÍÜÕÊÛÐÖÕɀ, and 

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 I  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 I continue with addressing another aspect of poetic 

argument: repetition.  
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CHAPTER 5 

Second Aspect of the Poetic Argument: Repetition  

I.  Introduction  

This chapter is on repetition, the second aspect of the structural dimension of poetic 

argument. Firstly, I 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. 

3ÏÌÕɯ(ɯËÌÍÐÕÌɯȿÙÌ×ÌÛÐÛÐÖÕɀȮɯÞÏÐÊÏɯÐÚɯÈɯÉÙÖÈËɯÛÌÙÔȮɯÛÖɯÊÓÈÙÐÍàɯÞÏÈÛɯÐÛɯÔÌÈÕÚɯÈÕËɯÏÖÞɯÐÛɯ

is used in this study. After that I 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, I 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 se, together with 

the issue of how readers actually respond to the emotional meaning of repetition, 

are what I 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 I discuss towards the end of this chapter. 

It is interesting how one can often realize when repetition works as 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 impactȭɯȿRÌ×ÌÛÐÛÐÖÕɀɯÐÚɯ

considered a significant feature of poetry upon which poeti c status is basedȯɯȿ4ÕÓÐÒÌɯ

dialogue, poetry makes use of the musical properties of language, and an intrinsic 

×ÙÖ×ÌÙÛàɯÖÍɯÔÌÓÖËàɯÐÚɯÙÌ×ÌÛÐÛÐÖÕȱȭÔÜÚÐÊÈÓÐÛàɯÈÕËɯrepetition constitute the basic 

features of poetic languageɀɯȹ%ÌÕÎȮɯƖƔƕƙȮɯ×ÈÙÈȭɯƛȰɯÔàɯÌÔ×ÏÈÚÐÚȺȭ 

In this chapter, I 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. 

II.  Repetition  as paradigmatic structure  

Repetition is example of a paradigmatic structure, 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 belonging to the same 

class/function constitute a ȿparadigmaticɀ relation (p.12). Paradigmatic relations are 

about how signs (like words) stand in opposition to other possible choices (e.g. the 

selection ÖÍɯɯȿÉÙÐÓÓÐÈÕÛɀɯÐÕÚÛÌÈËɯÖÍɯȿÎÙÌÈÛɀɯÈÚɯÈɯ×ÙÌ-nominal modifier ÖÍɯȿÐËÌÈɀɯÐÕɯÈɯ

phrase), all such possibilities for a particular slot in a structure constituting a 

ȿ×ÈÙÈËÐÎÔɀɯȹÏÌÕÊÌɯÛÏÌɯÕÈÔÌɯȿ×ÈÙÈËÐÎÔÈÛÐÊɀȺȭɯ ɯÔÖÙÌɯÐÕÛÌÙÌÚÛÐÕÎɯÌß×ÓÈÕÈÛÐÖÕɯÐÚɯÉàɯ

analogy: A paradigm means ȿÈɯÙÌ×ÌÙÛÖÐÙÌɯÖÍɯÊÖÕÛÙÈÚÛÐÕÎɯÐÛÌÔÚɯÍÙÖÔɯÞÏÐÊÏɯÖÕÓà one 

ÔÈàɯÉÌɯÊÏÖÚÌÕɯÈÛɯÈɯÚÐÕÎÓÌɯÛÐÔÌɀɯȹibid , p. 36). SÜÊÏɯÊÖÕÛÙÈÚÛÐÕÎɯÐÛÌÔÚɯÊÈÕɯÉÌɯȿÈɯËÙÌÚÚɯ

and a ski-ÖÜÛÍÐÛɀɯÞÏÐÊÏȮɯȿÈÓÛÏÖÜÎÏɯÍÖÙÔÈÓÓàɯÝÌÙàɯËÐÍÍÌÙÌÕÛȮɯÉÌÓÖÕÎɯÛÖɯÛÏÌɯÚÈÔÌɯÒÐÕËɯ

ÚÐÕÊÌɯÖÕÌɯÔÜÚÛɯɁÊÏÖÖÚÌɂɯÉÌÛÞÌÌÕɯÛÏÌÔɀɯȹ!ÈÙÛÏÌÚȮɯÈÚɯÊÐÛÌËɯÐÕɯ"ÜÓÓÌÙȮɯƕƝƛƙȮɯ×ȭɯƗƚȺɯand 

ÊÈÕÕÖÛɯ×ÜÛɯÉÖÛÏɯÖÕɯÛÖÎÌÛÏÌÙȭɯ6ÏÌÙÌÝÌÙɯÛÏÌÙÌɯÐÚɯÚÜÊÏɯȿsyntagmatic incompatibility 

there is a system of signifying oppositions, that is to say, a ×ÈÙÈËÐÎÔɀ (ibid, p.37; my 

emphasis). 3ÏÌɯ×ÈÙÈËÐÎÔÈÛÐÊɯÚÛÙÜÊÛÜÙÌɯÉÌÊÖÔÌÚɯÐÕɯ)ÈÒÖÉÚÖÕɀÚɯȹƕƝƚƔȺ account the 

ȿÈßÐÚɯÖÍɯÚÌÓÌÊÛÐÖÕɀɯ(p. 358), a self-explanatory name. 

  In Chapter 4 I have referred to sequential structure as the syntagmatic 

dimension of the poetic structure. An interesting fact about syntagmatic structure is 

ÛÏÈÛɯËÌÚ×ÐÛÌɯ"ÜÓÓÌÙɀÚɯÈÊÊÖÜÕÛɯÈÉÖÝÌɯÛÏÈÛɯÐÛÌms in a paradigm have syntagmatic 

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 

ÙÌÕËÌÙÚɯÈɯÉÙÖÈËɯËÌÍÐÕÐÛÐÖÕɯÖÍɯȿÚÌØÜÌÕÛÐÈÓɯÚÛÙÜÊÛÜÙÌɀ, i.e. a syntagmatic structure 

applicable to all poems, including those  embodying a repetitive pattern. For a 

repetitive pattern, of which parallelism is a kind, Berlin (1992) ÕÖÛÌËɯÛÏÈÛɯȿÚÌÔÈÕÛÐÊɯ

equivalence between parallel lines may be perceived as either paradigmatic or 

ÚàÕÛÈÎÔÈÛÐÊɀɯȹ×ȭɯƝƔȺȮɯÊÐÛÐÕÎɯÌßÈÔ×ÓÌÚɯÍÙÖÔɯÛÏÌɯ!ÐÉÓÌȯɯȿ ÚÊÌÕËɯÈɯÏÐÎÏɯÏÐÓÓȮɯherald to 

Zion; Lift your voice aloud; herald to JerusalemɀȮɯÐÕɯÞÏÐÊÏɯÛÏÌɯȿÈÊÛÐÖÕÚɯÖÍɯÛÏÌɯÏÌÙÈÓËɯ

ÈÙÌɯ×ÙÌÚÌÕÛÌËɯÐÕɯÛÏÌɯÖÙËÌÙɯÐÕɯÞÏÐÊÏɯÛÏÌàɯÞÖÜÓËɯÕÈÛÜÙÈÓÓàɯÖÊÊÜÙɀɯ(ibid ; my emphasis), 

ÏÌÕÊÌɯÔÈÒÐÕÎɯÛÏÌÔɯȿÚàÕÛÈÎÔÈÛÐÊÈÓÓàɯÙÌÓÈÛÌËɀȮɯÉÜÛɯÈÛɯÛÏÌɯÚÈÔÌɯÛÐÔÌɯÛÏÌɯÞÖÙËɯ×ÈÐÙÚɯ

(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 example. A yuefu 

poem, Mo Shang Sang ( ϱ ; discussed below) with rampant repetition  is 

classified ÈÚɯÈɯȿÕÈÙÙÈÛÐÝÌɯÝÌÙÚÌɀɯÏÈÝÐÕÎɯÈɯȿÕÖÕ-temporal sequential structureɀɯȹ3ȭɯ"ȭɯLin, 

2006, p.15; my emphasis). Unlike a narrative structure , this poetry example does not 

involve events that actually happen one after another; each 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 as that in a story. With regard to the close link  between a syntagmatic 

and paradigmatic relationship, I can also refer to p arallelism, which as I have 

suggested demonstrates a paradigmatic relationship . Parallelism ÐÚɯȿÛÏÌɯÉÈÚÐÊɯ

structural principle in Chinese poetry that  ÚÜ××ÖÙÛÚɯ)ÈÒÖÉÚÖÕɀÚɯÛÏÌÖÙàɯÖÍɯ×ÖÌÛÙàɯ

ÍÜÕÊÛÐÖÕɯÈÚɯÚÐÔÐÓÈÙÐÛàɯÚÜ×ÌÙÐÔ×ÖÚÌËɯÖÕɯÊÖÕÛÐÎÜÐÛàɀ64 (as cited in Zhang, 1998, p. 33). 

 ÕËɯ)ÈÒÖÉÚÖÕɀÚɯÝÐÌÞɯÖÕɯÛÏÌɯÚÛÙÜÊÛÜÙÈÓɯ×ÙÐÕÊÐ×ÓÌÚɯÖÍɯ×ÖÌÛÙàȮɯÈÊÊÖÙËÐÕÎɯÛÖɯ*ÈÖɯÈÕËɯ

,ÌÐɯȹƕƝƛƜȺȮɯÈ××ÓÐÌÚɯȿÞÐÛÏɯÎÙÌÈÛÌÙɯÌÈÚÌɀɯÛÖɯÛÏÌɯÙÌÊÌnt-style poems of the Tang Dynasty 

compared to Western poems (p.287) ɬ the word choices in the same slot for the two 

lines which constitute a couplet need to belong to the same part of speech and have 

a sense relation (hence similarity which at the same time signal comparisons/contrasts), 

and when the choices made are combined to form poetic lines,  the combination is 

linear (hence contiguity). 

In this chapter I 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 

                                                           
64

 WŀƪƻōǎƻƴΩǎ ǾƛŜǿ ŀǎ ŎƛǘŜŘ Ŏŀƴ ōŜ ŜȄǇŀƴŘŜŘ ŀƴŘ ŜȄǇƭŀƛƴŜŘ ŀǎ ŦƻƭƭƻǿǎΥ Ψ¢ǿƻ ƻǊ ƳƻǊŜ ǎƛƳƛƭŀǊ ŜƭŜƳŜƴǘǎ ŀǊŜ ŎƻƳōƛƴŜŘ 
ƛƴ ŎƻƴǘƛƎǳƻǳǎ ŜȄǇǊŜǎǎƛƻƴǎΤ ǘƘŀǘ ƛǎΣ ǎƛƳƛƭŀǊƛǘȅ ƛǎ ǎǳǇŜǊƛƳǇƻǎŜŘ ƻƴ ŎƻƴǘƛƎǳƛǘȅΩ ό.ŜǊƭƛƴΣ мффнΣ ǇΦмплύΦ  
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when one considers that ×ÈÙÈËÐÎÔÈÛÐÊɯÙÌÓÈÛÐÖÕÚɯÈÙÌɯÈÉÖÜÛɯȿÊÏÖÐÊÌÚɀɯÈÕËɯÈÙÌɯÕÖÕ-

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 slot across different 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.    

III.  Repetition and its translation  ɬ a preliminary exploration  

3ÖɯÛÙÈÕÚÓÈÛÌɯÛÏÌɯ×ÈÙÈËÐÎÔÈÛÐÊɯÙÌÓÈÛÐÖÕɯÖÍɯÙÌ×ÌÛÐÛÐÖÕȮɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙɀÚɯÊÖÕÊÌÙÕɯÊÖÜÓËɯ

be how the words across different 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 illustrate this idea I refer to examples of parallelism. Plaks (2015) 

ÈÊÒÕÖÞÓÌËÎÌËɯ×ÈÙÈÓÓÌÓÐÚÔɯÈÚɯÛÏÌɯȿÔÖÚÛɯÝÐÚÐÉÓÌɀȮɯÛÖɯÛÏÌɯÌßÛÌÕÛɯÖÍɯÍÖÙÔÐÕÎɯÛÏÌɯ

ȿÈÌÚÛÏÌÛÐÊɯÊÖÙÌɀɯÐÕɯȿÔÈÑÖÙɯÔÖËÌÚɯÖÍɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɀɯȹ×ȭɯƚƛȺȭɯ.ÚÛÈÚÏÌÝÚÒàɯ

(201ƖȺɯÚÈàÚɯÙÌ×ÌÛÐÛÐÖÕÚɯȿÚÜÎÎÌÚÛɯ×ÈÙÈÓÓÌÓÐÚÔÚɀɯÉÌÊÈÜÚÌɯÛÏÌàɯȿÜÕËÌÙÎÐÙËɯÐÔ×ÓÐÊÐÛɯ

ÊÖÔ×ÈÙÐÚÖÕÚɯÖÙɯÊÖÕÛÙÈÚÛÚɯÉÌÛÞÌÌÕɯ×ÖÐÕÛÚɯÐÕɯÈɯ×ÖÌÔɀɯȹ×ȭƕȺȭɯFollowing is the yuefu 

poem Mo Shang Sang, Ballad of the Mulberry Road (title and poem translated by Yip, 

1997, p.97) cited above again, of which I refer only to the first stanza to illustrate 

repetition as parallelism, a paradigmatic relationship  (examples underlined ):  

ϱ  

1. ѡҏὧ⁮ Ȳ   
2. ᶺ ѫ ȴ   
3. ѫֻצЅȲ   
4. ᴞ֤Ɫ ȴ   
5. Ȳ   
6. ₨⁮ ȴ   
7. ‌ Ɫ ṆȲ 
8. ὬⱢ ȴ 
9. ϱ Ȳ 
10. ᴘМὙѣ ȴ 
11. Ɫϯ Ȳ 
12. Ɫϱ ȴ 



134 
 

13. ᴩ῏ṓ Ȳ 
14. ϯ ȴ 
15. юדṓ Ȳ 
16. ȴ 
17. ῏ᶱẔ Ȳ 
18. ῏ᶱẔ ȴ 
19. ẃ   Ȳ∫≥ד
20. ᵀᶄ ȴ  

 

 Moshang Sang 

1. sun rise   south  east  corner 

2. shine-upon our   Qinôs (last name)ï  building 

3. Qinôs-family ï   has  fine  girl 

4. self named   to-be  Luo  Fu 

5. Luo Fu   like  silkworms mulberry-trees 
6. pluck mulberry-leaves  (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 ï  plait 
10. ears amidst (i.e. on her ears) bright   moon  pearls 
11. yellow silk   is  bottom  skirt 
12. purple silk   is  upper  short-coat 
13. passers-by ï   see  Luo  Fu 
14. put-down  load   stroke   mustache beard 
15. young-men  ï   see   Luo  Fu 
16. take-off  hat   arrange  head-scarf ï 
17. farmers  ï   forget  their   plough 
18. hoemen  ï   forget  their  hoes 
19. come  back   mutually complain feel-angry 

20. only (because)sit down  (to) watch Luo  Fu* 
 

* Though not explicitly spelt out, lines 19-20 have a cause-result relationship. People working 
in the farm were distracted by Luo Fuôs beauty, hence leaving their work undone and ended 
up complaining each 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 other, a fact which is obvious 

from the word -for -word crib, e.g. lines 7-8, and lines 11-12. The couplets therefore 
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ÈÓÚÖɯÍÐÛɯÐÕÛÖɯ)ÈÒÖÉÚÖÕɀÚɯÝÐÌÞɯÈÉÖÝÌɯÖÕɯÛÏÌɯÚÛÙÜÊÛÜÙÈÓɯ×ÙÐÕÊÐ×ÓÌɯÖÍɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɯ

despite the fact that this is not an example of recent-style poem. 

(ÛɯÊÈÕɯÉÌɯÚÌÌÕɯÍÙÖÔɯ8Ð×ɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯÉÌÓÖÞɯÛÏÈÛɯÏÌɯÙÌÕËÌÙÚɯÛÏÌɯÚÛÙÜÊÛÜÙÈÓɯ

identity of the couplets almost entirely, hence the paradigmatic relationship which 

ÊÖÕÚÐÚÛÚɯÖÍɯȿÊÏÖÐÊÌÚɯÐÕɯÈɯ×ÈÙÈËÐÎÔɀɯÊÖÔÌÚɯÛÏÙÖÜÎÏȭ 

Translation:  

1. The sun rises in the southeast corner, 
2. Shining upon the chambers of our Chôins. 
3. In them a pretty girl. 
4. Self-named Lo-fu. 
5. Lo-fu 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 handle. (First couplet ) 
9. On her head, a dangling plait. 
10. At her ears, bright moon pearls. (Second couplet) 
11. Yellow satin for her skirt beneath. 
12. Purple satin for her short-coat above. (Third couplet) 
13. Passersby seeing Lo-fu 
14. Put down their loads to twirl their mustaches and beard. 
15. Young men seeing Lo-fu 
16. Take off their hats to re-do their head-dresses. (Fourth couplet: I take it that in this 

translation lines 13-14 form the first line of the couplet, and lines 15-16 form the 
second line of the couplet) 

17. Farmers forget their ploughs. 
18. Hoemen forget their hoes. (Fifth couplet) 
19. When they get home they are all irritated 
20. After having watched Lady Lo-fu. 

 

With regard to the issue of translation of repetition I 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 the Southern Song (1127-1279) 

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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    Ḉ  Shengshengman (The Slow Tune65) Li Qingzhao 

1.     Ȳ* 

    cam4**cam4 mik6 mik6  
    seek seek search search 
 

2. ᵐ ᵐ  Ȳ 

 laang5 laang5 cing1 cing1 
 cold cold quiet quiet 
 
3.         

  cai1 cai1 caam2   caam2  cik1 cik1 
 chilly chilly  miserable  miserable sad sad 

*This four-character line is an example of Chinese reduplication. The meaning is ósearching and seeking 
for quite a whileô. Described as having a ócircumfixing natureô (Feng, n.d., p. 1), this verbal repetitive 
pattern (an AABB pattern) is more common amongst Chinese adjectives (e.g. ókuaikuaileleô [óᶶᶶ ô] 
which means óhappyô, but the meaning is basically the same as the ónon-reduplicativeô form ókuaileô [ᶶ

]). There are examples of reduplicative adjective in the second line: ólenglengqingqingô (ᵐᵐ ) 
and the last line óqiqicancanô () derived from ólengqingô (ᵐ ) and óqicanô () respectively.   

**Marked phonemically as /ts/ in modern Cantonese phonology (Chan & Li, 2000, p.70), this ócô 
sound is classified as an affricate pronounced with lip-spreading and aspiration and the tongue touching 
the back of the alveolar ridge. For speakers of English they could easily mistake the ócô as representing 
the pronunciation of the velar plosive /k/.  The same applies to all instances of ócô in the subsequent 
lines: cing1 ( ), cai1 ( ), caam2 ( ), and cik1 ( ). 

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)66 

                                                           
65

 The ci poetry popularly written in the Song Dynasty may be considered the counterpart of song lyrics in modern 
ǘŜǊƳǎ όƘŜƴŎŜ ǘƘŜ ǘǊŀƴǎƭŀǘƛƻƴ ΨƭȅǊƛŎ ǇƻŜǘǊȅΩύΦ tƻŜǘǎ ƻŦ ci supplied words for readily available scores which are called 
ΨǘǳƴŜǎΩ όcipai; ), each tune having a different name, and Shengshengman is the name of a tune. 
66

 I have not marked any numbers for the lines of the translation like I have done for the other poetry examples 
because the source poem is not translated line-by-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. 67  ɯÙÌÔÈÙÒɯÈÚɯȿÓÐÒÌɯ

European poetry, Chinese poetry often relies on alliteration, repetition, and 

ÖÕÖÔÈÛÖ×ÖÌÐÈɯÛÖɯÊÙÌÈÛÌɯÐÛÚɯÌÍÍÌÊÛÚɀɯȹ6ÏÌÌÓÌÙȮɯƖƔƕƚȮɯ3ÙÈÐÛÚɯÖÍɯ"ÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ/ÖÌÛÙàɯ

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 

ÉÌÈÜÛÐÍÜÓɯȿ×ÖÌÛÐÊɯÞÖÙÓËɀɯȹÉÖÙÙÖwing the phrase used by Sung, as cited in Duan, 2009, 

×ȭɯƛƔȺȮɯÛÏÌɯ$ÕÎÓÐÚÏɯÛÙÈÕÚÓÈÛÐÖÕɯÍÖÙɯȿàÐÑÐÕÎɀɯȹ). The alliterative reduplications, in 

particular, are known to have brought about the melancholic mood felt by the poet 

ÈÚɯÛÏÌɯÐÕÐÛÐÈÓɯÊÖÕÚÖÕÈÕÛɯȿÊɀȮɯÏÈÝing a subdued sound, can convey a heart-wrenching 

feeling when pronounced in succession. Alliteration, which may be defined as a 

kind of repetition itself for the obvious reason of its involving a repeating of the 

initial consonant, is tactfully retained i n the translation by Lin Yutang above (see 

Appendix I 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 of the source poem seems to have 

been captured by the free translation approach. The literal meaning of the source is 

ÎÐÝÌÕɯÜ×ɯÚÖÔÌÏÖÞȮɯÞÏÌÕɯȿÊÈÔƘɯÔÐÒƚɀɯȹÓÐÕÌɯƕȺɯÔÌÈÕÚɯȿÛÖɯÚÌÈÙÊÏɀȮɯȿÓÈÈÕÎƙɯÊÐÕÎƕɀɯȹÓÐÕÌɯ

ƖȺɯÔÌÈÕÚɯȿËÌÚÌÙÛÌËɀȮɯȿÊÈÐƕɯÊÈÈÔƖɀɯȹÓÐÕÌɯƗȺɯÔÌÈÕÚɯȿÔÐÚÌÙÈÉÓÌɀȮɯÈÕËɯȿÊÐÒƕɯÊÐÒƕɀɯȹÓÐÕÌɯƗȺɯ

ÔÌÈÕÚɯȿÚÈËɀȭɯ3ÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯÚÖÜÕËɯÙÌ×ÌÛÐÛÐÖÕɯÐÚɯ×ÙÖÉÈÉÓàɯÖÕÌɯÖÍɯÛÏÌɯÔÖÚÛɯÖÉÝÐÖÜÚɯ

cases of the difficulty of preserving both the form and meaning in translation which 

gives rise to the need to resort to compensatory strategies. But the translator has 

tactfully, and I argue also justifiably, made use of the associative meanings of the 

English words in his free translation in order that the repetitive pattern of 

ÈÓÓÐÛÌÙÈÛÐÖÕɯÐÚɯÙÌÛÈÐÕÌËȮɯÈÕËɯÛÏÌɯÙÌ×ÌÈÛÌËɯÚÐÉÐÓÈÕÛɯȿÚɀɯÐÕɯÛÏÌɯtranslation, which sounds 

ȿÏÈÙÚÏɯÖÕɯÛÏÌɯÌÈÙɀȮɯ×ÙÌÚÌÕÛÚɯÈɯȿËÐÚÛÜÙÉÌËɯÔÌÕÛÈÓɯÚÛÈÛÌɯÖÙɯÌßÛÌÙÕÈÓɯÊÐÙÊÜÔÚÛÈÕÊÌɀɯ

(Literary Devices, n.d., Significance of Sibilance in Literature section, para. 1), very 

much in line with the mood created in the source poem.   

                                                           
67

 The Chinese spoken in the Tang and Song ǇŜǊƛƻŘΣ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ΨaƛŘŘƭŜ /ƘƛƴŜǎŜΩ (Zhonggu Hanyu; Мҡ ) , 

Ƙŀǎ ŀ ƭƻǘ ƛƴ ŎƻƳƳƻƴ ǿƛǘƘ ǘƘŜ /ŀƴǘƻƴŜǎŜ ŘƛŀƭŜŎǘ ǿƘƛŎƘ Ƙŀǎ ŀ ƭƻƴƎ ƘƛǎǘƻǊȅ ƻŦ ŀōƻǳǘ нллл ȅŜŀǊǎ όά/ŀƴǘƻƴŜǎŜ όƻǊ ¸ǳŜύΣέ 
2002). That is why in terms of pronunciation, the Cantonese sounds in these classical poems make the alliterative 
pattern come through much more clearly compared with Mandarin Chinese. The sound under discussion here, the 
aspirated affricate, has existed for long and is recorded in the sound system of Middle Chinese in the studies of 
Baxter (1992) and Pulleyblank (1991), the former classifying the sound as a dental sibilant initial, and they 
represent the sound as ΨtsƘΩ (p.51) and ΨǘǎΩ (p. 10) respectively.    
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Based upon the translatability of the repetitive pattern (demonstrated by 

8Ð×ɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯÛÏÌɯyuefu poem above) and assumption of justifiability of the 

ÛÙÈÕÚÓÈÛÖÙɀÚɯÚÛÙÐÝÐÕÎɯÏÈÙËɯÛÖɯÙÌÛÈÐÕɯÛÏÌɯÍÖÙÔ-meaning relationship of a repetitive 

pattern (demonstrateËɯÉàɯ+ÐÕɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯÛÏÌɯÈÓÓÐÛÌÙÈÛÐÖÕȺȮɯ(ɯËÐÚÊÜÚÚɯÛÏÌɯ

translation of repetition from the argumentative perspective, in order that I may 

achieve an objective description of the nature of poetry translation.  

IV.  Repetition defined  

(ɯÏÈÝÌɯàÌÛɯÛÖɯËÌÍÐÕÌɯÏÖÞɯȿÙÌ×ÌÛÐÛÐÖÕɀɯÐÚɯÛÖɯÉÌɯÜÕËÌÙÚÛÖÖËɯÐÕɯÛÏÐÚɯÙÌÚÌÈÙÊÏɯÚÛÜËàȭɯ

ȿRÌ×ÌÛÐÛÐÖÕɀɯhas a fluid meaning ÓÐÒÌɯÚÌÝÌÙÈÓɯÖÛÏÌÙɯÛÌÙÔÚɯȹȿ×ÌÙÚÜÈÚÐÖÕɀȮɯȿÎÌÕÙÌɀɯÈÕËȮɯ

ÜÕËÖÜÉÛÌËÓàȮɯȿÈÙÎÜÔÌÕÛɀȺɯÈÓÙÌÈËàɯËÐÚÊÜÚÚÌË in the previous chapters. That the 

ÚÌÕÚÌɯÖÍɯȿÙÌ×ÌÛÐÛÐÖÕɀɯÐÚɯÍÓÜÐËɯÐÚɯÕÖt so much because it is vague as it is broad. LÌÌÊÏɀÚɯ

(1969) comment on repetition seems to hold true for numerous languages despite 

ÛÏÌɯÍÈÊÛɯÛÏÈÛɯÏÐÚɯÈÊÊÖÜÕÛɯÐÚɯÉÈÚÌËɯÜ×ÖÕɯ$ÕÎÓÐÚÏȯɯȿ+ÈÕÎÜÈÎÌɯÈÓÓÖÞÚɯÍÖÙɯÈɯÎÙÌÈÛɯ

abundance of types of lexical and grammatical ÙÌ×ÌÛÐÛÐÖÕɀɯȹ×ȭƛƚȺȭɯThe example Billy 

Boy, used in the study of Smith (1968), is quoted as an instance of thematic repetition. 

(ÕɯÛÏÌɯÍÖÓÒÚÖÕÎɯÛÏÌÙÌɯÈÙÌɯÈɯÚÌÙÐÌÚɯÖÍɯØÜÌÚÛÐÖÕÚɯÓÐÒÌɯȿ"ÈÕɯÚÏÌɯÍÙàɯÈɯËÐÚÏɯÖÍɯÔÌÈÛȳɀȮɯȿ"ÈÕɯ

ÚÏÌɯÔÈÒÌɯÈɯÓÖÈÍɯÖÍɯÉÙÌÈËȳɀȮɯÈÕËɯȿ"ÈÕɯÚÏÌɯÍÌÌËɯÈɯÚÜÊÒÐÕÎɯ×ÐÎȳɀɯȹ×ȭɯƝƝȰɯsee Appendix I 

Note 30 on p. 305-307 for the full  poem), all questions revolving aroun d the same 

theme. The questions at the same time constitute formal repetition because of their 

structural identity.  These two kinds of rep etition may have a different name from 

verbal repetition,68 but the truth is none of these three kinds of repetition need to 

ÖÊÊÜÙɯÌßÊÓÜÚÐÝÌÓàȭɯ+ÌÌÊÏɀÚɯȹƕƝƚƝȺɯÐÓÓÜÚÛÙÈÛÐÖÕɯÖÍɯÞÏÈÛɯÏÌɯÊÈÓÓÚɯȿÍÙÌÌɯÝÌÙÉÈÓɯÙÌ×ÌÛÐÛÐÖÕɀɯ

(a kind of verbal repetition), for example,  seems to indicate the fact that formal 

ÙÌ×ÌÛÐÛÐÖÕɯÐÚɯÈÕɯÌÕÛÈÐÓÔÌÕÛɯÖÍɯÐÛȯɯȿȻ%ÙÌÌɯÝÌÙÉÈÓɯÙÌ×ÌÛÐÛÐÖÕȼɯÔÌÈÕÚɯÛÏÌɯÌßÈÊÛɯÊÖ×àÐÕÎɯÖÍɯ

ÚÖÔÌɯ×ÙÌÝÐÖÜÚɯ×ÈÙÛɯÖÍɯÈɯÛÌßÛɯȹÞÏÌÛÏÌÙɯÞÖÙËȮɯ×ÏÙÈÚÌȮɯÖÙɯÌÝÌÕɯÚÌÕÛÌÕÊÌȺɀɯȹ×ȭƛƛ; 

original parentheses).  Leech also suggests ÛÏÈÛɯȿif there were merely a partial 

repetition, this would amount to parallelism [which is also a kind of formal 

ÙÌ×ÌÛÐÛÐÖÕȼɀɯȹÐÉÐËȺȮɯÐÕËÐÊÈÛÐÕÎɯÊÓÌÈÙÓàɯÛÏÈÛɯ×ÈÙÈÓÓÌÓÐÚÔɯÊÈÕɯÈÓÚÖɯÉÌɯÜÕËÌÙÚÛÖÖËɯÐÕɯ

terms of repetition, echoing the view that repetition suggests pa rallelism according 

to Ostashevsky (2012) cited, and also my translation examples discussed above 

where I treat parallelism (the couplets) as repetition.  In classical Chinese poetry one 

                                                           
68

 !ǎ ǘƘŜ ƴŀƳŜ ǎǳƎƎŜǎǘǎΣ ΨǾŜǊōŀƭ ǊŜǇŜǘƛǘƛƻƴΩ Ƴŀȅ Ƨǳǎǘ ōŜ ǘŀƪŜƴ ǘƻ ƳŜŀƴ ǊŜǇŜǘƛǘƛƻƴ ƻŦ ŀ ǾŜǊōŀƭ ƳŜǎǎŀƎŜΣ ǿƘƛŎƘ 
almost sounds like a tautology but which I 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 yuefu poem about the attractive young woman cited above, 

the couplets are examples of formal repetition, an entailment of verbal repetition as 

mentioned above.  At the same time all are instances of parallelism, 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 7-18 (see p. 

135) taken together, may also be taken to be a case of thematic repetition, when they 

ÊÖÕÚÛÐÛÜÛÌɯȿÈɯ×ÈÛÛÌÙÕɯÖÍɯÜÚÈÎÌɯÞÏÐÊÏɯÙÌ×ÌÈÛÚɯÞÖÙËÚȮɯÐÔÈÎÌÚȮɯÖÙɯÐËÌÈÚɯÛÖɯÊÙÌÈÛÌɯÈɯ

series of parallel associations in the audience's mind between the events so 

ËÌÚÊÙÐÉÌËȱȭɀɯȹ&ÖÜÊÏÌÙɯ"ÖÓÓÌÎÌȮɯƖƔƔƕȺɯɬ ÐÛɯÐÚɯÖÉÝÐÖÜÚɯÛÏÈÛɯÛÏÌɯËÌ×ÐÊÛÐÖÕÚɯÖÍɯÛÏÌɯÓÈËàɀÚɯ

attire and the passers-ÉàɀÚɯÙÌÚ×ÖÕÚÌÚɯÙÌÝÖÓÝÌɯÈÙÖÜÕËɯÏÌÙɯ×ÏàÚÐÊÈÓɯÈÛÛÙÈÊÛÐÝÌÕÌÚÚȭ   

In addressing instances of repetition in the poems which I 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 I 

acknowledge at the same time the repetitive form addressed may also be called by a 

different name.  

In this research study, I try to use repetitive pattern stretching throughout 

the poetic text to justify the device as a textual feature, the poetic argument. The 

poetic texts are understood to have been weaved together by repetition, as I explain 

in greater detail below with my use of the poetry examples and their translations.   

V.  Repetition as poet ic argument and its translation  

As a poetic feature repetition is dominant in classical Chinese poetry. Other than 

parallelism as a structural principle of recent-style poetry written in the Tang Dynasty 

as illustrated above, verbal repetition characterizes numerous examples from The 

Book of Songs (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 ȿmuch repetition with 

ÚÓÐÎÏÛɯÝÈÙÐÈÛÐÖÕÚɀɯȹ×ȭƖƕƙȰɯÔàɯÌÔ×ÏÈÚÐÚȺȭɯ3ÏÌɯ×ÖÌÔɯȿ!ÐÎɯ1ÈÛÚɀ69 (Shuo Shu; ) from 

                                                           
69

 Ψ.ƛƎΩ ƛǎ ƻƴƭȅ ƻƴŜ ƻŦ ǘƘŜ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴǎ ƻŦ ǘƘŜ ǿƻǊŘ ΨshuoΩ (See footnote no. 72 on p. 143). 
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the Airs of the State of Wei (Weifeng; ), a sub-section of Airs of the States (Guofeng; 

), one of the three sections in The Book of Songs70 is a case in point: 

  

1. Ȳ 

2. ᶺ Ⱥ 

3. Ϯ ЅȲ 

4. ᶺΊ ȴ 

5. ҟЅȲ 

6. ἒ Ёȴ 

7. Ё ЁȲ 

8. ⱪ ᶺἬȴ 

 

9. Ȳ 

10. ᶺ Ⱥ 

11. Ϯ ЅȲ 

12. ᶺΊ ȴ 

13. ҟЅȲ 

14. ἒ ȴ 

15. Ȳ 

16. ⱪ ᶺ᾿ȴ 

 

17. Ȳ  

18. ᶺ Ⱥ 

19. Ϯ ЅȲ 

20. ᶺΊ ȴ 

21. ҟЅȲ 

22. ἒ ȴ 

23. Ȳ 

24. ПӘ ȹ  

 

Shuo Shu 
 

1. big  rat  big rat 
2. donôt  eat  our millets 

                                                           
70

 The Book of Songs (Shijing; ) is the earliest anthology of classical Chinese poetry, consisting of poems from 

the Zhou Dynasty (Approx. 1100-256 B.C.) and the Spring and Autumn Period (770-476 BC). The section Ψ!ƛǊǎΩ 
consists of ΨŦƻƭƪ ǎƻƴƎǎΩΤ ǘƘŜ ƻǘƘŜǊ ǘǿƻ ǎŜŎǘƛƻƴǎ ŀǊŜ Ψ¸ŀΩ όύ ŀƴŘ Ψ{ǳƴƎΩ ό), which are ǘǊŀƴǎƭŀǘŜŘ ŀǎ ΨhŘŜǎΩ and 

ΨIȅƳƴǎΩ ό/ƘƛŀΣ нллуΣ ǇΦруύ, and are songs played at the courts of the royals/aristocracies 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. donôt  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. donôt  eat  our seedlings 
19. three  years  serve you 
20. not  us  willing reward 
21. swear  will  leave you 
22. to  that  happy rural-land 
23. happy  rural-land  happy  rural-land 
24. who  zhi**(aux.) always  cry 

 

*The adverb means óas a resultô.  

**This is an auxiliary used in classical Chinese with no substantive meaning, here supplied to 
make the poetic line tetra-syllabic and render a balanced metrical pattern. 

 3ÏÌɯȿ ÐÙÚɀɯÊÈÛÌÎory in Shijing consists of ancient Chinese folksongs, and the 

fact that the repetitive pattern is so common amongst the poems in such a category 

ÌÊÏÖÌÚɯÛÏÌɯÝÐÌÞɯÉàɯ2ÔÐÛÏɯȹƕƝƚƜȺɯÛÏÈÛɯȿ3ÏÌÔÈÛÐÊɯÙÌ×ÌÛÐÛÐÖÕɯÐÚɯÈɯÊÏÈÙÈÊÛÌÙÐÚÛÐÊɯ

structural principle in most song  ÓàÙÐÊÚȮɯ×ÈÙÛÐÊÜÓÈÙÓàɯÐÕɯ×ÙÐÔÐÛÐÝÌɯÈÕËɯÕÈĈÝÌɯÚÛàÓÌÚɀɯ

(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 

ÚÛÈÕáÈÚȮɯÌÐÛÏÌÙɯÝÌÙÉÈÛÐÔɯȹȿÍÙÌÌ ÝÌÙÉÈÓɯÙÌ×ÌÛÐÛÐÖÕɀɯËÌÍÐÕÌËɯÉàɯ+ÌÌÊÏɯÈÉÖÝÌȺɯÖÙɯÞÐÛÏɯ

ÚÓÐÎÏÛɯÊÏÈÕÎÌɯȹÊÖÕÚÛÐÛÜÛÐÕÎɯȿ×ÈÙÈÓÓÌÓÐÚÔɀȺȭɯ3ÏÌɯ×ÖÌÔȮɯÞÙÐÛÛÌÕɯÞÐÛÏɯÛÏÌɯÝÖÐÊÌɯÖÍɯÛÏÌɯ

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 one71), 

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 Shu for comparison, 

starting with the translations of Arthur Waley (Translation 1) and Bernhard 

Karlgren (Translation 2):   

Translation 1:  

Big Rat    Arthur Waley 

1. Big rat, big rat,  
2. Do not gobble our millet!  
3. Three years we have slaved for you,  
4. Yet you take no notice of us.  
5. At last we are going to leave you 
6. And go to that happy land;  
7. Happy land, happy land,   
8. Where we shall have our place. 

 
9. Big rat, big rat,  
10. Do not gobble our corn!  
11. Three years we have slaved for you,  
12. Yet you give us no credit.  
13. At last we are going to leave you  
14. And go to that happy kingdom;  
15. Happy kingdom, happy kingdom,  
16. Where we shall get our due. 

 
17. Big rat, big rat,  
18. Do not eat our rice-shoots!  
19. Three years we have slaved for you.  
20. Yet you did nothing to reward us.  
21. At last we are going to leave you  
22. And go to those happy borders;  
23. Happy borders, happy borders  
24. Where no sad songs are sung. 

(Waley, 1954, p. 309) 

                                                           
71

 IŜ όнллрύΣ ŦƻǊ ŜȄŀƳǇƭŜΣ Ƙŀǎ ŀ ŘƛŦŦŜǊŜƴǘ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ǘƘŀǘ ǘƘŜ ΨǊŀǘǎΩ ǊŜŦŜǊ ǘƻ ǘƘŜ ƭŀƴŘƭƻǊŘǎΣ ŀ ƴŜǿ Ŏƭŀǎǎ ŜƳŜǊƎƛƴƎ 
in the Spring and Autumn Period (770-476 B.C.)Σ ŀƴŘ ǘƘŜ ΨǎƭŀǾŜǎΩ were instead free commoners but who 
nevertheless were exploited. 
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Translation 2:  

Untitled     Bernhard Karlgren    

 1. You shi-rats, you shi-rats,72 2. do not eat our millet! 3. Three years we served you, 4. 
but you have 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 shi-rats, you shi-rats, 10. do not eat our wheat! 11. Three years we have 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 shi-rats, you shi-rats, 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 outlands! 24. Who goes there to make long-drawn-out 
lamentations? 

(Balcom, 2001, p. 39) 

The repetitive structures in the source poem are largely ÙÌÕËÌÙÌËɯÐÕɯ6ÈÓÌàɀÚɯ

ÈÕËɯ*ÈÙÓÎÙÌÕɀÚɯÛÙÈÕÚÓÈÛÐÖÕÚȮɯÊÖÕÚÐËÌÙÐÕÎɯÛÏÌɯÓÐÕÌÚɯÈÊÙÖÚÚɯÛÏÙÌÌɯÚÛÈÕáÈÚɯÞÏÐÊÏɯÍÖÙÔɯÈɯ

repetitiv e pattern: lines 1, 9, and 17 and lines 3, 11, and 19 which constitute two sets 

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 between them that the 

ÚÖÜÙÊÌɯ×ÖÌÔɀÚɯÙÌ×ÌÛÐÛÐÖÕɯÚÏÖÜÓËɯÈÚÚÜÔÐÕÎÓàɯÉÌɯÛÙÈÕÚÍÌÙÙÌËɯÞÏÌÕɯÛÏÌàɯÊÈÕɯÉÌɯ

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 Yuanzhong 

(Translation 3), James Legge (Translation 4), and William Jennings (Translation 5):  

 

                                                           
72

 Karlgren takes the word ΨǎƘǳƻΩ όΨΩύ ǘƻ ƳŜŀƴ ǎƻƳŜǘƘƛƴƎ ƻǘƘŜǊ ǘƘŀƴ ΨōƛƎΩ ς hŜ ΨŦƻƭƭƻǿǎ ǘƘŜ ŘƛŎǘƛƻƴŀǊȅ 9Ǌȅŀ ώ] 

(Third Century B.C.), which defines the first syllable in the title [] as άŀ ƪƛƴŘ ƻŦ ǊƻŘŜƴǘέΩ όas cited in Malmqvist, 

2011, p. 308).  
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Translation 3:  

Large Rat   Xu Yuanzhong 

1. Large rat, large rat, 
2. Eat no more millet we grow! 
3. Three years you have grown fat; 
4. No care for us you show. 
5. We'll leave you now, I swear, 
6. For a happier land, 
7. A happier land where 
8. We may have a free hand. 

 
9. Large rat, large rat, 
10. Eat no more wheat we grow! 
11. Three years you have grown fat; 
12. No kindness for us you show. 
13. We'll leave you now, I swear, 
14. We'll leave the land of our birth 
15. For a happy state where 
16. We can get what we're worth. 
17. Large rat, large rat, 
18. Eat no more rice we grow! 
19. Three years you have grown fat, 
20. No rewards to our labor go. 
21. We'll leave you now, I swear,  
22. For a happier plain, 
23. A happier plain where 
24. None will groan or complain. 

 
  (Xu, 1993, p.203-204)  

 

Translation 4:  

Large Rats    James Legge 

1. Large rats, large rats, 2. let us entreat 
 That you our millet will not eat. 
3. But the large rats we mean are you, 
 With whom three years weôve had to do, 
4. And all that time have never known 
 One look of kindness on us thrown. 
5. We take leave of Wei and you: 
6. That happier land we long to view. 
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7. Oh happy land! Oh happy land! 
8. There in our proper place weôll stand. 
 
9. Large rats, large rats, 10. let us entreat 
 Youôll not devour our crops of wheat. 
11. But the large rats we mean are you, 
 With whom three years weôve had to do; 
12. And all that time you havenôt 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 our fate. 

 
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 weôve had to do. 
20. From you there came not all that while 
 One word of comfort 'mid our toil. 
21. We take our leave 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  

1. O monster rats! O monster rats!  
2. Eat not our millets, we implore.  
3. Three years weôve borne with you,  
4. And still our presence you ignore.  
5. Now we abandon you,  
6. And to yon pleasant lands repair.  
7. O pleasant lands! O pleasant lands!  
8. A refuge have we surely there. 

 
9. O monster rats! O monster rats!  
10. Devour not all our crops of wheat. 
11. Three years weôve 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 have, and right. 

 
17. O monster rats! O monster rats!  
18. Devour not all our springing grain.  
19. Three years weôve 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. Whose, 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 translations 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 seems all 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 translations 

and the first two versions is the syntactic inversions which are absent in 

Translations 1 and 2. In 7ÜɀÚɯÝÌÙÚÐÖÕɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƗȺɯÊÈÕɯÉÌɯËÐÚÊÌÙÕÌËɯÛÏÌɯÐÕÝÌÙÛÌËɯ

ÚÛÙÜÊÛÜÙÌÚɯÓÐÒÌɯȿ$ÈÛɯÕÖɯÔÖÙÌɯÔÐÓÓÌÛɯÞÌɯÎÙÖÞɀɯȹÓÐÕÌɯƖȺɯÈÕËɯȿ-ÖɯÊÈÙÌɯÍÖÙɯÜÚɯàÖÜɯÚÏÖÞɀɯ

ȹÓÐÕÌɯƘȺȭɯ3ÏÌÙÌɯÈÙÌɯÈÓÚÖɯÐÕÝÌÙÚÐÖÕÚɯÐÕɯ+ÌÎÎÌɀÚɯÝÌÙÚÐÖÕȮɯÐȭÌȭɯ3ÙÈÕÚÓÈÛÐÖÕɯƘȮɯÞÏÌÙÌɯÓÐÕÌɯƖɯ

ÙÌÈËÚɯȿÓÌÛɯÜÚɯÌÕÛÙÌÈÛɯÛÏÈÛɯàÖÜɯÖÜÙɯÔÐÓÓÌÛɯÞÐÓÓɯÕÖÛɯÌÈÛɀȮɯÓÐÕÌɯƜɯȿ3ÏÌÙÌɯÐÕɯÖÜÙɯ×ÙÖ×ÌÙɯ

×ÓÈÊÌɯÞÌɀÓÓɯÚÛÈÕËɀȮɯÈÕËɯÌÛÊȭɯ2ÐÔÐÓÈÙÓàȮɯ)ÌÕÕÐÕÎÚɀ rendering , i.e. Translation 5 has its 

ÓÐÕÌɯƘɯÛÙÈÕÚÓÈÛÌËɯÈÚɯȿ ÕËɯÚÛÐÓÓɯÖÜÙɯ×ÙÌÚÌÕÊÌɯàÖÜɯÐÎÕÖÙÌɀȮɯÓÐÕÌɯƜɯas ȿ ɯÙÌÍÜÎÌɯÏÈÝÌɯÞÌɯ

ÚÜÙÌÓàɯÛÏÌÙÌɀȮɯÈÕËɯÓine 16 as ȿ3ÏÌÙÌɯÑÜÚÛÐÊÌɯÚÏÈÓÓɯÞÌɯÏÈÝÌȮɯÈÕËɯÙÐÎÏÛɀȮɯÛÖɯÕÈÔÌɯÈɯÍÌÞȭɯ

Some of the inversions in these three translations can possibly be justified by the 
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fact that inversions appear also in the source poem. Lines 4, 12, and 20, for example, 

are instances of Chinese inversion. The arrangement of words more akin to the 

ËÌÍÈÜÓÛɯÖÙËÌÙɯÐÕɯÛÏÌɯ"ÏÐÕÌÚÌɯÓÈÕÎÜÈÎÌɯÞÖÜÓËɯÉÌɯȿΊ ᶺɀɯȹÈÓÚÖɯÚÐÔÐÓÈÙɯÛÖɯÈɯÕÖÙÔÈÓɯ

English word -order:  [not]  Ί [willing]  [to-care] ᶺ ȻÔÌȼȺȮɯȿΊ ᶺɀɯȹÕÖÛɯ

ÞÐÓÓÐÕÎɯÛÖɯÈ××ÙÌÊÐÈÛÌɯÔÌȺɯÈÕËɯȿΊ ᶺɀɯȹÕÖÛɯÞilling to reward me) respectively, 

instead of ÛÏÌɯÖÙÐÎÐÕÈÓɀÚɯɀᶺΊ ȮɯȿʌΊ ɀɯÈÕËɯȿᶺΊ ɀȭɯ3ÏÌɯÊÖÙÙÌÚ×ÖÕËÐÕÎɯ

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 above, 

inversions are used to translate the other lines which in the source poem are in the 

default word -ÖÙËÌÙȭɯ7ÜɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƗȺɯÐÚɯÈÕɯÖÉÝÐÖÜÚɯÌßÈÔ×ÓÌȮɯÞÏÌÙÌɯ

lines 2, 10, and 18 are all inverted. There is good reason to believe inversion is 

ÈÛÛÌÔ×ÛÌËɯÞÐÛÏɯÈɯÝÐÌÞɯÛÖɯÌÕËɯÛÏÌɯÓÐÕÌÚɯÞÐÛÏɯȿÎÙÖÞɀȮɯÞÏÐÊÏɯÙÏàÔÌÚɯÞÐÛÏɯÛÏÌɯÓÈÚÛɯ

ÞÖÙËÚɯÐÕɯÓÐÕÌÚɯƘȮɯƕƖȮɯÈÕËɯƖƔɯÐÕɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕȮɯÐȭÌȭɯÛÏÌɯÛÞÖɯÐÕÚÛÈÕÊÌÚɯÖÍɯȿÚÏÖÞɀɯȹÐÕɯ

ÓÐÕÌÚɯƘɯÈÕËɯƕƖȺɯÈÕËɯȿÎÖɀɯȹÐÕɯÓÐÕÌɯƖƔȺȭɯ2ÜÊÏɯÈɯÊÖÕÚÊÐÖÜÚɯÈÛÛÌÔ×ÛɯÛÖɯÙÏàÔÌɯÐÚɯÈÓÚÖɯÚÌÌÕɯ

in LeggeɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƘȺ ɬ the translator has gone further by simply 

Ú×ÓÐÛÛÐÕÎɯÛÏÌɯÖÙÐÎÐÕÈÓɯÓÐÕÌÚɯƖȮɯƕƔȮɯÈÕËɯƕƜɯÐÕÛÖɯÏÈÓÍɯÈÕËɯ×ÜÛɯȿÌÕÛÙÌÈÛɀɯÈÛɯÛÏÌɯÌÕËɯÖÍɯÛÏÌɯ

first half of each said original line so that ȿÌÕÛÙÌÈÛɀ and the word at the very end of 

tÏÈÛɯÚÈÔÌɯÓÐÕÌɯȹÐȭÌȭɯȿÌÈÛɀɯat the end of lines 2 and 18 ÈÕËɯȿÞÏÌÈÛɀ at the end of line 10) 

can form a rhyming pair. The repetitive pattern is translated, with the addition 

ȿÌÕÛÙÌÈÛɀɯÙÌÍÓÌÊÛÐÕÎɯÈɯÔÌÛÐÊÜÓÖÜÚɯÈÛÛÌÔ×ÛɯÛÖɯÊÙÌÈÛÌɯÈÓÚÖɯÈɯÙÏàÔÐÕÎɯ×ÈÛÛÌÙÕȭɯ(ÛɯÐÚɯÛÙÜe 

ÛÏÈÛɯÖÕÌɯÔÈàɯÈÙÎÜÌɯÛÏÌɯÈËËÐÛÐÖÕɯÖÍɯȿÌÕÛÙÌÈÛɀɯÐÚɯÍÖÙɯÛÙÈÕÚÍÌÙÙÐÕÎɯÛÏÌɯÛÖÕÌɯÖÍɯȿ×ÓÌÈɀɯÖÙɯ

ȿÊÖÔ×ÓÈÐÕÛɀɯÍÖÙɯÛÏÌɯÚÈÐËɯÓÐÕÌÚȮɯÉÜÛɯÛÏÐÚɯËÖÌÚɯÕÖÛɯÊÏÈÕÎÌɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯ×ÌÙÊÌÐÝÈÉÓàɯÏÈËɯ

ÐÛɯÕÖÛɯÉÌÌÕɯÍÖÙɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙɀÚɯÐÕÛÌÕÛɯÛÖɯÛÙÈÕÚÓÈÛÌɯÞÐÛÏɯÙÏàÔÌȮɯÏÌɯÝÌÙàɯ×ÙÖÉÈÉÓy 

would not have attempted such additions. Legge, who shared with Xu this 

insistence upon translating with rhyme, is appreciated by Deeney (1992) who 

compares +ÌÎÎÌɀÚɯÈ××ÙÖÈÊÏɯÛÖɯ ÙÛÏÜÙɯ6ÈÓÌàɀÚȯɯȿ6ÈÓÌàɯÐÕɯÛÙÈÕÚÓÈÛÐÕÎɯÛÏÌɯÚÈÔÌɯ

poem [not the one under discussion but another poem discussed in the source] 

ÚÐÔ×ÓàɯÐÎÕÖÙÌÚȱÛÏÌɯÖÙÐÎÐÕÈÓɯÙÏàÔÌȮɯÈÕËɯÛÏÌɯÙÌÚÜÓÛɯÐÚɯɬ complete flatnessɀɯȹ×ȭßßÝÐÐȰɯÔàɯ

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 to give up repetition for 

rhyming, as can be seen in the translation of lines 8 and 16 for Translations 4 and 5: 

ÐÕɯ3ÙÈÕÚÓÈÛÐÖÕɯƘȮɯȿ3ÏÌÙÌɯÐÕɯÖÜÙɯ×ÙÖ×ÌÙɯ×ÓÈÊÌɯÞÌɀÓÓɯÚÛÈÕËɀɯÈÕËɯȿ3ÏÌÙÌɯÚÏÈÓÓɯÞÌɯÓÌÈrn to 

ÉÓÌÚÚɯÖÜÙɯÍÈÛÌɀɯȹÞÐÛÏɯÛÏÌɯÓÈÚÛɯÞÖÙËÚɯÙÏàÔÐÕÎɯÞÐÛÏɯȿÓÈÕËɀɯÐÕɯÓÐÕÌɯƛɯÈÕËɯȿÚÛÈÛÌɀɯÐÕɯÓÐÕÌɯ
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ƕƙȺɯÊÖÜÓËɯÏÈÝÌɯÉÌÌÕɯÙÌÕËÌÙÌËɯÈÚɯȿÞÌɀÓÓɯÏÈÝÌɯÈɯ×ÙÖ×ÌÙɯÏÖÔÌɯÛÏÌÙÌɀɯÈÕËɯȿÞÌɀÓÓɯÏÈÝÌɯ

ÞÏÈÛɯÞÌɀÙÌɯÞÖÙÛÏɯÛÏÌÙÌɀȮɯÐÕɯÞÏÐÊÏɯÊÈÚÌɯthe translation s can achieve similarity in 

structure like  the source poem. In Translation 5 the structural inversions for lines 8 

and 16 are perhaps even more rigorous to achieve the same purpose of rhyming (i.e. 

ÞÐÛÏɯȿÙÌ×ÈÐÙɀɯÐÕɯÓÐÕÌɯƚɯÈÕËɯȿÍÓÐÎÏÛɀɯÐÕɯÓÐÕÌɯƕƘȺȯɯȿ ɯÙÌÍÜÎÌɯÏÈÝÌɯÞÌɯÚÜÙÌÓàɯÛÏÌÙÌɀɯȹwhi ch 

could have been ȿThere we shall ÏÈÝÌɯÈɯÙÌÍÜÎÌɀȺɯÈÕËɯȿ3ÏÌÙÌɯÑÜÚÛÐÊÌɯÚÏÈÓÓɯÞÌɯÏÈÝÌȮɯ

ÈÕËɯÙÐÎÏÛɀɯȹwhich could have been ȿThere ÞÌɯÚÏÈÓÓɯÏÈÝÌɯÑÜÚÛÐÊÌɯÈÕËɯÙÐÎÏÛɀȺȭ  

The dilemma mapped out, which can be phrased as the choice between rhyming 

and retaining the structural repetition, represents dichotomies between two dominant 

poetic features in translation. I argue that the poetic argument offers an angle to 

analyze such dichotomies without resorting to any purely subjective and dogmatic 

view on which feature is ȿÉÌÛÛÌÙɀɯÚÖɯÛÏÈÛɯÛÏÌɯÕÈÛÜÙÌɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɯÊÈÕɯÉÌɯÌß×ÓÈÐÕÌËɯ

objectively.  With regard to rhyming, (ɯÈÎÙÌÌɯÞÐÛÏɯ/ÖÜÕËɯÛÏÈÛɯȿÛÏÌɯ"ÏÐÕÌÚÌɯËÌÝÐÊÌɯÖÍɯ

ÙÌ×ÌÛÐÛÐÖÕɯȹÖÍÛÌÕɯÖÍɯÙÏàÔÌËɯÞÖÙËÚȺɯÐÚɯɁÊÖÕÝÌÕÛÐÖÕÈÓɯÖÙɯÙÏÌÛÖÙÐÊÈÓɯÙÌËÜÕËÈÕÊàɂɀȮɯÈÕËɯ

ÊÖÕÚÐËÌÙɯÏÐÚɯȿÌÍÍÖÙÛɯÛÖɯÌÚÊhew repetitive patterns or to subdue them to less repetitive 

Ìß×ÙÌÚÚÐÖÕÚɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ3ÈÖȮɯƖƔƔƔȮɯ×ȭƕƕƝȺɯÞÌÓÓ-ÑÜÚÛÐÍÐÌËȯɯȿÊÖÕÝÌÕÛÐÖÕÈÓɀɯÈÕËɯ

ȿÙÏÌÛÖÙÐÊÈÓɯÙÌËÜÕËÈÕÊàɀɯÚÜÊÊÐÕÊÛÓàɯÊÈ×ÛÜÙÌɯÛÏÌɯÕÈÛÜÙÌɯÖÍɯÙÏàÔÐÕÎɯÈÚɯÍÖÙÔÈÓɯÚÛÙÐÊÛÜÙÌɯ

as I have illustrated before (NÖÛÌɯÛÏÈÛɯÐÕɯ/ÖÜÕËɀÚɯÈÊÊÖÜÕÛɯȿÙÌ×ÌÛÐÛÐÖÕɀɯÐÚɯÕÖÛɯÛÈÒÌÕɯÛÖɯ

mean verbal repetition, but the sound device of rhyming.). In Chapter 3, I have 

mentioned that in classical Chinese poetry rhyming pattern is seen to be detached 

from its meaning (though not in the s ÌÕÚÌɯÛÏÈÛɯÈɯÙÏàÔÌËɯÞÖÙËɯËÖÌÚɯÕÖÛɯȿÔÌÈÕɀɯ

anything), and so in 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 that if 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 

ÚÏÖÜÓËɯȿÚÖÜÕËɯÓÐÒÌɀɯÈɯ×ÖÌÔȺȭɯ3ÏÐÚɯÐÚɯÔÖÙÌɯÖÍɯÈÕɯÈÌÚÛÏetic perspective than a logical 

one. In the words of Hall (2002), ÈÕɯȿÈÌÚÛÏÌÛÐÊɯ×ÌÙÚ×ÌÊÛÐÝÌȮɯÈÚɯÖ××ÖÚÌËɯÛÖɯÈɯÓÖÎÐÊÈÓɯÖÙɯ

rational oneɀ, concerns ȿÌß×ÌÙÐÌÕÊÐÕÎɯÐÕɯÈɯÙÌÓÈÛÐÝÌÓàɯÜÕÔÌËÐÈÛÌËɯÍÈÚÏÐÖÕɀɯ(p. 28). The 

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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ȿËÖÎÎÌÙÌÓɀɯÍÙÖÔɯÛÏÌɯ×ÌÙÚ×ÌÊÛÐÝÌɯÖÍɯÈÕɯ$ÕÎÓÐÚÏɯÙÌÈËÌÙÚÏÐ×ɯÈÚɯ+ÐÜɯȹƕƝƜƖȺɯhas 

suggested.73 What I 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, I need to refer to the presumed universality 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 ɬ in a case where a 

word/phrase is repeated three times, the translator should not translate it twice (as 

ÊÐÛÌËɯÐÕɯ"ÏÌÚÛÌÙÔÈÕȮɯƖƔƕƛȮɯ×ȭɯƖƜƘȺȭɯ(ÕɯÐÕÛÌÙ×ÙÌÛÐÕÎɯ*ÜÕËÌÙÈɀÚɯÈÚÚÜÔ×ÛÐÖÕɯÛÖɯÉÌɯÛÏÈÛɯÈɯ

ȿÎÐÝÌÕɯÍÖÙÔÈÓɯÍÌÈÛÜÙÌɯwill produce ÛÏÌɯÚÈÔÌɯÙÌÈÊÛÐÖÕɀɯȹÐÉÐËȮɯ×ȭɯƖƜƘ-ƖƜƙȺɯÐÕɯȿÈÕàɯÊÜÓÛÜÙÌɯ

ÈÕËɯÈÛɯÈÕàɯÛÐÔÌɀɯ(p. 285), Chesterman acknowledges the universality of rhetorical 

devices as repetition implied by Kundera.  I would add to the implications derived 

Éàɯ"ÏÌÚÛÌÙÔÈÕȮɯÛÏÈÛɯ*ÜÕËÌÙÈɀÚɯÈÙÎÜÔÌÕÛɯÐÕɯÈÊÛÜÈÓÐÛàɯ×ÖÐÕÛÚɯÛÖɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯÛÏÌɯ

translator would have to make  a judgment on what the target text could accommodate 

as far as a source-text feature is concerned to render a faithful translation. In the 

anthology Shijing, the rampant repetitions of form across different stanzas are 

ÙÌ×ÙÌÚÌÕÛÈÛÐÝÌɯÖÍɯÛÏÌɯÍÌÈÛÜÙÌɯÖÍɯȿàÐÊÏÈÕÎɯÚÈÕÛÈÕɀɯȹȿϚ Ϯ ɀȰɯLi, 1999, p. 138), a 

"ÏÐÕÌÚÌɯÐËÐÖÔɯȹÓÐÛÌÙÈÓÓàɯÔÌÈÕÐÕÎɯȿÛÏÌɯÚÐÕÎÐÕÎɯÖÍɯÖÕÌɯ×ÌÙÚÖÕɯÐÚɯÌÊÏÖÌËɯÉàɯÛÏÙÌÌɀȺɯ

suggestive of the potential of literary work to incite deep emotions on the part of 

the readership. Using this example, I suggest that it is well to assume the effect of 

repetition as a rhetorical device is quintessentially the same in Chinese and English. 

3ÏÌɯÙÌ×ÌÛÐÛÐÝÌɯÚÛÙÜÊÛÜÙÌÚȮɯÉÌɯÛÏÌàɯÊÈÙÙÐÌÙɯÖÍɯÚÖÔÌɯȿÌÔ×ÏÈÛÐÊɯÔÌÈÕÐÕÎɀɯÈÚɯȿÚàÕÛÈÊÛÐÊɯ

ËÌÝÐÊÌÚɀɯÚÜÊÏɯÈÚɯȿ×ÈÙÈÓÓÌÓÐÚÔɀɯȹ5ÖÓÌÒȮɯƕƝƜƛȮɯ×ȭƖƗƜȺȮɯÖÙɯËÌÝÐÊÌÚɯÏÈÝÐÕÎɯȿÚÛÙÖÕÎÓàɯ

×ÌÙÚÜÈÚÐÝÌɯÚÛÙÌÕÎÛÏÚɀɯȹ-ÐÜɯȫɯ'ÖÕÎȮɯƖƔƕƔȮɯ×ȭƘƗƘȺȮɯÈÙÌɯÛÏÌɯÌÔÉÖËÐÔÌÕÛɯÖÍɯÚÖÔÌɯ

emotional intensity which I 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, I maintain the awareness which I 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 

                                                           
73

 ΨEnglish rhymes, especially masculine rhymes in couplets, tend to have a jingling and comic effect, which is not 
ǘƘŜ ŎŀǎŜ ǿƛǘƘ /ƘƛƴŜǎŜ ǊƘȅƳŜǎΦ ¢Ƙŀǘ ƛǎ ǿƘȅ ǎƻ Ƴŀƴȅ ǊƘȅƳŜŘ ǘǊŀƴǎƭŀǘƛƻƴǎ ƻŦ /ƘƛƴŜǎŜ ǇƻŜǘǊȅ ǎƻǳƴŘ ƭƛƪŜ ŘƻƎƎŜǊŜƭΩ 
(ibid, p.47). 
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better and the best cannot be a matter of counting numbers. And yet, in the case 

under consideration the ȿÎÈÐÕɀɯÞÐÛÏɯÙÏàÔÐÕÎ, say the translation sounds more like a 

poem to the ear for some, is ÖÉÝÐÖÜÚÓàɯÕÖÛɯÑÜÚÛÐÍÐÌËɯÉàɯÛÏÌɯȿËÖÜÉÓÌɯÓÖÚÚɀ, i.e. the loss in 

both form 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 

ÉÌɯÊÖÔ×ÈÙÌËɯÞÐÛÏɯ+ÐÕɯ8ÜÛÈÕÎɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯÛÏÌɯÈÓÓÐÛÌÙÈÛÐÝÌɯÚÖÜÕËɯ×ÈÛÛÌÙÕÚɯÐÕɯÛÏÌɯ

ci poem discussed 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 retaining ÛÏÌɯÖÙÐÎÐÕÈÓɀÚɯÚÖÜÕËɯÙÌ×ÌÛÐÛÐÖÕȭɯ(ÕɯÛÏÈÛɯÌßÈÔ×ÓÌɯÛÏÌɯÓÖÚÚɯÌÕÛÈÐÓÌËɯ

as a result of not resorting to a more faithful literal translation is compensated for 

ÉàɯÛÏÌɯȿËÖÜÉÓÌɯÎÈÐÕɀɯÖÍɯ×ÙÌÚÌÙÝÐÕÎɯÉÖÛÏɯÛÏÌɯÙÌ×ÌÛÐÛÐÝÌɯ×ÈÛÛÌÙÕɯȹÐȭÌȭɯÈÓÓÐÛÌÙÈÛÐÖÕȺɯÈÕËɯ

emotional meaning which is shared between Chinese and English.    

I propose further that the form -meaning relationship of repetition being 

different from rhyming can be considered with reference to alliteration which, as 

illustrated above and at the beginning of this chapter, is also a kind of repetition. 

For the example below, the translator treats alliÛÌÙÈÛÐÖÕɯÈÚɯȿÚÜÉÚÛÐÛÜÛÈÉÓÌɀɯÍÖÙɯ

rhyming. The analysis concerned refers to a jueju (quatrain; a genre of recent-style 

poetry) poem by the Tang Poet Meng Haoran (689-740): 

╡   

1. ╡ Л Ȳ 

2. ȴ 

3. ỏẃ ​ Ȳ 

4. ῧ ῀ֵюȴ* 

 
* The three words at the end of line 1, 2, and 4 rhyme when pronounced in Cantonese 

Chinese:  (hiu2),  (niu3), and ю (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 how-many -   
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Translation:  

The Dawn of Spring   Gary Snyder 

1. Spring sleep, not yet awake to dawn, 
2. I am full of birdsongs. 
3. Throughout the night the sounds of wind and rain 
4. Who knows  what flowers fell.*  

 

*The space in between the last line might be an intention to present visually the ógapô between 

the poetôs consciousness and reality, that he failed to recognize what happened while he was 
asleep. 

(Ieva, 2010, p. 72) 

Poems of the jueju 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 

ÍÖÜÙɯÓÌÛÛÌÙÚɯÙÌ×ÙÌÚÌÕÛÐÕÎɯÛÏÌɯÍÖÜÙɯÍÐÕÈÓɯÞÖÙËÚɯÍÖÙɯÌÈÊÏɯÓÐÕÌɯÈÕËɯȿ ɀɯÚÛÈÕËÐÕÎɯÍÖÙɯÛÏÌɯ

rhyming word. Egan has discussed how the rhyme scheme of the source poem by 

,ÌÕÎɯ'ÈÖÙÈÕȮɯÞÏÐÊÏɯÐÚɯ  ß ȮɯÌÕÈÉÓÌÚɯÛÏÌɯÓÈÚÛɯÓÐÕÌɯÖÍɯÛÏÌɯ×ÖÌÔɯÛÖɯȿÙÌÛÜÙÕɯÛÖɯÐÛÚɯ

starting pÖÐÕÛɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ(ÌÝÈȮɯƖƔƕƔȮɯ×ȭƛƗȺȮɯÈÕËɯÛÏÌɯÌÊÏÖÐÕÎɯÏÌÓ×ÚɯÛÖɯÊÙÌÈÛÌɯÈɯÚÌÕÚÌɯ

ÖÍɯȿÊÓÖÚÜÙÌɀɯȹ"ȭɯ$ÎÈÕȮɯƖƔƔƛȮɯ×ȭƖƘƝȺȭɯ3ÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯÛÏÌɯ×ÖÌÔɯÉàɯ2ÕàËÌÙɯÐÚɯ

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 

(Ieva, 2010, p73.), thereby compensating for the loss entailed in the blank-verse 

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 of xAxA) 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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ȿÚÌÕÚÌɯÖÍɯÊÓÖÚÜÙÌɀȭɯ2ÜÊÏɯÌÊÏÖÐÕÎɯÔÈàɯÑÜÚÛɯÉÌɯaccidental, or a result of subjective 

×ÌÙÊÌ×ÛÐÖÕɯÚÐÔ×ÓàɯÏÈÝÐÕÎɯÛÖɯËÖɯÞÐÛÏɯÛÏÌɯ×ÌÙÊÌÐÝÌÙɀÚɯȿÍÌÌÓÐÕÎɀȮɯÐȭÌȭɯÛÖɯÜÚÌɯÈɯÞÖÙËɯÛÏÈÛɯ

suggests all the more that the reading of poetry is a highly intuitive experience. I 

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 the ci 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 use of the device, just like repetition in general, is intentional, 

and where such is the case the form-meaning 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 can always use it as a strategy to translate, but what seems 

ÐÙÙÈÛÐÖÕÈÓɯÐÚɯÛÖɯÚÜÎÎÌÚÛɯÛÏÈÛɯÐÛɯÐÚɯÜÚÌËɯÛÖɯȿÔÈÒÌɯÜ×ɯÍÖÙɀɯÛÏÌɯÓÖÚÚɯÐÕɯÙÏàÔÌȭɯ/ÌÙÊÌÐÝÈÉÓàɯ

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 form-meaning relationship as a good substitute for a repetitive pattern. 

VI.  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 poem Shuo Shu (see p. 144-145), line 8 of 

3ÙÈÕÚÓÈÛÐÖÕɯƗɯÐÚɯÙÌÕËÌÙÌËɯÈÚɯȿ6ÌɯÔÈàɯÏÈÝÌɯÈɯÍÙÌÌɯÏÈÕËɀɯȹÛÖɯÙÏàÔÌɯÞÐÛÏɯȿÓÈÕËɀɯÐÕɯÓÐÕÌɯ

ƚȺȮɯÈÕËɯÓÐÕÌɯƕƚɯÖÍɯ3ÙÈÕÚÓÈÛÐÖÕɯƘɯÈÚɯȿ3ÏÌÙÌɯÚÏÈÓÓɯÞÌɯÓÌÈÙÕɯÛÖɯÉÓÌÚÚɯÖÜÙɯÍÈÛÌɀɯȹÛÖɯÙÏàÔÌɯ

ÞÐÛÏɯȿÚÛÈÛÌɀɯÐÕɯÛÏÌɯ×ÙÌÝÐÖÜÚɯÓÐÕÌȺȮɯÞÏÌÕɯÈɯÔÖÙÌɯÓÐÛÌÙÈÓɯÈÕËɯÈÊÊÜÙÈÛÌɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚɯ

×ÖÚÚÐÉÓÌɯȹÌȭÎȭɯȿ6ÌɯÞÐÓÓɯÏÈÝÌɯÖÜÙɯ×ÓÈÊÌɯÛÏÌÙÌɀɯÈÕËɯȿ6ÌɯÞÐÓÓɯÏÈÝÌɯÖÜÙɯÞÖÙÛÏɯÛÏÌÙÌɀȺȭ 
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 I 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 I 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 

ÉÌÛÛÌÙɤÞÖÙÚÌɯÊÈÕɯÉÌɯÚÌÌÕɯÛÖɯÝÈÙàɯÞÐÛÏɯÐÕËÐÝÐËÜÈÓɀÚɯÝÐÌÞÚȭ Anyway, while the rhyme 

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 translating with rhyme and transferring 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 expense of giving up accuracy in content. 

All along I 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, I 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 I 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; ​), is taken from 

Airs of the State of Zheng (Zhengfeng; ), a subcategory of Airs of the States (Guofeng; 

) 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 use of reduplicatives and, 

ÈÚɯÔÌÕÛÐÖÕÌËɯÌÈÙÓÐÌÙɯÐÕɯÛÏÐÚɯÊÏÈ×ÛÌÙȮɯÐÛɯÏÈÚɯȿÔÜÊÏɯrepetition ÞÐÛÏɯÚÓÐÎÏÛɯÝÈÙÐÈÛÐÖÕÚɀɯ

(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: 

​ 

1.  ​  Ȳ 

  feng yu qi qi (reduplicative adjective) 
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2.    Ȳ 

 ji ming jie jie (reduplicative onomatopoeia) 
 
3. ╠ ṓ ᵩ Іȴ 

 ji jian jun zi 
 
4.   Л ֶȺ 

 yun* hu bu yi 
 
    

 
5.  ​  Ȳ 

  feng yu xiao xiao (reduplicative adjective) 
 
6.    ȴ 

 ji ming jiao jiao (reduplicative onomatopoeia)  
 
7. ╠ ṓ ᵩ ІȲ 

 ji jian jun zi  
 
8.   Л Ⱥ 

 yun hu bu chou 
 

 
9.  ​ ֽ Ȳ 

feng yu ru hui 
 
10.   Л Бȴ 

ji ming bu yi 
 

11. ╠ ṓ ᵩ ІȲ 

 ji jian jun zi 
 
12.   Л Ⱥ 

yun hu bu xi 
 
* This is a óverb of sayingô (yanshuo yi dong ci; ṕ ) in classical Chinese (Gu, 2007). It is 
usually used with the words that the speaker has already had in mind and the verb of saying 
just helps to óbring them outô. There is an empty sense to óyunô, and in fact the line would have 
made perfect sense without it, but here of course the word at least serves the function of 
making the line tetra-syllabic in achieving a balanced metrical pattern.   
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Fengyu 
 

1. wind rain qi qi (chilly and cold) 
2. cock crow jie jie  
3. since see junzi*  ï 
4. yun how not calm  
    

5. wind rain xiao xiao (whistling and pattering) 
6. cock crow jiao jiao  
7. since see junzi  ï 
8. yun how not healed 
 

9. wind rain like darkness 
10. cock crow not stop 
11. since see junzi ï 
12. yun how not joyous 
 
*It is an honorific form of address. 

 

Translation:   

Fengyu   Pauline Yu 

1. Wind and rain are chilly and cold; 
2. The cocks crow all together. 
3. Since I have seen my lord 
4. How could I not be pleased? 
 
5. Wind and rain sough and sigh. 
6. The cocks crow in one voice. 
7. Since I have seen my lord 
8. How could I not be healed? 
 
9. Wind and rain are dark as night; 
10. The cocks crow ceaselessly. 
11. Since I have seen my lord 
12. How could I 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. the joy and light -heartedness on the part of the poet when seeing  
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ÛÏÌɯȿjunziɀ74 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 repetition because their form is identical with their 

corresponding lines in other stanzas.  

At a glance the translation seems regular enough 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 second stanza, lines 5 and 6. All 

words in the first two lines are of the same grammatical form as their counterparts 

ÐÕɯÓÐÕÌÚɯƙɯÈÕËɯƚȭɯȿ%ÌÕÎàÜɀ ȹÞÐÕËɯÈÕËɯÙÈÐÕȺɯÈÕËɯȿÑÐÔÐÕÎɀɯȹÊÖÊÒɀÚɯÊÙÖÞȺȮɯÌÈÊÏɯÖÍɯÞÏÐÊÏɯ

appears in the first stanza and is repeated in the second stanza, are nouns, while the 

ÞÖÙËÚɯÞÏÐÊÏɯÍÖÓÓÖÞɯÉÖÛÏɯÐÕÚÛÈÕÊÌÚɯÖÍɯȿÍÌÕÎàÜɀ ÈÕËɯȿÑÐÔÐÕÎɀ are reduplicativesȯɯȿØÐØÐɀɯ

ȹÓÐÕÌɯƕȺɯÈÕËɯȿßÐÈÖßÐÈÖɀ (line 5) are adjectives to describe the state of the wind and rain, 

ÞÏÐÓÌɯȿÑÐÌÑÐÌɀ ȹÓÐÕÌɯƖȺɯÈÕËɯȿÑÐÈÖÑÐÈÖɀɯ(line 6) onomatopoeias ÍÖÙɯÛÏÌɯÊÖÊÒɀÚɯÊÙÖÞȭɯ(ÕɯÛÏÌɯ

translations, it can be seen that different forms are used to translate the reduplicatives 

ÖÍɯÛÏÌɯÚÈÔÌɯȿÎÙÖÜ×ɀȯɯÈɯ×ÙÌËÐÊÈÛÌɯÞÐÛÏɯÛÏÌɯlinking verb ȿÈÙÌɀȮɯÐȭÌȭɯȿÈÙÌɯÊÏÐÓÓàɯÈÕËɯÊÖÓËɀɯ

ÍÖÓÓÖÞÚɯȿÞÐÕËɯÈÕËɯÙÈÐÕɀɯÐÕɯÓÐÕÌɯƕȮ and a predicate with two co-ordinated main verbs 

ȿÚÖÜÎÏɯÈÕËɯÚÐÎÏɀɯÐÚɯÜÚÌËɯÐÕɯÛÏÌɯÊÖÙÙÌÚ×ÖÕËÐÕÎɯÓÐÕÌȮɯÐȭÌȭɯÓÐÕÌɯƙȰɯÈÓÚÖȮɯÞÏÐÓÌɯÈÕɯadverb 

phrase ȿÈÓÓɯÛÖÎÌÛÏÌÙɀɯÐÚɯÜÚÌËɯÐÕɯÓÐÕÌɯƖɯÈÍÛÌÙɯȿÛÏÌɯÊÖÊÒɯÊÙÖÞÚɀȮɯÈɯprepositional phrase ȿÐÕɯ

ÖÕÌɯÝÖÐÊÌɀɯÐÚɯÜÚÌËɯÐÕɯÛÏÌɯÊÖrresponding line in the second stanza, i.e. line 6. The 

Chinese reduplicatives are not retained simply because they often resist translation 

in English. 75 There is a chance still that there are coincidental similarities between 

languages ɬ 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, ideally the translator should be able 

to pin down two different reduplicati ve onomatopoeias in English to translate the 

ÚÖÜÕËÚɯÔÈËÌɯÉàɯÊÙÖÞÚȮɯÐȭÌȭɯȿÑÐÌÑÐÌɀɯÈÕËɯȿÑÐÈÖÑÐÈÖɀɯÐÕɯÓÐÕÌÚɯƖɯÈÕËɯƚɯÙÌÚ×ÌÊÛÐÝÌÓàȮɯÞÏÐÊÏɯ

                                                           
74

A far from satisfactory but possibly one of the closest English translations ƛǎ ΨƎŜƴǘƭŜƳŀƴΩΤ ƛŦ ƛƴǘŜǊǇǊŜǘŜŘ ǿƛǘƘ ŀ 
ƭƻǾŜ ǘƘŜƳŜ ǘƘƛǎ ǿƻǊŘ Ƙŀǎ ǘƘŜ ƳŜŀƴƛƴƎ ΨƭƻǾŜǊΩΣ but other interpretations of the poem are also possible as 
acknowledged by Huang (2013).   
75

 For verbs and adjectives the Chinese language has a pattern of reduplication, examples of both can be found in 
[ƛ vƛƴƎȊƘŀƻΩǎ ci poem discussed in this chapter (p.123-124). See Appendix I Note 31 (p. 307) for discussion of an 
example of verb reduplication in modern Chinese.  
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at the same time should be grammatically compatible with the rest of the translated 

words in the same line. The counterpart ȿÊÖÊÒ-a-doodle-ËÖÖɀɯÐÕɯ$ÕÎÓÐÚÏɯÚÌÌÔÚɯÛÖɯÉÌɯ

ÈɯÎÖÖËɯÊÏÖÐÊÌȮɯÉÜÛɯÖÉÝÐÖÜÚÓàȮɯÐÕɯÖÙËÌÙɯÛÖɯÙÌÛÈÐÕɯÛÏÌɯÖÙÐÎÐÕÈÓɀÚɯÙÌ×ÌÛÐÛÐÖÕɯÞÐÛÏɯÚÓÐÎÏÛɯ

ÝÈÙÐÈÛÐÖÕɯȹÐȭÌȭɯȿÑÐÔÐÕÎɯÑÐÌÑÐÌɀɯÈÕËɯȿÑÐÔÐÕÎɯÑÐÈÖÑÐÈÖɀȺȮɯanother onomatopoeia which 

sounds slightly different is needed so that the translator may translate the lines as 

ȿ3ÏÌɯÊÖÊÒɀÚɯÊÙÖÞɀɯÍÖÓÓÖÞÌËɯÉàɯÛÏÌɯÍÐÙÚÛɯÖÕÖÔÈÛÖ×ÖÌÐÈȮɯÈÕËɯÛÏÌÕɯȿ3ÏÌɯÊÖÊÒɀÚɯÊÙÖÞɀɯ

followed by another slightly different onomatopoeia, hence retaining in full the 

repetitive pattern with slight variation. The fact  ÛÏÈÛɯȿÊÖÊÒ-a-doodle-ËÖÖɀɯÚÌÌÔÚɯÛÏÌɯ

only ÊÏÖÐÊÌɯÔÌÈÕÚɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙɯÔÈàɯÏÈÝÌɯÛÖɯÚÌÛÛÓÌɯÞÐÛÏɯÈɯÛÙÈÕÚÓÈÛÐÖÕɯÓÐÒÌɯȿ3ÏÌɯ

ÊÖÊÒɀÚɯÊÙÖÞȯɯÊÖÊÒ-a-doodle-ËÖÖɀ76 and simply repeat it again in the second stanza. 

The translator here, instead of doing that, gives up on the onomatopoeia and replaces 

ÛÏÌÔɯÞÐÛÏɯȿÈÓÓɯÛÖÎÌÛÏÌÙɀɯȹÈÕɯÈËÝÌÙÉɯ×ÏÙÈÚÌȺɯÈÕËɯȿÐÕɯÖÕÌɯÝÖÐÊÌɀɯȹÈɯ×ÙÌ×ÖÚÐÛÐÖÕÈÓɯ

×ÏÙÈÚÌȺȭɯ ÚɯÍÖÙɯȿØÐØÐɀɯÈÕËɯȿßÐÈÖßÐÈÖɀɯÐÕɯÓÐÕÌÚɯƕɯÈÕËɯƙȮɯÛÏÌɯÐËÌÈÓɯÚÐÛÜÈÛÐÖÕȮɯÈÎÈÐÕȮɯÐÚɯÛÏÈÛɯ

there is a set of two different English reduplicative a djectives that can transfer the 

ÙÌ×ÌÛÐÛÐÝÌɯ×ÈÛÛÌÙÕɯÈÊÙÖÚÚɯÛÏÌɯÛÞÖɯÓÐÕÌÚȭɯ(ÕɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕȮɯȿÊÏÐÓÓàɯÈÕËɯÊÖÓËɀɯÐÚɯÜÚÌËɯÛÖɯ

ÛÙÈÕÚÓÈÛÌɯÛÏÌɯÈËÑÌÊÛÐÝÌɯȿØÐØÐɀɯÈÍÛÌÙɯȿÞÐÕËɯÈÕËɯÙÈÐÕɀɯÐÕɯÓÐÕÌɯƕȭɯ2ÛÙÜÊÛÜÙÈÓÓàɯÚ×ÌÈÒÐÕÎȮɯÛÏÌɯ

×ÙÌËÐÊÈÛÌɯȿØÐØÐɀɯÐÕɯÛÏÌɯ"ÏÐÕÌÚÌɯÓÐÕÌȮɯÞÏÌÕɯtranslated into English as the adjective 

×ÏÙÈÚÌɯȿÊÏÐÓÓàɯÈÕËɯÊÖÓËɀɯÕÌÊÌÚÚÐÛÈÛÌÚɯÛÏÌɯÜÚÌɯÖÍɯÈɯÓÐÕÒÐÕÎɯÝÌÙÉɯÍÖÙɯÛÏÌɯÓÐÕÌɯÛÖɯÙÌÈËɯ

grammatical, which is an addition that is absent ÐÕɯÛÏÌɯÚÖÜÙÊÌɯÛÌßÛȭɯ ÚɯÍÖÙɯȿßÐÈÖßÐÈÖɀɯÐÕɯ

ÓÐÕÌɯƙȮɯÐÛɯÐÚɯÑÜÚÛɯÓÐÒÌɯȿØÐØÐɀɯÐÕɯÛÏÌɯÚÌnse that the translator can find no equivalent in 

$ÕÎÓÐÚÏȮɯÐȭÌȭɯÈɯÙÌËÜ×ÓÐÊÈÛÐÝÌɯÈËÑÌÊÛÐÝÌɯÞÐÛÏɯÛÏÌɯÔÌÈÕÐÕÎɯÖÍɯȿÞÏÐÚÛÓÐÕÎɯÈÕËɯ×ÈÛÛÌÙÐÕÎɀȮɯ

and unlike line 1, she settles for a translation with no linking verb needed when 

ÉÖÛÏɯȿÚÖÜÎÏɀɯÈÕËɯȿÚÐÎÏɀɯÈÙÌɯ×ÙÌËÐÊÈÛÌ verbs.  

(ÍɯÛÖɯȿÍÖÊÜÚɯÖÕɯÛÏÌɯÔÌÚÚÈÎÌɯÍÖÙɯÐÛÚɯÖÞÕɯÚÈÒÌɀɯ(Jakobson, 1960, p. 356) referred 

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  )ÈÒÖÉÚÖÕɀÚ view that the poeti c 

ÍÜÕÊÛÐÖÕɯȿ×ÙÖÑÌÊÛÚɯÛÏÌɯ×ÙÐÕÊÐ×ÓÌɯÖÍɯÌØÜÐÝÈÓÌÕÊÌɯÍÙÖÔɯÛÏÌɯÈßÐÚɯÖÍɯÚÌÓÌÊÛÐÖÕɯÐÕÛÖɯÛÏÌɯÈßÐÚɯ

ÖÍɯÊÖÔÉÐÕÈÛÐÖÕɀɯȹÐÉÐËȮɯ×ȭƗƙƜȺȭɯ3ÏÌɯÓÈÛÛÌÙɯÐÚɯÈÕÖÛÏÌÙɯÞÈàɯÖÍɯÚÈàÐÕÎɯȿÚÐÔÐÓÈÙÐÛàɯÐÚɯ

ÚÜ×ÌÙÐÔ×ÖÚÌËɯÖÕɯÊÖÕÛÐÎÜÐÛàɀȮɯÈɯÜÚÌɯÖÍɯÓÈÕÎÜÈÎÌɯÚ×ÌÊÐÍÐÊɯÛÖɯ×ÖÌÛÙàȮɯÈÓÚÖɯ×ÙÖ×ÖÚÌËɯÉà 

Jakobson (and discussed in footnote no. 64 on p. 132). As mentioned, the quote 

ÈÉÖÜÛɯȿÚÐÔÐÓÈÙÐÛàɀɯÉÌÐÕÎɯȿÚÜ×ÌÙÐÔ×ÖÚÌËɯÖÕɯÊÖÕÛÐÎÜÐÛàɀɯÐÚɯÈɯËÌÚÊÙÐ×ÛÐÖÕɯÛÏÈÛɯÊÈÕɯÉÌɯ

                                                           
76

 It needs to be pointed out that the line ŀōƻǳǘ ǘƘŜ ŎƻŎƪΩǎ ŎǊƻǿ does not have a subject-predicate relationship; the 
colon used in this English translation can be a way to represent a relationship of juxtaposition (see Appendix I Note 
32 on p. 307 for another translation example with colon to represent 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. 138) in classical Chinese poetry. 

The ease of application to describing Chinese poetic parallelism also holds true for 

)ÈÒÖÉÚÖÕɀÚɯØÜÖÛÌɯÊÐÛÌËɯÈÛɯÛÏÌɯÉÌÎÐÕÕÐÕÎɯÖÍɯÛÏÐÚɯ×ÈÙÈÎÙÈ×ÏȯɯÛÏÌɯ×ÙÐÕÊÐ×ÓÌɯÖÍɯ

equivalence concerns the equation of 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 reduplicat ÐÝÌɯÈËÑÌÊÛÐÝÌÚɯȿØÐØÐɀɯÈÕËɯȿßÐÈÖßÐÈÖɀɯÐÕɯÛÏÌɯÓÐÕÌÚɯÖÍɯÛÞÖɯËÐÍÍÌÙÌÕÛɯ

stanzas of the poem just discussed are of the same part of speech (hence exhibiting 

equivalence). They are selections amongst a paradigm of reduplicative adjectives and  

are combined with ot her words with which they form a poetic line (in this case 

ȿÍÌÕÎàÜɀɯȻÞÐÕËɯÈÕËɯÙÈÐÕȼȮɯÈɯ"ÏÐÕÌÚÌɯnoun which is repeated verbatim in two 

separate lines, hence also exhibiting the principle of equivalence). Together, these 

equivalent forms combine to form  ȿÚÌØuencesɀɯÈÕËɯÊÙÌÈÛÌȮɯÐÕɯÛÏÌɯÞÖÙËÚɯÖÍɯ6ÈÜÎÏɯ

ȹƕƝƜƔȺɯÐÕɯÈÕÈÓàáÐÕÎɯ×ÖÌÛÐÊɯÍÜÕÊÛÐÖÕɯ×ÙÖ×ÖÚÌËɯÉàɯ)ÈÒÖÉÚÖÕȮɯÈɯȿÕÌÛÞÖÙÒɯÖÍɯÐÕÛÌÙÕÈÓɯ

ÙÌÓÈÛÐÖÕÚɯÞÐÛÏÐÕɯÛÏÌɯ×ÖÌÔɯÐÛÚÌÓÍɀɯȹ×ȭƚƘȺ, which ideally should  re-emerge in a 

translation given the significance attributed to repeti tion which I have argued for . 

3ÏÌɯÚÈÔÌɯÈ××ÓÐÌÚɯÛÖɯȿÑÐÌÑÐÌɀɯÈÕËɯȿÑÐÈÖÑÐÈÖɀȮɯÉÖÛÏɯÖÍɯÞÏÐÊÏɯÈÙÌɯÙÌËÜ×ÓÐÊÈÛÐÝÌɯ

onomatopoeias as indicated, and are selected and combined ÞÐÛÏɯȿÑÐÔÐÕÎɀɯȹÊÖÊÒɀÚɯÊÙÖÞȺɯ

as a sequence in two poetic lines which form a repetitive pattern of parallelism. As I 

have already mentioned, this strictly symmetrical form which characterizes poetic 

ÓÈÕÎÜÈÎÌɯÊÈÕɯÉÌɯÊÖÕÚÐËÌÙÌËɯÈÕɯÌ×ÐÛÖÔÌɯÖÍɯȿÜÕÛÙÈÕÚÓÈÛÈÉÐÓÐÛàɀɯÖÍɯ×ÖÌÛÙàȮɯÈÕɯÌßÈÔ×ÓÌɯ

ÛÏÈÛɯÊÈÕɯÉÌɯȿÓÖÚÛɯÐÕɯÛÙÈÕÚÓÈÛÐÖÕɀȭɯ ÕËɯÐÕËÌÌËȮ in both cases above, the repetitive 

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 

ÔÈàɯÚÛÐÓÓɯÉÌɯÈÊÊÖÜÕÛÌËɯÍÖÙɯÈÚɯÈɯÍÈÐÛÏÍÜÓɯÙÌÕËÌÙÐÕÎȭɯ3ÏÌɯÊÙÖÞÚɯÈÙÌɯȿÔÈÒÐÕg noises in 

ÜÕÐÚÖÕɀȮɯÈÚɯÐÕËÐÊÈÛÌËɯÉàɯȿÈÓÓɯÛÖÎÌÛÏÌÙɀɯÈÕËɯȿÐÕɯÖÕÌɯÝÖÐÊÌɀȭɯɯȿ"ÏÐÓÓàɯÈÕËɯÊÖÓËɀȮɯÞÏÐÊÏɯ

ÊÖÕÚÛÐÛÜÛÌÚɯÈÕɯÌàÌɯÈÓÓÐÛÌÙÈÛÐÖÕɯÞÐÛÏɯÛÏÌɯÓÌÛÛÌÙɯȿÊɀȮɯÈÕËɯȿÚÖÜÎÏɯÈÕËɯÚÐÎÏɀȮɯÈÕɯÈÓÓÐÛÌÙÈÛÐÖÕɯ

proper, have captured the sound similarity of the original allitera tion, but more 

importantly the translations retain the meaning ÖÍɯÊÏÐÓÓɯÈÕËɯÊÖÓËÕÌÚÚɯȹȿØÐØÐɀȺȮɯÈÕËɯÈɯ

ÚÊÌÕÌɯÖÍɯÙÈÐÕɯ×ÈÛÛÌÙÐÕÎɯÈÕËɯÞÐÕËɯÉÓÖÞÐÕÎɯÐÕÊÌÚÚÈÕÛÓàɯȹȿßÐÈÖßÐÈÖɀȺȭɯɯ3ÏÌɯÊÏÖÐÊÌÚɯÔÈËÌɯ

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 I can add an understanding I 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 

ȿÙÌÔÖÓËÌËɀȮɯÐÍɯÕÖÛɯÛÙÈÕÚÍÌÙÙÌËɯÐÕɯÐÛÚɯÌÕÛÐÙÌÛàȭɯ(ÕɯÛÏÐÚɯ×ÙÖÊÌÚÚȮɯÐÛɯÕÌÌËÚɯÛÖɯÉÌɯÕÖÛÌËȮɯ

referring to JÈÒÖÉÚÖÕɯȹƕƝƚƔȺɯÈÎÈÐÕȮɯÛÏÈÛɯÛÏÌɯȿÙÌÍÌÙÌÕÛÐÈÓɯÍÜÕÊÛÐÖÕɀɯÐÕɯ×ÖÌÛÙàȮɯÛÏÖÜÎÏɯ

not predominant, is after -all part of a poem. As the translation example 

demonstraÛÌÚȮɯÛÏÌɯȿÙÌÍÌÙÌÕÛÐÈÓɯÍÜÕÊÛÐÖÕɀ ÖÙɯȿ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌɀɯÊÈÕɯÉÌɯÔÈÕÐ×ÜÓÈÛÌËɯ

where necessary to mitigate the problem of untranslatability. I argue that this is a 

well -grounded translation approach based upon the argumentative perspective.  

3ÏÐÚɯÛÙÈÕÚÓÈÛÐÖÕɯÌßÈÔ×ÓÌɯÐÚɯÈÓÚÖɯÙÌÔÐÕÐÚÊÌÕÛɯÖÍɯ!àÕÕÌÙɀÚɯËÐÚÊÜÚÚÐÖÕɯÖÍɯÛÏÌɯ

ÐËÌÈɯÖÍɯȿÍÈÐÛÏÍÜÓÕÌÚÚɀɯÐÕɯÛÙÈÕÚÓÈÛÐÖÕȯ  

Because Chinese and English happen to resemble each other in construction and 

word order, it is possible ɬ and proper, I think ɬ 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 language. The 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, I feel, avoid making a fetish of 

ÔÌÙÌɯÓÐÛÌÙÈÓÐÚÔɯÈÕËɯÚÜÊÊÜÔÉÐÕÎɯÛÖɯÛÏÌɯɁÔÖÙÌ-accurate-than-ÛÏÖÜɂɯÈÛÛÐÛÜËÌɯÛÏÈÛɯ

prevails among some translators today. (Watson, 1978, p. 28; my emphasis) 

This view, as far as I can see, is about priorities in translation and still applies 

today. A smooth translation that leads to an accurate transference of meaning should 

come before equivalence in form, i.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 

×ÖÌÔɀÚɯÊÖÕÛÌÕÛȭɯ+ÐÕɯ8ÜÛÈÕÎɀÚɯÛÙanslation of alliteration in the ci poem referred to in 

ÚÌÊÛÐÖÕɯ(((ɯÖÍɯÛÏÐÚɯÊÏÈ×ÛÌÙɯÊÈÕɯÈÓÚÖɯÉÌɯÊÖÕÚÐËÌÙÌËɯÈɯÊÈÚÌɯÖÍɯȿÊÖÕÛÙÖÓɀɯÉàɯÛÏÌɯ×ÖÌÛÐÊɯ

ÈÙÎÜÔÌÕÛɯÖÍɯ×ÙÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌȮɯÛÏÈÛɯÛÏÌɯÛÙÈÕÚÓÈÛÖÙɀÚɯȿÙÌ-ÊÙÌÈÛÐÖÕɀɯÐÚɯÕÖÛɯ

demonstration of any reckless changes of the 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 I would like to refer to another poem Lü Yi (Green Garment; ᴪ), also from 

Shijing (in Airs of the State of Bei [BeifengȰɯȿ῾ ɀȼ, a subsection of Airs of the States), 

this time foregrounding the issue of interpretation in poetry , which is not an end to 

itself. Using ȿÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɀȮɯÈn ȿÖÓËɯÛÏÌÔÌɀɯÈÕËɯkey concern in translation studies77 

as the basis of discussion, I argue 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:  

ᴪ 

1. дᴪдȲ  

2. ᴪ ȴ 

3. їП ṁȲ 

4. ╪ ẔБȺ 

  

5. дᴪдȲ 

6. ᴪ ȴ 

7. їП ṁȲ 

8. ╪ ẔϺȺ 

 

9. д дȲ 

10. ЅἬᾙдȴ 

11. ᶺ≈ҡϢȲ 

12. дȺ 

 

13. д дȲ 

14. Ẕѿ ȴ 

15. ᶺ≈ҡϢȲ 

16. ᶺїȺ 

 

                                                           
77

 ΨIŜǊƳŜƴŜǳǘƛŎǎΩ ƛǎ ǘƘŜ ǿƻǊŘ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ ōǊŀƴŎƘ ƻŦ ǎǘǳŘƛŜǎ ŀōƻǳǘ ǘƘŜƻǊƛŜǎ ƻŦ ΨƛƴǘŜǊǇǊŜǘŀǘƛƻƴΩ ƛƴ ǘǊŀƴǎƭŀǘƛƻƴΦ 
Kearney (2007) has noted that one of the earliest words for a translator in Greek was hermeneus, and in Latin 
interpresΩ όǇΦ мпфύ. TƘŜ ǘǿƻ ǘŜǊƳǎ ǎƘŀǊŜ ŀ ƳŜŀƴƛƴƎ ǊŜƭŀǘƛƻƴǎƘƛǇΥ Ψ.ƻǘƘ ǘŜǊƳǎΧΣ ŎŀǊǊȅ ǘƘŜ ǎŜƴǎŜ ƻŦ ŀƴ ƛƴǘŜǊƳŜŘƛŀǊȅ 
ƭŀōƻǊƛƴƎ ōŜǘǿŜŜƴ ǘǿƻ ŘƛǎǘƛƴŎǘ ƭŀƴƎǳŀƎŜǎ ƻǊ ǎǇŜŀƪŜǊǎΩ όwƛŎǆǳǊΣ ŀǎ ŎƛǘŜŘ ƛƴ YŜŀǊƴŜȅΣ нллтΣ ǇΦмпфύΣ ǎǳƎƎŜǎǘƛƴƎ ǘƘŀǘ 
interpretation is translation. 
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Lü Yi  

 

1. green  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   lower-garment 

7. heart zhi (aux.) worries (n.) yi (aux.) 

8. how wei (aux.) that  forget 

 

9. green xi (aux.)  silk  xi (aux.) 

10. you suo (pro.)***** make  xi (aux.) 
11. I  think-about ancient  person******  

12. make  no  mistake  xi (aux.) 

  

13. fine-hemp-cloth xi (aux.) rough-hemp-cloth xi (aux.)  

14. chilly-and-cold qi (aux.)******* because-of  wind 
15. I   think-of ancient   person 
16. really   win  my   heart 

 

* This is a structural auxiliary which expresses an exclamatory tone. 
 
** This is a structural auxiliary indicating a possessive relationship: óthe worries of the heartô. 
 
***This is a tone auxiliary put at the end of an exclamation. 
 
**** This is a tone auxiliary used to indicate the line is a statement of fact. 
 
***** óSuoô is a pronoun when used with a verb which follows: ósuo zhiô (Ἤᾙ) refers to the 

óthingô, i.e. the ósilkô which is made by óyouô, the addressee of the poem.  
 
****** óGurenô means someone from the ancient times, but ógurenô (ҡϢ) can also mean 

ógurenô (╝Ϣ) which means the dead. 

 

******* Both óqiô and óxiô (the latter in the previous line) are auxiliaries with no substantive 
meaning.  
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1Ì×ÌÛÐÛÐÖÕɯÐÕɯÛÏÐÚɯ×ÖÌÔɯËÖÌÚɯÕÖÛɯÚÌÌÔɯÛÖɯÈ××ÌÈÙɯÈÚɯȿÙÌÎÜÓÈÙÓàɀɯÈÚɯShuo Shu 

and Fengyu, 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. lines 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) 

ÚÜÎÎÌÚÛÚɯÛÏÈÛɯɀÙÌ×ÌÛÐÛÐÖÕɀɯÐÚɯÛÖɯÉÌɯËÐÍÍÌÙÌÕÛÐÈÛÌËɯÍÙÖÔɯȿÙÌÎÜÓÈÙÐÛàɀȮɯÛÏÌɯÓÈÛÛÌÙɯÔÌÈÕÐÕÎɯ

ȿÈɯÒÐÕËɯÖÍɯÚÛÙÐÊÛɯÔÌÊÏÈÕÐÊÈÓɯÙÌ×ÌÛÐÛÐÖÕɀɯÞÏÐÊÏɯÏÈ××ÌÕÚɯÐÍɯÛÏÌÙÌɯÐÚɯÈÕɯÌßÈÔ×ÓÌɯÞÏÌÙÌɯ

ÌÝÌÙàȮɯÚÈàȮɯȿÛÏÐÙËɯÌÕÛÐÛàɯÐÕɯÈɯÚÌÙÐÌÚɯÖÍɯÌÕÛÐÛÐÌÚɯÐÚɯÖÍɯÛÏÌɯÚÈÔÌɯÚÖÙÛɀɬ ȿÙÌÎÜÓÈÙÐÛàɀɯis 

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 intervals. I argue that the different repetitive patterns work 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 Cranmer-Byng 

1. Green is the upper robe, 
2. Green with a yellow lining; 
3. My sorrow none may probe, 
4. Nor can I cease repining. 
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5. Green is the upper robe, 
6. The lower garb is yellow; 
7. My sorrow none may probe, 
8. Nor any season mellow. 
 
9. The silk was of emerald dye,* 
10. Ah! this was all your doing; 
11. But I dream of an age gone by 
12. To keep my heart from rueing. 
 
13. Fine linen or coarse, ôtis cold, 
14. But all I have to dress me; 
15. So I 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, green is my green wear, 
2. A yellow shirt inside. 
3. My heartôs laden with care 
4. That will ever abide. 

 
5. Oh, green is my green wear, 
6. A yellow vest inside. 
7. My heartôs laden with care 
8. That will me override. 

 
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 my wrong. 

 
13. Oh, linen coarse or fine 
14. Is cold when wind blows throô 
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15. Oh, dear, for you I pine; 
16. Indeed, you suit me true. 

 
  (Zhao, n.d.) 

Translation 3:  

Lü I [Lü Yi]  James Legge 

1. When the upper robe is green, 
2. With a yellow lining seen, 

There we have a certain token, 
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 yellowôs blaze.  

 Thus it is that favorite mean 
 In the place of wife is seen.  

7. Vain the conflict with my grief: 
8. Memory denies relief. 

  
9. Yes, ótwas you the green who dyed,  
10. You who fed the favoriteôs pride,  

Anger rises in my heart, 
Pierces it as with a dart.  

11. But on ancient rules lean I, 
12. Lest to wrong my thoughts should fly. 
 

13. Fine or coarse, if thin the dress. 
14. Cold winds always cause distress. 

Hard my lot, my sorrow deep, 
But my thoughts in check I keep.  

15. & 16. Ancient stories bring to mind  
    Sufferers who were resigned.  

  
(Legge, 1967, p. 26-27) 
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 Translation 4 : 

 Untitled   Arthur Waley 

1. THE LADY: Heigh, the green coat, 
2. The green coat, yellow lined! 
3. The sorrow of my heart, 
4. Will it ever cease? 

 
5. Heigh, the green coat, 
6. Green coat and yellow shirt! 
7. The sorrow of my heart, 
8. Will it ever end? 

 
9. THE MAN: Heigh, the green threads! 
10. It was you who sewed them. 
11. Iôll be true to my old love, 
12. If only sheôll forgive me. 

 
13. Broad-stitch and open work,* 
14. Are cold when the wind comes. 
15. Iôll be true to my old Love 
16. Who truly holds my heart. 

 
*This is the ósymbol of the new mistressô as indicated by Waley (1954, p. 58).   

 

(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 different interpretations of the poetic 

ÛÏÌÔÌȭɯȿ(ÕÛÌÙ×ÙÌÛÈÛÐÖÕɀȮɯÈÚɯÔÌÕÛÐÖÕÌËɯÌÈÙÓÐÌÙȮɯÐÚɯÈÕɯÖÓËɯÛÏÌÔÌɯÐÕɯÛÙÈÕÚÓÈÛÐÖÕɯÚÛÜËÐÌÚ, 

and it will be recalled that in Chapter 1 I 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 interpretations is 

this is an elegiac poem (daowang shi; Ϻ ) 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,78 as well as documentary evidence (some contradictory), can 

render interpretation of individual lines or theme of a poem contentious, and no 

ÖÕÌɯÊÈÕɯÚÈàɯÊÖÕÊÓÜÚÐÝÌÓàɯÞÏÈÛɯÛÏÌɯÔÖÚÛɯȿÊÖÙÙÌÊÛɀɯÙÌÈËÐÕÎɯÔÐÎÏÛɯÉÌȭɯ,ÜÓÛÐ×ÓÌɯ

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 Period who was deserted by her husband, an interpretation echoed by 

ÈÕÖÛÏÌÙɯÈÕÈÓàÚÛȮɯÛÏÈÛɯ9ÏÜÈÕÎɯȿÓÖÚÛɯÈɯÊÖÔ×ÌÛÐÛÐÖÕɯÞÐÛÏɯÈɯÚÌÊÖÕËÈÙàɯÊÖÕÚÖÙÛɯÈÕËɯÍÌÓÓɯ

ÖÜÛɯÖÍɯÍÈÝÖÙɯÞÐÛÏɯÏÌÙɯÓÖÙËɀɯȹ8ȭɯ9ÏÖÜȮɯƖƔƕƔȮɯ×ȭƗƔƙȺȭɯ2ÜÊÏɯÈÕɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÞÈÚɯ

obviously adopted by Legge (1967), who translated the poem as a plaint poem with 

ÛÏÌɯÐÓÓÜÚÛÙÈÛÐÖÕɯÈÚɯÍÖÓÓÖÞÚȯɯȿ3ÏÌɯ+Ĺɯ(ɯȻÎÙÌÌÕɯÎÈÙÔÌÕÛȼȮɯÔÌÛÈ×ÏÖÙÐÊÈÓɯÈÕËɯÈÓÓÜÚÐÝÌȭɯ3ÏÌɯ

complaint, sad but resigned, of a neglected wifeɀɯȹ×ȭƖƚȺȭɯ2ÜÊÏɯÈÕɯÜÕËÌÙÚÛÈÕËÐÕÎɯÐÚɯ

based upon the cultural-specific elements in thÌɯ×ÖÌÔȯɯÛÏÌɯÊÖÓÖÙɯȿàÌÓÓÖÞɀɯÐÕɯÈÕÊÐÌÕÛɯ

"ÏÐÕÈɯÐÚɯÈɯÚàÔÉÖÓɯÖÍɯÙÖàÈÓÛàȮɯÈÕËɯÏÌÕÊÌɯÈÕɯȿÖÙÛÏÖËÖßɯÊÖÓÖÙɀɯȹzhengse, Ӕᴥ); green, 

ÖÕɯÛÏÌɯÖÛÏÌÙɯÏÈÕËȮɯÐÚɯÈɯȿÚÌÊÖÕËÈÙàɯÊÖÓÖÙɀɯȹjianse; ᴥ) (Liao, 1983, p.279), a mix of 

blue and yellow . These two colors are 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 

×ÖÚÐÛÐÖÕɯÉÌÊÖÔÌÚɯÚÌÊÖÕËÈÙàȮɯÐȭÌȭɯÛÏÌɯÓÐÕÐÕÎɯÞÏÐÊÏɯÐÚɯȿàÌÓÓÖÞɀɯÐÕɯÊÖÓÖÙɯÐÕɯÛÏÌɯÍÐÙÚÛɯ

stanza, while the one who should have assumed a secondary position becomes 

what can be seÌÕɯÍÙÖÔɯÛÏÌɯÖÜÛÚÐËÌȮɯÛÏÌɯȿÎÙÌÌÕɯÊÖÈÛɀȰɯÛÏÌɯÚÈÔÌɯÈ××ÓÐÌÚɯÛÖɯÛÏÌɯÜ××ÌÙɯ

ÎÈÙÔÌÕÛɯȹÚÜ××ÖÚÌËÓàɯÏÈÝÐÕÎɯÈɯȿÏÐÎÏÌÙɯÚÛÈÛÜÚɀȺɯÐÕɯÎÙÌÌÕɯÈÕËɯÓÖÞÌÙɯÎÈÙÔÌÕÛɯ
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 Kao and Mei (1978) noted that Ψ/ƘƛƴŜǎŜ ƛǎ ŀ ƭŀƴƎǳŀƎŜ ǿŜŀƪ ƛƴ ǎȅƴǘŀȄ ǘƻ ōŜƎƛƴ ǿƛǘƘΣ ŀƴŘ ǎȅƴǘŀȄ ƛǎ ŦǳǊǘƘŜǊ 
weakened by various conveƴǘƛƻƴǎ ƛƴ wŜŎŜƴǘ {ǘȅƭŜ ǇƻŜǘǊȅΩ όǇΦ нутύΦ 
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ȹÚÜ××ÖÚÌËÓàɯÖÍɯÈɯȿÓÖÞÌÙɯÚÛÈÛÜÚɀȺɯÐÕɯàÌÓÓÖÞ79 ɬ this interpretation has perhaps 

rendered the additions (in italics) ÐÕɯ+ÌÎÎÌɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƗȺȭ  

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 vassal state in the 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 have the yarns of silk dyed 

(into green) first (see line 9 of Translations 1 and 3) before they were woven into 

ÊÓÖÛÏÚȭɯ3ÏÌɯÞÖÙÙÐÌÚɯËÌ×ÐÊÛÌËɯÐÕɯÛÏÌɯ×ÖÌÔȮɯÛÏÌÙÌÍÖÙÌȮɯÈÙÌɯÛÏÖÚÌɯÖÍɯÛÏÌɯÔÖÛÏÌÙɀÚȮɯÛÏÈÛɯ

ÛÏÌɯËÈÜÎÏÛÌÙɯÔÐÎÏÛɯÍÈÐÓɯÏÌÙȮɯÞÏÐÓÌɯÛÏÌɯȿÈÕÊÐÌÕÛÚɀɯȹÛÏÌɯÚÈÎÌÚȺɯÐÕ the last stanza who 

knew the proper rules are the ones to learn from (Mingzhu, n.d.).   

6ÈÓÌàɀÚɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƘȺɯÚÌÌÔÚɯÛÖɯÉÌɯÈÉÖÜÛɯÈɯÛÖÙÔÌÕÛÌËɯ

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 of interpretation of the 

meaning of the poem to translation of the poetic argument itself, mainly because of the 

ÓÈÛÛÌÙɀs being identified as the prose paraphrase of a poem. But quite obviously at 

the same time instances of interpretation per se (and misinterpretation too, for that 

matter) of a poem are typical examples of isolated discussions (See Chapter 1, section 

VI) ɬ the translations of Lü 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 Shu, the first poetry example discussed above, Balcom (2001) makes it a point 

ÛÏÈÛɯÓÐÕÌɯƘȮɯÞÏÐÊÏɯ)ÌÕÕÐÕÎÚɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƘȺɯÛÙÈÕÚÓÈÛÌÚɯÈÚɯȿ ÕËɯÚÛÐÓÓɯÖÜÙɯ×ÙÌÚÌÕÊÌɯàÖÜɯ

ÐÎÕÖÙÌɀɯÐÚɯÈɯÔÐÚÛÙanslation because the aristocracies should not be perceived as 

having ignored the commoners, but quite the opposite: they were in fact paying the 

                                                           
79

 ¢ƘŜ ǿƻǊŘ ΨǎƘŀƴƎΩ ό) in the second stanza means the lower garment: Ψά{ƘŀƴƎέ ƳŜŀƴǎ ǎkirt (the upper garment 

ƛƴ ŀƴŎƛŜƴǘ ǘƛƳŜǎ ƛǎ ŎŀƭƭŜŘ άȅƛέ ώᴪϐΣ ǘƘŜ ƭƻǿŜǊ ƎŀǊƳŜƴǘ άǎƘŀƴƎέύΩ όCǳΣ нлмлΣ ǇΦмфлύΦ ¢ƘŜ ƻǊƛƎƛƴŀƭ /ƘƛƴŜǎŜ ǊŜŀŘǎ Ψ╥
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people too much attention by taxing them heavily (though I might as a reader also 

take the translation to mean that they did not care about 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) 

ÚÌÌÔÚɯÛÖɯÏÈÝÌɯÈɯÎÖÖËɯÙÌÈÚÖÕɯÛÖɯÊÙÐÛÐÊÐáÌɯ$áÙÈɯ/ÖÜÕËɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯÈɯÓÖÝÌɯ×ÖÌÔȮɯZi 

Yi (Black garment, ᴪ) in Airs of the State of Zheng ( ) in the Airs category of 

Shijing ÈÚɯÈÕɯÌßÈÔ×ÓÌɯÖÍɯȿÔÐÚÊÈÚÛÐÕÎɀɯÖÙɯȿËÐÚÚÖÕÈÕÊÌɀɯȹ×ȭɯƛƝȺȮɯÛÏÈÛɯÛÏÌɯÏÈÙÚÏÕÌÚÚɯÈÕËɯ

ÈÉÙÜ×ÛÕÌÚÚɯÖÍɯÛÏÌɯÛÖÕÌɯÐÕɯ/ÖÜÕËɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯÔÈÒÌÚɯÐÛɯÚÖÜÕËɯÈÚɯÐÍɯÈɯȿÊÐÝÐÓɯÚÌÙÝÈÕÛɯ

ÊÖÜÕÚÌÓÖÙɀɯÐÚɯȿÛÈÓÒÐÕÎɯÈÉÖÜÛɯÍÙÐÕÎÌɯÉÌÕÌÍÐÛÚɀɯȹÐÉÐËȮɯ×ȭƛƜȺɯÙÈÛÏÌÙɯÛÏÈÕɯÈɯÎÐÙÓɯÛÈÓÒÐÕÎɯ

affectionately and softly to her husban d  (see Appendix I 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 generalization, 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 form-meaning relationship embodied by the 

poetic argument.   

If ever any conclusion can be drawn on what the most likely interpretation for 

Èɯ×ÖÌÔɯȹ(ɯÏÈÝÌɯ×ÜÙ×ÖÚÌÍÜÓÓàɯÈÝÖÐËÌËɯȿÊÖÙÙÌÊÛɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɀɯÏÌÙÌȺɯÚÏÖÜÓËɯÉÌȮɯ(ɯ

argue that such conclusion is either a 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 fact, while 

trusting that for any responsible translator who cares about faithfulness their 

rendition should be a reliable interpretation to the best of the ir knowledge.   

I 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 

reasoning ÈÉÖÜÛɯÛÏÌɯÙÖÓÌɯÖÍɯȿÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɀɯÐÕɯÊÖÕÚÐËÌÙÐÕÎɯ×ÖÌÛÙàɯÛÙÈÕÚÓÈÛÐÖÕɯÊÈÕɯÉÌɯ

ÜÕËÌÙÚÛÖÖËɯÞÐÛÏɯÙÌÍÌÙÌÕÊÌɯÛÖɯ2ÊÖÛÛɀÚɯȹƖƔƔƔȺɯÚÊÏÌÔÌɯÈÉÖÜÛɯÛÏÌɯÛÏÙÌÌɯÈÊÛÐÝÐÛÐÌÚɯ

ÐÕÝÖÓÝÌËɯÐÕɯÛÏÌɯ×ÙÖÊÌÚÚɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕȭɯ3ÏÌɯÍÐÙÚÛɯÖÕÌɯÐÚɯÛÏÌɯȿÛÌßÛÜÈÓɀɯÚÛÈÎÌȮɯÞÏÐÊÏɯ
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ÙÌÍÌÙÚɯÛÖɯȿthe reading of a text for its meaning through association, linguistic 

ÐÕÝÌÚÛÐÎÈÛÐÖÕɯÈÕËɯ×ÈÙÈÓÐÕÎÜÐÚÛÐÊɯÐÕ×ÜÛɀȰɯÛÏÌɯÚÌÊÖÕËɯÐÚɯÛÏÌɯȿÔÌÛÈÛÌßÛÜÈÓɀɯÔÌÈÕÐÕÎɯȿthe 

re-presentation of a text in its textuality in another language ɬ by translation, 

transposition or other mÌÈÕÚɀȰɯÈÕËɯÍÐÕÈÓÓàȮɯÛÏÌɯȿÔÌÛÈÓÐÕÎÜÐÚÛÐÊɯÐÚɯthe presentation of the 

meaning of the source text, an interpretation of the source text, in a companion text, in 

ÈÕÖÛÏÌÙɯÓÈÕÎÜÈÎÌɀɯȹ×ȭɯƕƔƝƔȰɯÔàɯÌÔ×ÏÈÚÐÚȺȭɯ(Õɯ2ÊÖÛÛɀÚɯÐÓÓÜÚÛÙÈÛÐÖÕɯÐÛɯÚÌÌÔÚɯÛÏÈÛɯÈɯ

rather absolute demarcation amongst three aspects is drawn with the separate 

ËÌÍÐÕÐÛÐÖÕÚȭɯ,àɯÜÕËÌÙÚÛÈÕËÐÕÎɯÖÍɯÏÐÚɯÐÓÓÜÚÛÙÈÛÐÖÕɯÖÍɯÛÏÌɯȿÛÌßÛÜÈÓɀɯÈÊÛÐÝÐÛàɯÐÚɯÛÏÈÛɯÐÛɯÐÚɯ

something done at the pre-translation stage (or mostly at least), as reading a text for 

its meaning is a pÙÌÙÌØÜÐÚÐÛÌɯÍÖÙɯÖÕÌɯÛÖɯÉÌɯÈÉÓÌɯÛÖɯÚÛÈÙÛɯÛÙÈÕÚÓÈÛÐÕÎȭɯ3ÏÌɯȿÛÌßÛÜÈÓɀɯÐÚɯ

the stage where issues of interpretation that cause debates and controversies 

ÏÈ××ÌÕȭɯ2ÜÊÏɯÐÚɯÔàɯÈËËÐÛÐÖÕȮɯÐÍɯÕÖÛɯÖÉÑÌÊÛÐÖÕȮɯÛÖɯ2ÊÖÛÛɀÚɯÈÊÊÖÜÕÛȭɯ6ÏÈÛɯ(ɯÏÈÝÌɯÈɯ

reservation about is separaÛÐÕÎɯÛÏÌɯȿÔÌÛÈÛÌßÛÜÈÓɀɯÍÙÖÔɯÛÏÌɯȿÔÌÛÈÓÐÕÎÜÐÚÛÐÊɀɯÞÏÌÕɯȿÛÏÌɯ

×ÙÌÚÌÕÛÈÛÐÖÕɯÖÍɯÛÏÌɯÔÌÈÕÐÕÎɯÖÍɯÛÏÌɯÚÖÜÙÊÌɯÛÌßÛɀȮɯÐȭÌȭɯÛÏÌɯËÌÍÐÕÐÛÐÖÕɯÉàɯ2ÊÖÛÛɯÖÍɯÛÏÌɯ

ȿÔÌÛÈÓÐÕÎÜÐÚÛÐÊɀȮɯÐÚɯÐÕÛÌÙÛÞÐÕÌËɯÞÐÛÏɯhow the meaning is presented ɬ that is to say, 

ȿÏÖÞɯÔÌÈÕÐÕÎɯÐÚɯ×ÙÌÚÌÕÛÌËɀɯÐÚɯÛÏÌɯÞÈàɯ(ɯÞÖÜÓËɯÜÕËÌÙÚÛÈÕËɯÛÏÌɯȿÔÌÛÈÛÌßÛÜÈÓɀɯ

×ÙÖÊÌÚÚɯÞÏÐÊÏȮɯÐÕɯ2ÊÖÛÛɀÚɯÞÖÙËÚȮɯÐÚɯȿÛÏÌɯÙÌ-presentation of a text in its textuality in 

ÈÕÖÛÏÌÙɯÓÈÕÎÜÈÎÌɀɯÈÚɯÊÐÛÌËȭɯȿ3ÌßÛÜÈÓÐÛàɀȮɯÈÊÊÖÙËÐÕÎɯÛÖɯ#Ìɯ!ÌÈÜÎÙÈÕËÌɯÈÕËɯ#ÙÌÚÚÓÌÙɯ

(1981), is what makes a text a text and consists of seven major standards.80 Given the 

ÍÈÊÛɯÛÏÈÛɯÖÕÌɯÖÍɯÛÏÌÚÌɯÚÛÈÕËÈÙËÚɯÐÚɯȿÊÖÏÌÚÐÖÕɀȮɯÞÏÐÊÏɯÈÊÊÖÙËÐÕÎɯÛÖɯ'ÈÓÓÐËÈàɯÈÕËɯ

Hasan (1976) has repetition as one of its realizations, repetition may be considered a 

component of textuality.  Gracia (1995) cited earlier in this chapter has made it 

Ìß×ÓÐÊÐÛɯÛÏÈÛɯȿɁ1Ì×ÌÛÐÛÐÖÕɂɯÚÌÌÔÚɯÛÖɯÉÌɯÈɯÜÕÐÝÌÙÚÈÓɯÊÏÈÙÈÊÛÌÙÐÚÛÐÊɯÈÕËȮɯÐÕËÌÌËȮɯ

requirement of textualityɀɯȹ×ȭƕƜƚȰɯÔàɯÌÔ×ÏÈÚÐÚȺȭɯɯ(ÛɯÞÖÜÓËɯÈ××ÌÈÙɯÛÖɯÔÌȮɯÛÏÌÙÌÍÖÙÌȮɯ

ÛÏÈÛɯÞÏÐÓÌɯÛÏÌɯȿÔÌÛÈÛÌßÛÜÈÓɀɯÈÕËɯȿÔÌÛÈÓÐÕÎÜÐÚÛÐÊɀɯÈÚ two processes in translation can 

be viewed as separate conceptually, in reality they represent how the presentation 

ÖÍɯÛÏÌɯȿÚÛÙÜÊÛÜÙÌɀɯȹÙÌ×ÌÛÐÛÐÖÕȺɯÖÍɯÈɯ×ÖÌÔɯȹÊÖÕÊÌÙÕÐÕÎɯÛÏÌɯȿÔÌÛÈÛÌßÛÜÈÓɀɯÚÛÈÎÌȺɯ

ÐÕÛÌÙÈÊÛÚɯÞÐÛÏɯÛÏÌɯȿ×ÙÌÚÌÕÛÈÛÐÖÕɯÖÍɯÔÌÈÕÐÕÎɀɯÖÍɯÈɯ×ÖÌÔɯȹÊÖÕÊerning the 

ȿÔÌÛÈÓÐÕÎÜÐÚÛÐÊɀɯÚÛÈÎÌȺȭɯ(ÛɯÐÚɯÛÏÐÚɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÖÍɯÚÌÕÚÌɯÉÌÐÕÎɯÈɯfunction of structure (i.e. 

the latter affecting the former) that characterizes repetition, an aspect of the 

structural dimension of the poetic argument. Interpretation of the mea ning of the 

repetitive structure is different from interpretation of the meaning of the poem that 

                                                           
80

 The seven standards of textuality they propose are cohesion, coherence, intentionality, acceptability, 
informativity, situationality and intertextuality (ibid, p.19). 
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ÉÌÓÖÕÎÚɯÛÖɯÛÏÌɯÝÌÙàɯÍÐÙÚÛɯȿÛÌßÛÜÈÓɀɯÚÛÈÎÌɯÐÕɯÛÏÌɯ×ÙÖÊÌÚÚɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕȭɯ3ÏÌɯ

argumentative perspective, by taking into account transference of repetition, onl y 

caters for its form-meaning relationship, which preempts the controversies amongst 

ËÐÍÍÌÙÌÕÛɯ×ÖÚÚÐÉÓÌɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕÚɯÖÍɯÛÏÌɯÊÖÕÛÌÕÛɯÖÍɯÛÏÌɯ×ÖÌÔɯÈÛɯÛÏÌɯȿÛÌßÛÜÈÓɀɯÚÛÈÎÌȮɯÐÕɯ

ÛÏÌɯÚÌÕÚÌɯÛÏÈÛɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÈÛɯÛÏÌɯȿÛÌßÛÜÈÓɀɯÚÛÈÎÌɯÐÚɯÚÖÔÌÛÏÐÕÎɯÛÏÈÛɯÛÏÌɯÛÙÈÕÚÓÈtor 

has already made ȿÖÕɯÉÌÏÈÓÍɯÖÍɀɯÛÏÌɯÛÈÙÎÌÛ-text readership and is therefore taken for 

granted. The argumentative perspective, as a result, is devoid of the subjectivity 

ÈÕËɯÜÕÊÌÙÛÈÐÕÛÐÌÚɯÞÏÐÊÏɯÐÚÚÜÌÚɯÖÍɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÈÛɯÛÏÌɯȿÛÌßÛÜÈÓɀɯÚÛÈÎÌɯÔÈàɯÎÐÝÌɯÙÐse 

to. And with regard to the meaning of repetition, I am referring to the emotional  

meaning, which as delineated in Chapter 2 is the meaning component in the form -

meaning relationship embodied by repetition  ɬ more specifically, repetition can be 

seen to cÖÕÝÌàɯȿÌÔÖÛÐÖÕÈÓɯ×ÈÙÈÓàÚÐÚȮɯÊÖÕÚÛÈÕÊàȮɯÖÉÚÌÚÚÐÖÕȮɯËÌÛÌÙÔÐÕÈÛÐÖÕȮɀɯÖÙɯ

ȿÔÖÕÖÛÖÕàɀɯȹScott, 2000, p. 1091). 

 ÓÓɯÐÕɯÈÓÓȮɯ(ɯÈÙÎÜÌɯÍÖÙɯÛÏÌɯÐËÌÈɯÛÏÈÛɯÈɯÜÚÌÍÜÓɯÜÕËÌÙÚÛÈÕËÐÕÎɯÖÍɯȿÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɀɯ

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 English (see 

again the illustration on p. 149-150) without regard to the possibly never -ending 

ÈÙÎÜÔÌÕÛɯÖÕɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÖÍɯÛÏÌɯ×ÖÌÔɯÈÛɯÛÏÌɯȿÛÌßÛÜÈÓɀɯÚÛÈÎÌɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕȭɯ3ÏÐÚɯ

understanding explains how the argumentative perspective gives rise to an 

objective account of the nature of poetry translation.   

VIII.   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  I am also implying the idea that a text 

ËÖÌÚɯÕÖÛɯȿÔÌÈÕɀɯÈÕàÛÏÐÕÎɯÜÕÛÐÓɯÐÛɯÐÚɯÐÕÛÌÙ×ÙÌÛÌËɯÉàɯÛÏÌɯÙÌÈËÌÙɯȹ$ÊÖȮɯƕƝƝƘȰɯ1ÖÚÌÕÉÓÈÛÛȮɯ

1978). With regard to this concern, I argue repetition is a device the retaining of 

which in a translation enables one to create, in the words ÖÍɯ2ÊÖÛÛɯȹƖƔƔƔȺȮɯȿÈɯ33ɯ

ȻÛÈÙÎÌÛɯÛÌßÛȼɯÞÐÛÏɯÚÜÍÍÐÊÐÌÕÛɯɁÚÛÈÉÐÓÐÛàɂȮɯɁÛÌßÛÜÈÓɯÈÜÛÖÕÖÔàɂȮɯÛÖɯÑÜÚÛÐÍàɯÈɯÛÌßÛÜÈÓȮɯ

readerly exploration, but sufficiently unstable to keep the text, and its interpretation, 
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Ö×ÌÕȮɯËÌÝÌÓÖ×ÈÉÓÌȮɯÈÝÈÐÓÈÉÓÌɯÛÖɯÊÏÖÐÊÌɀɯȹ×ȭƕƔƝƕȺȭɯ6ÐÛÏɯÛÏÌ repetition retained, a 

shared feature between Chinese and English, and its emotional meaning transferred, 

ÞÏÐÊÏɯ×ÙÌÚÜÔÈÉÓàɯÊÈÕɯÉÌɯÈ××ÙÌÊÐÈÛÌËɯÉàɯÈÕɯ$ÕÎÓÐÚÏɯÙÌÈËÌÙÚÏÐ×ȮɯÛÏÌɯȿÚÛÈÉÐÓÐÛàɀɯÈÕËɯ

ȿÛÌßÛÜÈÓɯÈÜÛÖÕÖÔàɀɯÖÍɯÛÏÌɯ33ɯȹÛÈÙÎÌÛɯÛÌßÛȺɯÈÙÌɯÌÚÛÈÉÓÐÚÏÌËɯÉÌÊÈÜÚÌɯthe repetition 

ÚÏÖÜÓËɯÕÖÛɯÙÌÈËɯȿÍÖÙÌÐÎÕɀɯÐÕɯÈɯÛÙÈÕÚÓÈÛÐÖÕȰɯÖÕɯÛÏÌɯÖÛÏÌÙɯÏÈÕËȮɯÛÙÈÕÚÍÌÙÌÕÊÌɯÖÍɯÛÏÌɯ

repetitive form may lead to the result that not all readers would necessarily have 

ÛÏÌɯÚÈÔÌɯÙÌÚ×ÖÕÚÌɯÛÖɯÐÛÚɯÜÚÌȮɯÏÌÕÊÌɯÛÏÌɯȿÐÕÚÛÈÉÐÓÐÛàɀɯÖÍɯÛÏÌɯ33ȮɯÈɯÍÈÊÛɯÛÏÈt a translator 

should simply take as given. Chesterman (2017) acknowledges that Kundera, in 

ËÐÚÊÜÚÚÐÕÎɯÛÏÌɯÙÌ×ÌÛÐÛÐÝÌɯ×ÈÛÛÌÙÕȮɯÏÈÚɯÈÚÚÜÔÌËɯÛÏÈÛɯÊÖÕÊÌÙÕÚɯÈÉÖÜÛɯÛÏÌɯÙÌÈËÌÙÚɀɯ

actual response will stay separate from the need to render a translation which is 

ȿÍÖÙÔÈÓÓàɯÈÚɯÊÓÖÚÌɯÈÚɯ×ÖÚÚÐÉÓÌɯÛÖɯÛÏÌɯÖÙÐÎÐÕÈÓɀȮɯÈÕËɯÛÏÈÛɯÛÏÌɯÙÌ×ÌÛÐÛÐÝÌɯ×ÈÛÛÌÙÕɯÚÏÖÜÓËɯ

be transferred without ÙÌÎÈÙËɯÛÖɯȿÙÌÈËÌÙɀÚɯÌß×ÌÊÛÈÛÐÖÕÚɀȮɯÏÖÞɯÛÏÌɯÙÌ×ÌÛÐÛÐÖÕɯȿÔÐÎÏÛɯ

ÈÍÍÌÊÛɯÙÌÈËÌÙÚɀȮɯÈÕËɯÏÖÞɯÛÏÌɯÙÏÌÛÖÙÐÊÈÓɯËÌÝÐÊÌɯȿÔÐÎÏÛɯÉÌɯÜÕËÌÙÚÛÖÖËɀɯȹ×ȭƖƜƙȺȭ  

2ÊÖÛÛɀÚ view that a translation should at the same time be sufficiently stable 

ÈÕËɯÜÕÚÛÈÉÓÌɯÈÕËɯ*ÜÕËÌÙÈɀÚɯÊÖÕÝÐÊÛÐÖÕɯÖÕɯÛÏÌɯÛÙÈÕÚÍÌÙÌÕÊÌɯÖÍɯÙÌ×ÌÛÐÛÐÖÕɯÞÐÛÏÖÜÛɯ

ÊÖÕÚÐËÌÙÐÕÎɯÙÌÈËÌÙÚɀɯÌß×ÌÊÛÈÛÐÖÕÚȮɯÉÖÛÏɯÖÍɯÛÏÌÔɯÚÜÎÎÌÚÛɯÛÏÈÛɯÈɯÛÙÈÕÚÓÈÛÖÙȮɯÞÏÌÕɯ

making translation decis ions, can only take into account features the sharing of 

which between the source and target language is perceivable, though s/he need not 

ÈÕËɯÚÏÖÜÓËɯÕÖÛɯËÌÕàɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯÙÌÈËÌÙÚɀɯÈÊÛÜÈÓɯÙÌÈÊÛÐÖÕɯÛÖɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÔÈàɯ

vary in the end. The argumentative perspective also represents such a view in the 

ÚÌÕÚÌɯÛÏÈÛɯÐÛɯÙÌÍÙÈÐÕÚɯÍÙÖÔɯËÐÚÊÜÚÚÐÕÎɯÜÕ×ÌÙÊÌÐÝÈÉÓÌɯÙÌÈËÌÙÚɀɯÙÌÚ×ÖÕÚÌɯÐÕɯÔÈÒÐÕÎɯ

translation decisions, and has thus achieved objectivity in describing the nature of 

poetry translation.  

IX.  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 

ÓÈÕÎÜÈÎÌɯÔÖÙÌɯÓÐÒÌÓàɯÐÕÝÐÛÌɯÛÏÌɯÛÖ×ÐÊɯÖÍɯȿËÐÍÍÐÊÜÓÛÐÌÚɯÐÕɯÛÙÈÕÚÍÌÙÌÕÊÌɀɯÖÙɯÛÏÌɯÜÚÌɯÖÍɯ

ȿÊÖÔ×ÌÕÚÈÛÖÙàɯÚÛÙÈÛÌÎÐÌÚɀɯÐÕÛÖɯÛÏÌɯ×ÐÊÛÜÙÌȭɯ$ÐÛÏÌÙɯÞÈàȮɯÛÏÌɯÈÙÎÜÔÌÕÛÈÛÐÝÌɯ

perspective suggests the approach adopted in the end needs to demonstrate the 

translator has attempted to transfer the similarities between Chinese and English as 

far as practicable. I have tried to argue that if using a repetitive pattern structurally 

akin to the source poem is not possible, then the translator should translate in a way 
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ÚÜÊÏɯÛÏÈÛɯɯÈÕàɯȿÙÌÔÖÓËÌËɯÙÌ×ÌÛÐÛÐÖÕɀɯÐÚɯÈÛɯÓÌÈÚÛɯÉÈÚÌËɯÜ×ÖÕɯÈɯÊÓÖÚÌɯ×ÈÙÈ×ÏÙÈÚÌɯÖÍɯÛÏÌɯ

ÚÖÜÙÊÌɯ×ÖÌÔȭɯ1ÌÈËÌÙÚɀɯÙÌÚ×ÖÕÚÌɯÛÖɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯÙÌ×ÌÛÐÛÐÖÕɯÐÚɯËÐÚÊÜÚÚÌËɯÐÕɯÛÏÐÚɯ

chapter chiefly in the light of the significance and rel evance of the kind of response 

ÞÏÐÊÏɯÊÈÕɯÉÌɯÙÌÈÚÖÕÈÉÓàɯÌß×ÌÊÛÌËɯÉàɯÔÈÕÐ×ÜÓÈÛÐÕÎɯȿÚÐÔÐÓÈÙÐÛÐÌÚɀɯÉÌÛÞÌÌÕɯÛÏÌɯÚÖÜÙÊÌɯ

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). 

 ÓÓɯÐÕɯÈÓÓȮɯȿÙÌ×ÌÛÐÛÐÖÕɀɯÐÚɯÈÓÚÖɯÈɯ×ÖÌÛÐÊɯÍÌÈÛÜÙÌɯÖÕɯÞÏÐÊÏɯÈÕɯÖÉÑÌÊÛÐÝÌɯËÌÚÊÙÐ×ÛÐÖÕɯÖÍɯ

poetry translation is based, and contributes to construction of a simple and 

accommodating theory which I elaborate in the final chapter.   

X. Summary of chapter   

 In this chapter, I 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, I propose that repetition 

should be preserved as a shared form-meaning relationship between Chinese and 

English. Such a desirability of transference I also discuss in a context of 

ȿËÐÊÏÖÛÖÔÐÌÚɀȮɯÈÚɯ(ɯÌß×ÓÈÐÕɯÞÏàɯÙÌ×ÌÛÐÛÐÖÕɯÚÏÖÜÓËɯÉÌɯ×ÙÐÖÙÐÛÐáÌËɯÖÝÌÙɯÛÏÌɯÖÛÏÌÙɯ

poetic feature rhyming with regard to the difference between the two rhetorical 

devices. Then I suggest that in translating a poem with parallelism as repetition , 

which is a feature susceptible to untranslatability, a translator can at least take into 

account and transfer the prose paraphrase as poetic argument ÞÐÛÏɯÈɯȿÙÌÔÖÓËÌËɀɯ

repetitive pattern , the prose paraphrase also being a kind of control for translating 

repetition from the argumentative perspective.  Lastly, I have argued that the poetic 

argument of repetition has a meaning, the emotional overtone which is presumed 

and is somewhat consistent across the source and target 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. I have suggested 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 achieves an objective 
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deÚÊÙÐ×ÛÐÖÕɯÖÍɯ×ÖÌÛÙàɯÛÙÈÕÚÓÈÛÐÖÕɯÈÕËɯÊÖÕÛÙÐÉÜÛÌÚɯÛÖɯÛÏÌɯÍÌÈÛÜÙÌÚɯÖÍɯȿÚÐÔ×ÓÐÊÐÛàɀɯÈÕËɯ

ÉÌÐÕÎɯȿÈÊÊÖÔÔÖËÈÛÐÕÎɀɯÖÍɯÛÏÌɯÕÌÞɯÛÙÈÕÚÓÈÛÐÖÕɯÛÏÌÖÙàɯÏÈÚɯÉÌÌÕɯËÐÚÊÜÚÚÌËɯÉÙÐÌÍÓàȭ 

  In Chapter 6 I 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 I demonstrate it is no less useful 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  

I.  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 

ÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàȮɯ(ɯÞÐÓÓɯÈËËÙÌÚÚɯÛÏÌɯÔÌÈÕÐÕÎɯÈÕËɯÚÜÉÚÛÈÕÊÌɯÖÍɯȿÔÌÛÈ×ÏÖÙɀɯ

used in the Western context. Only after that do I give an account of what is assumed 

ÛÖɯÉÌɯÛÏÌɯÕÖÛÐÖÕɀÚɯ"ÏÐÕÌÚÌɯÊÖÜÕÛÌÙ×ÈÙÛÚȮɯÛÏÌɯÙÏÌÛÖÙÐÊÈÓɯËÌÝÐÊÌs ȿbiɀ (ѩ) and ȿxingɀ 

( )ȮɯÞÏÐÊÏɯ(ɯÊÖÔ×ÈÙÌɯÞÐÛÏɯȿÔÌÛÈ×ÏÖÙɀȭɯ ÍÛÌÙɯÛÏÌɯÊÖÔ×ÈÙÐÚÖÕȮɯ(ɯÈÙÎÜÌɯÍÖÙɯÛÏÌɯ

ÝÈÓÐËÐÛàɯÛÖɯÜÚÌɯȿÔÌÛÈ×ÏÖÙɀɯÛÖɯËÌÚÊÙÐÉÌɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàȭɯ!ÌÍÖÙÌɯÚÛÈÙÛÐÕÎɯÛÏÌɯ

actual discussion of how metaphor is realized as poetic argument and its 

translations, I highlight the fact that it is significant to select translatable examples 

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 

ÈÙÎÜÔÌÕÛȮɯÈÕËɯÏÖÞɯȿÛÙÜÛÏɀɯÐÚɯÜÕËÌÙÚÛÖÖËɯÈÚɯÈɯÔÌÈÕÐÕÎɯÊÖÔ×ÖÕÌÕÛɯÐÕɯÛÏÐÚɯÍÖÙÔ-

meaning relationship and its role in metaphor translation discussed from the 

argumentative perspective. Then I 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, I 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 

resemble something: humanity seems doomed to analogy' (as cited in Silverman & 

Torode, 1980, p. 248; my emphasis). This remark captures the substance 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 issue being 

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. I start by clarifying the substance 
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ÈÕËɯËÌÍÐÕÐÛÐÖÕɯÖÍɯȿÔÌÛÈ×ÏÖÙɀȮɯÉÌÍÖÙÌɯ(ɯÌÚÛÈÉÓÐÚÏɯÛÏÌɯÝÈÓÐËÐÛàɯÖÍɯÐÛÚɯÜÚÌɯÐÕɯÈÕÈÓàÚÐÚɯÖÍɯ

classical Chinese poetry, 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 objective, as 

well as in what way t ranslation issues of metaphors from the argumentative 

perspective help to construct a simple and accommodating translation theory.   

II.  The meaning and substance of metaphor as a Western rhetorical device    

In this section I discuss the meaning and substance oÍɯȿÔÌÛÈ×ÏÖÙɀɯÜÕËÌÙÚÛÖÖËɯÐÕɯÛÏÌɯ

WÌÚÛÌÙÕɯÓÐÛÌÙÈÙàɯÛÙÈËÐÛÐÖÕȭɯ3ÏÌɯÍÈÊÛɯÛÏÈÛɯȿÔÌÛÈ×ÏÖÙɀɯÏÈÚɯÜÕÊÓÌÈÙɯÚÌÕÚÌÚɯis indicated 

by the following remark which, albeit not a recent observation, encapsulates the 

indeterminacies associated with the word which perhaps stil ÓɯÙÐÕÎɯÛÙÜÌȯɯȿ3ÏÌɯÕÖÛÐÖÕɯ

ÖÍɯÔÌÛÈ×ÏÖÙɯÐÕɯÛÏÌɯ6ÌÚÛɯÐÚɯÜÕÊÓÌÈÙɯÈÛɯÉÌÚÛɀɯÉÌÊÈÜÚÌɯȿÛÏÌɯÕÈÛÜÙÌɯÈÕËɯËÌÍÐÕÐÛÐÖÕɯÖÍɯ

metaphorical terms and of the relations between them have both been matter for 

ÔÜÊÏɯÚ×ÌÊÜÓÈÛÐÖÕɯÈÕËɯËÐÚÈÎÙÌÌÔÌÕÛɀɯȹ8ÜȮɯƕƝƜƕȮɯ×ȭɯƖƔƙȺȭɯ(ÕɯÈɯÔÖÙÌɯÙÌÊÌÕt discussion, 

Punter (2007) suggests ÛÏÈÛɯȿÔÌÛÈ×ÏÖÙɯÐÛÚÌÓÍɯÐÚɯÕÖÛɯÈɯÚÛÈÛÐÊȮɯÈɯÏÐÚÛÖÙÐÊÈÓɯÛÌÙÔȰɯÐÛɯÐÚɯÕÖÛɯ

as though there is a pervasive, universal concept of metaphor which can be applied, 

ÓÐÒÌɯÈɯÛÌÔ×ÓÈÛÌȮɯÛÖɯÈÓÓɯÈÎÌÚɯÈÕËɯÊÜÓÛÜÙÌÚɀɯȹ×ȭƘƔȺȭɯ6ÏÐÓÌɯ(ɯÓÐÒÌÞÐÚÌ acknowledge the 

ÐÕËÌÛÌÙÔÐÕÈÛÌɯÚÌÕÚÌɯÖÍɯÛÏÌɯÞÖÙËȮɯÛÏÌɯËÌÍÐÕÐÛÐÖÕɯÖÍɯȿÔÌÛÈ×ÏÖÙɀɯÏÈÚɯÛÖɯÉÌɯÊÓÈÙÐÍÐÌËɯ

because such a clarification is important to achiev ing justification of its use in my 

discussion of poetic argument and the associated translation issues.  

PÌÙÏÈ×ÚɯÌÝÌÙàɯËÐÚÊÜÚÚÐÖÕɯÖÍɯÔÌÛÈ×ÏÖÙɯÚÏÖÜÓËɯÈÛɯÓÌÈÚÛɯÔÌÕÛÐÖÕɯ ÙÐÚÛÖÛÓÌɀÚɯ

(1954) view, ÛÏÈÛɯÛÏÌɯËÌÝÐÊÌɯȿÊÖÕÚÐÚÛÚɯÐÕɯÎÐÝÐÕÎɯÛÏÌɯÛÏÐÕÎɯÈɯÕÈÔÌɯÛÏÈÛɯÉÌÓÖÕÎÚɯÛÖɯ

ÚÖÔÌÛÏÐÕÎɯÌÓÚÌɀ (section 1457b, p. 251). Metaphor as figurative language is regarded 

as one of the fouÙɯȿÛÙÖ×ÌÚɀɯȹan umbrella term for different figures of speech) along 

ÞÐÛÏɯȿÔÌÛÖÕàÔàɀȮɯȿÚàÕÌcËÖÊÏÌɀȮɯÈÕËɯȿÐÙÖÕàɀȭ81 Such classification seems to suggest 

ÈÕɯÈÊÒÕÖÞÓÌËÎÌÔÌÕÛɯÖÍɯÛÏÌɯËÐÍÍÌÙÌÕÊÌÚɯÐÕɯÛÏÌɯÚÜÉÚÛÈÕÊÌɯÖÍɯÛÏÌɯÛÙÖ×ÌÚȭɯ!ÜÙÒÌɀÚɯ(1941) 

account of metaphor eÔ×ÏÈÚÐáÌÚɯÐÛÚɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÞÐÛÏɯȿ×ÌÙÊÌ×ÛÐÖÕɀȯɯȿ,ÌÛÈ×ÏÖÙɯÐÚɯÈɯ

device for seeing something in terms of something else. It brings out the thisness of a 

ÛÏÈÛȮɯÖÙɯÛÏÌɯÛÏÈÛÕÌÚÚɯÖÍɯÈɯÛÏÐÚɀɯȹ×ȭɯƘƖƕ-422; my emphasis), and it is also Aristotle (1954) 

who suggests thÈÛɯȿÈɯÎÖÖËɯÔÌÛÈ×ÏÖÙɯÐÔ×ÓÐÌÚɯÈÕɯÐÕÛÜÐÛÐÝÌɯperception of the similarity 

ÐÕɯËÐÚÚÐÔÐÓÈÙÚɀɯȹÚÌÊÛÐÖÕɯƕƘƙƝÈȮɯ×ȭɯƖƙƙȰɯÔàɯÌÔ×ÏÈÚÐÚȺȭɯThe association of metaphor 

                                                           
81

 The four tropes are discussed in Burke (1941), but their identification is said to have been first proposed by 
Ramus (1515-1572) in Rhetorica (as cited in The Chicago School of Media Theory, n.d., para. 3).  
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with perception can also be seen in +ÈÒÖÍÍɯÈÕËɯ)ÖÏÕÚÖÕɀÚɯȹƕƝƜƔȺɯÈÕÈÓàÚÐÚ, which  

draws a rather clear disÛÐÕÊÛÐÖÕɯÉÌÛÞÌÌÕɯȿÔÌÛÖÕàÔàɀɯÈÕËɯȿÔÌÛÈ×ÏÖÙɀȮɯÛÏÌɯÍÖÙÔÌÙɯ

ÏÈÝÐÕÎɯÈɯȿÙÌÍÌÙÌÕÛÐÈÓɯÍÜÕÊÛÐÖÕɀɯÈÚɯÐÛɯȿÜÚÌȻÚȼɯÖÕÌɯÌÕÛÐÛàɯÛÖɯÚÛÈÕËɯÍÖÙɯÈÕÖÛÏÌÙɀɯÞÏÐÊÏɯÐÚɯ

ËÐÍÍÌÙÌÕÛɯÍÙÖÔɯÔÌÛÈ×ÏÖÙȮɯȿÈɯÞÈàɯÖÍɯconceiving ÖÍɯÖÕÌɯÛÏÐÕÎɯÐÕɯÛÌÙÔÚɯÖÍɯÈÕÖÛÏÌÙɀɯȹ×ȭƗƚ; 

my emphasis); also, Ballard (1948) suggests that ȿ3ÏÌɯÒÌàɯÛÖɯÜÕËÌÙÚÛÈÕËÐÕÎɯÈÕËɯ

making metaphors is undoubtedly a recognition of sameness or similarityɀɯȹp. 210; my 

emphasis).  

The understanding of metaphors based upon a recognition of 

sameness/similarity can be explained specifically by how understanding of the 

ȿÊÖÕÊÌ×ÛÜÈÓɯÔÌÛÈ×ÏÖÙɀɯÞÖÙÒÚȭɯ ɯÊÖÕÊÌ×ÛÜÈÓɯÔÌÛÈ×ÏÖÙȮɯÈÊÊÖÙËÐÕÎɯÛÖɯ#ÌÐÎÕÈÕɯȹƖƔƔƙȺȮɯ

ÐÚɯÈɯȿÊÖÕÕÌÊÛÐÖÕɯÉÌÛÞÌÌÕɯÛÞÖɯÚÌÔÈÕÛÐÊɯÈÙÌÈÚȮɯÖÙɯËÖÔÈÐÕÚɀɯȹ×ȭƕƘȺȭɯ'ÌÙÌȮɯÛÖɯÌß×ÓÈÐÕɯ

#ÌÐÎÕÈÕɀÚɯÙÌÔÈÙÒȮɯ(ɯÙÌÍÌÙɯÛÖɯȻ -&$1ɯ(2ɯ+(04(#ȼȮɯÞÏÐÊÏɯÐÚɯÈɯÊÖÕceptual metaphor, 

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 their 

ÍÙÈÔÌÞÖÙÒɯÖÍɯÔÌÛÈ×ÏÖÙȮɯÛÏÌɯÊÖÕÊÌ×ÛÜÈÓɯÔÌÛÈ×ÏÖÙɯÏÈÚɯÈɯȿÊÖÕÊÙÌÛÌɤÚÖÜÙÊÌɯËÖÔÈÐÕɀɯ

ÈÕËɯȿÈÉÚÛÙÈÊÛɤÛÈÙÎÌÛɯËÖÔÈÐÕɀȮɯÞÏÐÊÏɯÐÕɯÛÏÌɯÊÈÚÌɯÜÕËÌÙɯÊÖÕÚÐËÌÙÈÛÐÖÕɯÐÚɯÛÏÌɯÌÕÛÐÛàɯ

[LIQUID] and emotion [ANGER] respectively. 82 The concrete/source domain 

consists of the 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, resembles the connection between the more commonly-

ÜÚÌËɯȿÝÌÏÐÊÓÌɀɯÈÕËɯȿÛÌÕÖÙɀȭ  

Some scholaÙÚɯÏÈÝÌɯ×ÙÖ×ÖÚÌËɯÈɯÉÙÖÈËɯÜÕËÌÙÚÛÈÕËÐÕÎɯÖÍɯȿÔÌÛÈ×ÏÖÙɀȭɯOne of 

the broadest definitions of metaphor is one of the earliest definitions of the word in 

ÛÙÈÕÚÓÈÛÐÖÕɯÚÛÜËÐÌÚȯɯȿȻ,ÌÛÈ×ÏÖÙɯÐÚȼɯany figurative expression: the transferred sense 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 

anotherɀɯȹ-ÌÞÔÈÙÒȮɯƕƝƜƜȮɯ×ȭƕƔƘȰɯÔàɯÌÔ×ÏÈÚÐÚȺȭɯ3ÏÌÙÌɯÚÌÌÔÚɯÛÖɯÉÌɯÕÖɯÐÕÛÌÕÛÐÖÕɯÖÕɯ

the part of Newmark to  differentiate metaphor from metonymy as the very last part 

ÖÍɯÛÏÌɯØÜÖÛÌɯÐÚɯÈÉÖÜÛɯȿÚÜÉÚÛÐÛÜÛÐÕÎɀɯÖÕÌɯÕÈÔÌɯÍÖÙɯÈÕÖÛÏÌÙɯÞÏÐÊÏɯÐÚɯÈ××ÓÐÌËɯ

ÌßÊÓÜÚÐÝÌÓàɯÛÖɯȿÔÌÛÖÕàÔàɀɯin Lakoff and Johnson (1980) cited above. As far as the 
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 Yu (1998) makes a differentiation between the English and Chinese conceptual metaphor for the emotion of 
anger (see Appendix I Note 34 on p. 310 for an illustration of the difference). 
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scope of metaphorical expressions is coÕÊÌÙÕÌËȮɯ1ÐÊĨÜÙ (1978), just like Lakoff and 

Johnson (1980), differentiates metaphor from metonymy, and also synecdoche, 

ÚÜÎÎÌÚÛÐÕÎɯÛÏÈÛɯÛÏÌɯÓÈÛÛÌÙɯÛÞÖɯËÌÝÐÊÌÚɯÈÙÌɯÈÉÖÜÛɯȿÖÕÌɯÖÉÑÌÊÛɀɯÉÌÐÕÎɯȿËÌÚÐÎÕÈÛÌËɯÉàɯ

ÛÏÌɯÕÈÔÌɯÖÍɯÈÕÖÛÏÌÙɀɯȹ×ȭɯƙƛȺȮɯand unlike Aristotle  (1954) he does not associate 

metaphor with a simple understanding that its operation involves  names only, and 

ÈÙÎÜÌÚɯÏÐÚɯÊÈÚÌɯÞÐÛÏɯÈɯÙÌÍÌÙÙÈÓɯÛÖɯ'ÌÐËÌÎÎÌÙɀÚɯÞÖÙËÚȮɯÛÏÈÛɯÔÌÛÈ×ÏÖÙɯȿÛÈÒÌÚɯÐÕɯÈɯÍÈÙɯ

ÎÙÌÈÛÌÙɯÛÌÙÙÐÛÖÙàɀɯÊÖÔ×ÈÙÌËɯÛÖɯÔÌÛÖÕàÔàɯÈÕËɯÚàÕÌÊËÖÊÏÌɀɯÉÌÊÈÜÚÌ ȿÕÖÛɯÖÕÓàɯÛÏÌɯ

noun or name, but also the adjective, participle, verb,83 and actually all the species 

ÖÍɯÞÖÙËÚɯÉÌÓÖÕÎɯÛÖɯÐÛÚɯËÖÔÈÐÕɀɯȹÐÉÐËȺȭɯ1ÐÊĨÜÙɯÚÜÎÎÌÚÛÚɯÈÓÚÖɯÛÏÈÛɯÔÌÛÈ×ÏÖÙȮɯÙÈÛÏÌÙɯ

than being simply an operation upon small language units like words, work s hand-

in-ÏÈÕËɯÞÐÛÏɯȿ×ÙÖ×ÖÚÐÛÐÖÕÈÓɯÛÏÖÜÎÏÛɯÚÛÙÜÊÛÜÙÌÚɯȹÚÌÕÛÌÕÊÌÚȺɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ3ÏÌÖËÖÙÖÜȮɯ

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 of ÛÏÌɯÞÖÙËɀÚɯÚÌÕÚÌ, whether  it  is 

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 of the above-mentioned accounts of metaphor 

consist of the quintessential ÖÍɯÛÏÌɯÍÌÈÛÜÙÌɯÖÍɯȿÊÖÔ×ÈÙÐÚÖÕɀȮɯÛÏÌɯÍÌÈÛÜÙÌɯÚÜÎÎÌÚÛÌËɯÉàɯ

Roland Barthes as indicated at the beginning of this chapter. 

III.  Metaphor ɬ its Chinese counterparts  

As far as ÛÏÌɯÍÌÈÛÜÙÌɯȿÊÖÔ×ÈÙÐÚÖÕɀɯÐÚɯÊÖÕÊÌÙÕÌËȮɯÛÏÌɯWÌÚÛÌÙÕɯȿÔÌÛÈ×ÏÖÙɀɯÊÈÕɯÍÐÕËɯÐÛÚɯ

ÊÖÜÕÛÌÙ×ÈÙÛɯÐÕɯÛÏÌɯ"ÏÐÕÌÚÌɯÓÐÛÌÙÈÙàɯÛÙÈËÐÛÐÖÕȭɯ3ÏÌɯËÌÝÐÊÌɯÖÍɯȿÉÐɀɯȹѩȺɯÖÙɯȿÉÐàÜɀɯȹѩ ), 

the commonly -ÈÊÊÌ×ÛÌËɯ"ÏÐÕÌÚÌɯÛÙÈÕÚÓÈÛÐÖÕÚɯÍÖÙɯȿÔÌÛÈ×ÏÖÙɀȮɯÏÈÚɯÐÛÚɯȿÔÌÛÈ×ÏÖÙÐÊɯ

Ö×ÌÙÈÛÐÖÕɀɯÉÈÚed ÖÕɯȿÊÖÔ×ÈÙÐÚÖÕȮɯÙÈÛÏÌÙɯÛÏÈÕɯÚÜÉÚÛÐÛÜÛÐÖÕɀȮɯÏÌÕÊÌɯÈɯÚÛÙÌÚÚɯÖÕɯ

ȿÚÐÔÐÓÈÙÐÛàɀɯȹ*ÈÖȮɯƖƔƔƗȮɯ×ȭɯƕƔƚȺȭɯȿ!ÐɀɯÐÚɯÖÕÌɯÖÍɯÛÏÌɯÛÏÙÌÌɯÊÖÔÔÖÕÓàɯÜÚÌËɯ×ÖÌÛÐÊɯ

devices84 identified in the anthology of the Book of Songs. The Song scholar Zhu Xi  

ש) ; 1130-1200) illustrates in his work, Collected Commentaries on the Book of Songs 

                                                           
83

 hƴŜ Ŏŀƴ ǇŜǊƘŀǇǎ ǘƘƛƴƪ ŀōƻǳǘ ŜȄŀƳǇƭŜǎ ƭƛƪŜ ΨThe hallway was zebra-striped ǿƛǘƘ ŘŀǊƪƴŜǎǎ ŀƴŘ ƳƻƻƴƭƛƎƘǘΩ 
ό±ƻƴƴŜƎǳǘΣ нллфΣ ǇΦ фнΤ Ƴȅ ŜƳǇƘŀǎƛǎύΣ ΨIƻǳǎƛƴƎ ǇǊƛŎŜǎ ƘŀǾŜ skyrocketed ƛƴ ǘƘŜ ǊŜŎŜƴǘ ƳƻƴǘƘǎΩΣ ƻǊ Ψ¢ƘŜȅ stormed 
ǘƘŜ ŎƛǘƛŜǎ ƻŦ {ƻŘƻƳ ŀƴŘ DƻƳƻǊǊŀƘΩ όCƛŜƭŘǎΣ мффлΣ tŜǊŜƪ 5ŀƭŜǘΥ !ōǊŀƳ wŜǎŎǳŜǎ [ƻǘ ǎŜŎǘƛƻƴΣ ǇŀǊŀΦмύ ǿƘŜǊŜ ǘƘŜ ΨƴŀƳŜΩ 
is not represented by nominal expressions, but words of other parts of speech. 
84

 Zhong Rong ( , 468-518 A.D.), literary critic referred to ǘƘŜ ǘƘǊŜŜ ŘŜǾƛŎŜǎΥ Ψ¢ƘŜǊŜŦƻǊŜ ǇƻŜǘǊȅ ƛǎ ǎŀƛŘ ǘƻ ƘŀǾŜ 

three modes: the first is called the associative (xing; ), the second the comparative (bi; ѩ), the third the 

descriptive (fu; ύΩ (as cited in Yang, 1996, p.32).  
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(Shiji Zhuan, ȺɯÛÏÈÛɯȿÉÐɀɯÔÌÈÕÚɯȿÛÖɯcompare ÖÕÌɯÖÉÑÌÊÛɯÞÐÛÏɯÈÕÖÛÏÌÙɀɯȹbi zhe, yi bi 

wu bi ci wu ye; ѩ῏,ѿἒᾬѩױᾬϷ [Zhu , 1991, p. 46]). It appears that the simplistic 

ËÌÍÐÕÐÛÐÖÕɯÐÚɯÉÙÖÈËɯÌÕÖÜÎÏɯÛÖɯÌÕÈÉÓÌɯȿÉÐɀɯÛÖɯÉÌɯÐËÌÕÛÐÍÐÌË with its Western 

ÊÖÜÕÛÌÙ×ÈÙÛɯȿÔÌÛÈ×ÏÖÙɀɯÈÚɯÞÌÓÓɯÈÚɯÛÖɯÉÌɯÜÚÌËɯÛÖɯËÌÚÊÙÐÉÌɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɯÐÕɯ

the era following the Book of Songs. Here is an example of the use of the device by 

the Song poet Su Shi: 

Мּוѣ   

ן .1  

2. Ӟ ̢  

ֻ ỏЛױӢױ .3  

4. ὙѣὙדᴶ  ȹכ

 

Zhongqiu Yue 
 
1. evening clouds gone  completely seep-out clear  cold 
2. silvery  river without  sound  rotate  jade  plate 
3. this  life this  night  not  always  good 

4. bright  moon next  year  where  - (to) see  

 

Translation:  

The Mid-autumn Moon   Guo Zhuzhang  

1. Dusk clouds 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. I have seldom seen the night as beautiful as tonight,   
4. Where shall I be when I see the same bright moon the next year?  

 

(Guo & Fu, 1992, p.140) 

In the poem above, the two words, yinhan ( ȰɯÓÐÛÌÙÈÓÓàɯȿÚÐÓÝÌÙàɯÙÐÝÌÙɀȺɯÐÕɯ

line 1 and yupan (Ӟ ȰɯÓÐÛÌÙÈÓÓàɯȿÑÈËÌɯ×ÓÈÛÌɀɯÈÚɯÛÙÈÕÚÓÈÛÌËɯÈÉÖÝÌȺɯÐÕɯÛÏÌɯÚÈÔÌɯÓÐÕÌɯÈÙÌɯ

straightforward cases of metaphor. Yinhan, interestingly, has one of its translations 

ÈÚɯȿÛÏÌɯÔÐÓÒàɯÞÈàɀȯɯÐÛɯÍÖÓÓÖÞÚɯÛÏÈÛɯÐÕɯÉÖÛÏɯ"ÏÐÕÌÚÌɯÈÕËɯ$ÕÎÓÐÚÏɯÊÈÕɯÉÌɯÍÖÜÕËɯÛÏÌɯ

image of stars forming a trail being presented as a metaphorical expression. The 

ÖÛÏÌÙɯÐÔÈÎÌɯȿÑÈËÌɯ×ÓÈÛÌɀɯÐÚɯÊÓÌÈÙÓàɯÙÌÔÐÕËÍÜÓɯÖÍɯthe color and shape of its tenor. 
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Yinhan and yupan may be termed typical metaphors by which one thing is 

compared to and perceived in terms of another. Another example from the Book of 

Songs85 ÐÚɯÈɯÔÌÛÈ×ÏÖÙÐÊÈÓɯÌß×ÙÌÚÚÐÖÕɯÞÐÛÏɯÈɯÝÌÙÉÈÓɯÚÛÙÜÊÛÜÙÌȯɯɁὑ д,86 87ɂɯ

(yujie jiu xi, wu shi sangshenȺȮɯÞÏÐÊÏɯÐÚɯÛÙÈÕÚÓÈÛÌËɯÉàɯ'ÌÙÉÌÙÛɯ&ÐÓÌÚɯÈÚɯȿ.ɯÛÌÕËÌÙɯËÖÝÌȮɯ

ÉÌÞÈÙÌɯÛÏÌɯÍÙÜÐÛɯÛÏÈÛɯÛÌÔ×ÛÚɯÛÏàɯÌàÌÚɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ,ÐÕÍÖÙËɯȫɯ+ÈÜȮɯƖƔƔƔȮɯ×ȭƕƖƔȺȭɯ3ÏÌɯ

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 Moon cited 

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 message, and it seems that it is the 

ÒÐÕËɯÖÍɯÌßÈÔ×ÓÌɯÞÏÐÊÏɯËÌÔÖÕÚÛÙÈÛÌÚɯÊÓÌÈÙÓàɯÏÖÞɯÔÌÛÈ×ÏÖÙɯÊÈÕɯÉÌɯȿunderstood as a 

discursive linguistic act which achieves its purpose through extended predication 

rather than simple subÚÛÐÛÜÛÐÖÕɯÖÍɯÕÈÔÌÚɀɯȹ1ÐÊÖÌÜÙȮɯÈÚɯÊÐÛÌËɯÐÕɯɯTheodorou, n.d., 

Paul Ricoeur, Hermeneutics, and Metaphor section, para. 4). This example leads me 

to the poetic message in the form-meaning 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 SongsȮɯÞÏÐÊÏɯÐÚɯȿßÐÕÎɀɯȹ) , 

ÔÌÈÕÐÕÎɯȿto say something else first in order that what the poet is going to say will 

ÉÌɯÓÌÛɯÖÜÛɀɯȹxing zhe, xian yan ta wu yi yinqi suo yong zhi ci yeȰɯȿ̓͂ȲԒṕ҃ᾬѿі

Ἤ П ϷɀɯȻ9ÏÜȮɯƕƝƝƕȮɯ×ȭƕȼȺȭɯ3ÏÌɯȿÔÌÛÈ×ÏÖÙÐÊɯÖ×ÌÙÈÛÐÖÕɀɯÖÍɯȿßÐÕÎɀɯÐÚɯËÌÍÐÕÌËɯÈÚɯÖÕÌɯ

that is ȿÉÈÚÌËɯÖÕɯÊÖÔ×ÈÙÐÚÖÕɯÙÈÛÏÌÙɯÛÏÈÕɯÚÜÉÚÛÐÛÜÛÐÖÕɀɯȹ*ÈÖȮɯƖƔƔƗȮɯ×ȭɯƕƔƚȺȭɯ3ÏÐÚɯÝÐÌÞɯ

ÐÚɯÌÊÏÖÌËɯÉàɯ7ÐÌȯɯȿ ÚɯÈɯÔÌÛÈ×ÏÖÙÐÊÈÓɯÔÖËÌɯÖÍɯ×ÖÌÛÐÊɯÊÖÔ×ÖÚÐÛÐÖÕȮɯhsing [xing] 

emphasizes the idea of comparison rather than that of substitution based on the 

equivalence of seleÊÛÌËȮɯÊÖÔ×ÈÙÈÉÓÌɯÌÓÌÔÌÕÛÚɀɯȹƖƔƕƘȮɯ×ȭƛƔȺȭɯ%ÖÓÓÖÞÐÕÎɯÐÚɯÈɯ×ÖÌÛÙàɯ

example from the Book of Songs from the Airs of the State of Yong ( ), a sub-section 

of the Airs of the States ( ) section:   

 

                                                           
85

 The lines are taken from the poem Mang (ᾀ) in the Airs of the State of Wei (Weifeng; ) consisting of 

folksongs of the State of Wei during the Zhou Dynasty, which is a subsection of the Airs of the States (Guofeng; 

) section of the Book of Songs. 
86

 ΨYuƧƛŜΩ όὑ ύ ƛǎ ŀƴ ƛƴǘŜǊƧŜŎǘƛƻƴ ŜȄǇǊŜǎǎƛƴƎ ǇƛǘȅΤ ΨƧƛǳΩ όύ ƳŜŀƴǎ ΨǘǳǊǘƭŜŘƻǾŜΩΦ 
87

 Legend has it that doves love mulberries and therefore can get drunk by eating too many of them. 
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ד
88
  

ד .1  ӫȲצ

2. Ϣᴖ ȴ 

3. Ϣᴖ Ȳ 

4. Лײᴶ Ⱥ 

 
ד .5 צ Ȳ 

6. Ϣᴖ Ѧȴ 

7. Ϣᴖ ѦȲ 

8. Лײᴶ”Ⱥ 

 
ד .9 צ Ȳ 

10. Ϣᴖ ȴ 

11. Ϣᴖ Ȳ 

12. Л  Ⱥײ

 

 Xiang Shu 

 

1. observe rat  has skin 

2. human er (conj.)* no dignity 

3. human er (conj.) no dignity** 
4. not  die  what for  

 
5. observe rat  has  teeth 

6. human er (conj.) no shame*** 

7. human er (conj.) no shame 
8. not  die  what to-wait-for 
 
9. observe  rat  has form 

10. human er (conj.) no manners 

11. human er (conj.) no manners 
12. why  not  quickly die 
 
*This is an adversative conjunction meaning óhoweverô. 

                                                           
88

 Ψ·ƛŀƴƎΩ όדύ ƳŜŀƴǎ Ψǘƻ ƻōǎŜǊǾŜΩΣ ǎƻ ǘƘŜ ǘƛǘƭŜ ƳŜŀƴǎ Ψǘƻ ƻōǎŜǊǾŜ ŀ ǊŀǘΩΦ  
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** The repetition should be interpreted with a conditional sense, i.e. if that (what is described 
in line 2) is the case. The same interpretation applies to the repetition in other stanzas. 

*** The word ózhiô (Ѧ) is the same as óchiô () (He, 2008, p.227) meaning ósense of shameô in 

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? 

 
5. Look at the rat, he has teeth; 
6. A man without poise, 
7. A man without poise, 
8. What is he waiting for, that he does not die? 

 
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 

ÖÍɯËÐÎÕÐÛàɯÈÕËɯÔÈÕÕÌÙÚȮɯȿßÐÕÎɀɯÐÚɯÜÚÌËɯÏÌÙÌɯÞÐÛÏɯÛÏÌɯÔÌÕÛÐÖÕÐÕÎɯÖÍɯsomething (a rat) 

at the beginning of each stanza that is associated with something else (human) which 

ÍÖÓÓÖÞÚȭɯ(Õɯ*ÈÖɀÚɯȹƖƔƔƗȺ analysis cited above, the formula ÍÖÙɯȿÉÐɀɯÊÈÕɯÉÌɯÜÕËÌÙÚÛÖÖËɯ

as A is substituted for BȮɯÈÕËɯÛÏÌɯÖÕÌɯÍÖÙɯȿßÐÕÎɀɯÐÚɯA is compared to Bȭɯȿ7ÐÕÎɀɯÐÚȮɯÐÕɯÈÕàɯ

ÊÈÚÌȮɯÝÌÙàɯÚÐÔÐÓÈÙɯÛÖɯȿÉÐɀȮɯÖÙɯÛÏÌɯ6ÌÚÛÌÙÕɯÔÌÛÈ×ÏÖÙɯØÜÐÕÛÌÚÚÌÕÛÐÈÓÓàȭɯ3ÏÌɯÙÌÈÚÖÕɯÐÚɯ

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 ȿßÐÕÎɀȮɯÑÜÚÛɯÓÐÒÌɯȿÉÐɀɯÊÈÕɯÉÌɯÐËÌÕÛÐÍÐÌËɯÞÐÛÏɯÔÌÛÈ×ÏÖÙȮɯȿßÐÕÎɀɯÉÌÐÕÎɯ

ÊÈÓÓÌËɯÈɯȿÔÌÛÈ×ÏÖÙÐÊÈÓ ÔÖËÌɀɯȹ7ÐÌȮɯƖƔƕƘȮɯ×ȭɯƛƔȺɯÐÛÚÌÓÍɯȹsee Appendix I Note 35 on p. 

310 for another example). 
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IV.  ,ÌÛÈ×ÏÖÙɯÈÕËɯȿÉÐɤßÐÕÎɀɯɬ their differences   

For a more balanced account I refrain fro m assuming the substitutability between 

ȿÔÌÛÈ×ÏÖÙɀɯÈÕËɯȿÉÐɤßÐÕÎɀɯÐÕɯÛÏÌɯÍÐÙÚÛɯÐÕÚÛÈÕÊÌɯÈÕËɯaddress also in what way the 

Western metaphor and its Chinese counterparts are perceived to be different. For 

ÛÏÌɯÚÈÒÌɯÖÍɯÊÖÕÝÌÕÐÌÕÊÌȮɯ(ɯÊÖÕÛÐÕÜÌɯÛÖɯÜÚÌɯȿÔÌÛÈ×ÏÖÙɀɯÛo describe classical Chinese 

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 ȿÉÐɤßÐÕÎɀɯÈÕËɯȿÔÌÛÈ×ÏÖÙɀ should only be 

considered as one of approximation: ΨBi and xing approximate the western figure of 

Ú×ÌÌÊÏɯÔÌÛÈ×ÏÖÙɀ (Yu, 2015, p. 109; my emphasis). ȿ,ÌÛÈ×ÏÖÙɀȮɯÈɯÊÖÕÊÌ×ÛɯÖÍɯÛÏÌɯ

Western rhetorical tradition,  is also regarded a misnomer to describe the perceived 

correspondent ȿÉÐɀɯÐÕɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàȯɯȿ(ÛɯÐÚɯÈÙÎÜÈÉÓÌɯÞÏÌÛÏÌÙɯÖÕÌɯÊÖÜÓËɯ

equate bׇ  ѩ ÞÐÛÏɯÚÐÔÐÓÌɯÖÙɯÔÌÛÈ×ÏÖÙȮɯÈÚɯÐÛɯÐÚɯÈÓÚÖɯÚÖÔÌÛÐÔÌÚɯÛÙÈÕÚÓÈÛÌËɀɯȹ"ÏÌÕȮɯƖƔƕƙȮɯ

×ȭƛȺȭɯ"ÏÌÕɯÈ××ÌÈÙÚɯÛÖɯÚÜÎÎÌÚÛȮɯÉàɯÐÕËÐÊÈÛÐÕÎɯȿÊÖÔ×ÈÙÐÚÖÕɯÙÌØÜÐÙÌÚɯ

commensurability, commensurability requires categorization and a focus on 

ËÐÚÊÙÌÛÌɯÈÛÛÙÐÉÜÛÌÚɀɯȹ×ȭƜȺȮɯÛÏÈÛɯÛÏÌɯËÌÝÐÊÌɯȿÉÐɀɯÐÕɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɯÐÕÝÖÓÝÌÚɯÖÉÑÌÊÛÚɯÛÏÌɯ

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.  /ÈÙÛɯÖÍɯ8ÜɀÚɯËÐÚÊÜÚÚÐÖÕɯ

evolves ÈÙÖÜÕËɯÛÏÌɯÈÙÎÜÔÌÕÛɯÛÏÈÛɯȿÔÌÛÈ×ÏÖÙɯÐÕɯ6ÌÚÛÌÙÕɯ×ÖÌÛÙàɯÐÚɯÎÌÕÌÙÈÓÓàɯ

ÌßÛÌÕËÌËɯÐÕɯÈɯËÐÚÊÜÙÚÐÝÌȮɯÓÖÎÐÊÈÓȮɯÖÙɯÛÌÔ×ÖÙÈÓɯÍÈÚÏÐÖÕɀɯȹ×ȭƖƕƖȺȭɯ6ÏÌÕɯÙÌÍÌÙÙÐÕÎɯÛÖɯÛÏÌɯ

metaphysical poems as typical examples that demonstrate all the more a stark 

contrast between the use of metaphor in Western poems and classical Chinese 

poems, Yu (1981) argues ÛÏÈÛɯÐÕɯÛÏÌɯÓÈÛÛÌÙɯÛÏÌÙÌɯÐÚɯÕÖɯɀɂÔÌÛÈ×ÏàÚÐÊÚɯÖÍɯÔÌÛÈ×ÏÖÙɂɯ

endemic to the Western tradition, the aspiration to transcend and transfigure the 

world of  ÛÏÌɯÚÌÕÚÌÚɀɯȹ×ȭƖƕƛȺ. For classical Chinese poetry, it is proposed that while 

ȿÛÏÌɯÛÏÐÕÎÚɯÐÕɯÈɯ×ÖÌÔȱËÖɯÕÖÛɯÑÜÚÛɯÔÌÈÕɯɁÞÏÈÛɯÛÏÌàɯÈÙÌɂɀȮɯÞÏÌÕɯȿÛÏÌàɯÙÌÍÌÙɯÛÖɯ

ÚÖÔÌÛÏÐÕÎɯÖÛÏÌÙɯÛÏÈÕɯÛÏÌÔÚÌÓÝÌÚɀȮɯÛÏÈÛɯÖÛÏÌÙÕÌÚÚɯÐÚɯÚÛÐÓÓɯȿ×ÈÙÛɯÖÍɯÛÏÌɯÚÈÔÌɯÞÖÙÓËɀɯÈÚɯ

ÔÜÊÏɯÈÚɯÐÛɯÐÚɯȿÈɯÝÌÙàɯÚ×ÌÊÐÍÐÊɯ×ÈÙÛɯÖÍɯÐÛɀ (ibid) . Chinese poetry, the foregoing account 

ÚÌÌÔÚɯÛÖɯÚÜÎÎÌÚÛȮɯÐÚɯÐÕɯÊÖÔ×ÈÙÐÚÖÕɯÔÖÙÌɯȿ×ÌÙÚÖÕÈÓɀɯÐÕɯÐÛÚɯÜÚÌɯÖÍɯÛÏÌɯÔÌÛÈ×ÏÖÙȮɯÐÕɯÛÏÌɯ

sense that the revelation concerned does not answer metaphysical questions and 
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ÓÌÈËɯÛÖɯÚÖÔÌɯȿÖÛÏÌÙÞÖÙÓËÓÐÕÌÚÚɀɯȹsee Appendix I Note 36 on p. 311-312 for a 

ËÐÚÊÜÚÚÐÖÕɯÖÍɯȿÔÌÛÈ×ÏàÚÐÊÚɀɯÐÕɯÛÌÙÔÚɯÖÍɯÚÜÊÏɯȿÖÛÏÌÙÞÖÙÓËÓÐÕÌÚÚɀɯÞÐÛÏɯÈɯÔÖËÌÙÕɯ

Western poetry example). The most extreme examples of such a kind of  Chinese 

poetry  will be the ones depicting plight a nd aspirations on the part of the poet, 

ÛÏÌÔÌÚɯÞÏÐÊÏɯÍÐÛɯÐÕÛÖɯ+ÐÜɯÈÕËɯ+ÖɀÚɯȹƕƝƛƙȺɯËÌÚÊÙÐ×ÛÐÖÕɯÛÏÈÛɯ×ÖÌÛÚɯÖÍɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ

×ÖÌÔÚɯÞÙÐÛÌɯÛÖɯȿ×ÓÌÈÚÌɯÖÙɯÊÖÕÚÖÓÌɯÛÏÌÔÚÌÓÝÌÚɯȿɯȹ×ȭßßÐÐÐȺɯas cited in Chapter 3:  

       

1. ᴫ Ȳ    

2. ⁮′ⅎ≈ ȴ     

3. Л ӝ Ȳ    

4. ẃ ɞӪ ᵷɟȴ   

5. Ȳ    

6. ֵ ὔḛȴ    

7. Ϣ‒ Ȳ    

8. ⱢῶСїȹ    

 

Yong Chan  

 

1. western course*  cicada  voice  sing 
2. southern cap**  person-away-from-home thoughts  deep 
3. not  bear  hair-like-cicada-wings*** ï  shadow  
4. come  face  White  Hair  Song**** 
5. dew  heavy  flying  difficult (to) proceed 
6. wind  much  sound(of cicada) easily  submerged 
7. no  person  believe (in)   nobility virtue 
8. who  for (me) express   my  heart  

  

*óXiluô (ᴫ ), literally ówestern courseô, is a term of astronomy in ancient China which means 

óautumnô. 
 
**óSouth capô is a metonymy for óprisonerô, which is from an allusion in ancient China, that 
someone from the State of Chu (which is in the South) during the Spring and Autumn Period 

wearing a cap was made captive by the enemy State of Jin (Ma & Zhao, 1985, p.14). 
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*** Ancient women had their hair tied into a bun with the shape of the wings of a cicada, 
which is called óxuanbinô (ӝ ). óXuanbinô can in turn be used as a metonymy for the wings of 

cicada, which is what the poet is doing here (ibid, p.15). 
 

****The óSong of White Hairô is a yuefu poem (ibid), allegedly composed by Zhuo Wenjun 
(175-121 B.C.), a talented woman of the Western Han (206 B.C.-9 A.D.) Dynasty when she 
realized her husband Sima Xiangru (179-117 B.C.), a famous man of letters, intended to take a 
concubine.  
 

 Translation:  

 

 On the Cicada: In Prison  Stephen Owen 

1. The Western Course: a cicadaôs voice singing. 

2. A southern cap: longing for home intrudes.  
3. How can I bear those shadows of black locks 
4. That come here to face my Song of White Hair? 
5. Dew heavy on it, can fly no farther toward me, 

6. The wind strong, its echoes easily lost. 

7. No one believes in nobility and purity ï 
8. On my behalf who will explain whatôs in my heart? 

 

(Minford & Lau, 2000, p.688) 

The Tang poet 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, ÛÏÌɯËÌÝÐÊÌɯȿßÐÕÎɀɯÛÖɯÉÙÐÕÎɯÜ×ɯÛÏÌɯÛÖ×ÐÊɯÖÍɯÏÐÚɯ×ÓÐÎÏÛȭɯ"ÐÊÈËÈɯÐÕɯ

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 

ÖÍɯÛÏÌɯ×ÖÌÛɯȹÛÏÌɯËÌÝÐÊÌɯȿÉÐɀȺȭɯ3ÏÌɯËÌÚÊÙÐ×ÛÐÖÕɯÖÍɯÛÏÌɯ×ÓÐÎÏÛɯÖÍɯÛÏÌɯÊÐÊÈËÈɯÐÚɯËepiction of 

ÛÏÌɯ×ÖÌÛɀÚɯÖÞÕɯÍÈÛÌ. For the poet, the situation was so harsh (it was autumn time 

ÞÏÌÕɯÛÏÌÙÌɯÞÈÚɯȿÏÌÈÝàɯËÌÞɀɯÈÕËɯȿÚÛÙÖÕÎɯÞÐÕËɀȺȮɯÔÈÒÐÕÎɯÐÛɯÐÔ×ÖÚÚÐÉÓÌɯÍÖÙɯÏÐÔɯÛÖɯ

reach the throne and make his voice heard. Eventually the poet brings out the point 

ÛÏÈÛɯȿÕÖÉÐÓÐÛàɯÈÕËɯÝÐÙÛÜÌɀɯÕÖɯÓÖÕÎÌÙɯÏÈËɯÈÕɯÈ××ÌÈÓɯÈÕàÞÈàȮɯÚÖɯno matter what, the 

ÊÐÊÈËÈɀÚɯȹÐȭÌȭɯÏÐÚȺɯÝÖÐÊÌɯÊÖÜÓËɯÕÖÛɯÉÌɯÏÌÈÙËɯÈÚɯÔÜÊÏɯÈÚɯit  could not be relayed ȹȿ.ÕɯÔàɯ

ÉÌÏÈÓÍɯÞÏÖɯÞÐÓÓɯÌß×ÓÈÐÕɯÞÏÈÛɀÚɯÐÕɯÔàɯÏÌÈÙÛȳɀȺȭɯɯ(ÛɯÐÚɯÚÜÊÏɯȿÚÌÓÍ-×ÐÛàÐÕÎɀɯȹzishang;ᴞ ) 

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 ÖÍɯÜÕÏÌÈÙËɯÖÍɯȿÍÙÌÚÏɯÒÕÖÞÓÌËÎÌɀȮɯÐÕɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàȮɯÔÌÛÈ×ÏÖÙɯÐÚɯ

×ÌÙÊÌÐÝÌËɯÛÖɯÏÈÝÌɯÉÌÌÕɯÜÚÌËɯÕÖÛɯÈÚɯȿÈɯÚÐÎÕɯÖÍɯÎÌÕÐÜÚɀɯÐÕɯÛÏÌɯÞÈàɯÛÏÈÛɯ ÙÐÚÛÖÛÓÌɯ

defines it.89 The tenor and the vehicle, instead of being yoked together by the poet 

as demonstration of his/her good imagination and sharp perceptibility, 90 join to 

ÙÌ×ÙÌÚÌÕÛɯÈɯÝÌÙàɯÔÜÊÏɯȿ×ÙÌ-ÌÚÛÈÉÓÐÚÏÌËɀɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÈÚɯÐÚɯÕÖÛÌËɯÉàɯ.ÞÌÕȯ 

Metaphors within poems (as opposed to a metaphorical ground of 

meaning for the poem as a whole) tended also to be subgenerically 

ÊÖËÌËɯÈÕËɯÚÜ××ÖÙÛÌËɯÉàɯÈɯÛÙÈËÐÛÐÖÕɯÖÍɯ×ÙÐÖÙɯÜÚÌȰɯÍÖÙɯÌßÈÔ×ÓÌȮɯÛÏÌɯɁ×ÐÕÌɂɯ

of a ku-feng91 points more strongly to a metaphorical condition of 

ÙÌÊÛÐÛÜËÌɯÛÏÈÕɯÛÖɯÈɯÉÖÛÈÕÐÊÈÓɯ×ÏÌÕÖÔÌÕÖÕȱ. (as cited in Xie, 2014, p.69) 

.ÛÏÌÙɯÛÏÈÕɯÛÏÌɯȿ×ÐÕÌɀȮɯÈÕÖÛÏÌÙɯÛà×ÐÊÈÓɯÌßÈÔ×ÓÌɯÐÚɯȿÙÌËɯÉÌÈÕÚɀȮɯÊÖÕÚÐËÌÙÌËɯÛÖɯÉÌɯ

ȿÓÖÝÌɯÉÌÈÕÚɀɯȹßÐÈÕÎÚÐɯËÖÜȰɯד≈ṗ) in traditional Chinese culture ɬ when given as a 

gift to a boyfriend/girlfriend they represent a symbol of commitment to the 

relationship  (see Appendix I 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 ȿ×ÐÕÌɀȮɯÈÕËɯÈÓÚÖɯȿred beanɀȮ ÔÈÒÌÚɯÛÏÌÔɯÌßÈÔ×ÓÌÚɯÖÍɯÛÏÌɯȿmetonymicɀ 

device (ibid) based on a relationship of substitution which is pre -established.92 The 

use of these images therefore demonstrates a lack ÖÍɯȿÊÙÌÈÛÐÝÐÛàɀɯwhich is seen to 

characterize the employment  of Western metaphor. Xie (2014) suggests further that 

ÞÏÐÓÌɯȿɂÔetaphorɂ has come to stand for a poetic practice that does not implicate a 

prior system of figural connection or referenceɀȮ metonymàɯȿÞÖÜÓËɯÌÕÛÈÐÓɯÛÏÌɯ

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 poemɀ (p.66) ɬ it is the latter that characterizes 

the metaphorical mode of classical Chinese poetry. 

                                                           
89

 ¢Ƙƛǎ ƛǎ ǘƘŜ ǇƘǊŀǎŜ ŦǊƻƳ ǿƘƛŎƘ !ǊƛǎǘƻǘƭŜΩǎ (1954) words (in the Poetics) ŀǊŜ ŜȄǘǊŀŎǘŜŘΥ ΨBut the greatest thing by 
far is to be a master of metaphor. It is the one thing that cannot be learnt from others; and it is also a sign of 
genius, since a good meǘŀǇƘƻǊ ƛƳǇƭƛŜǎ ŀƴ ƛƴǘǳƛǘƛǾŜ ǇŜǊŎŜǇǘƛƻƴ ƻŦ ǘƘŜ ǎƛƳƛƭŀǊƛǘȅ ƛƴ ŘƛǎǎƛƳƛƭŀǊǎΩ όsection 1459a, p. 
255). 
90

 For example, John Donne, in the poem Flea, uses the insect as an unconventional metaphor for the wedding bed, 
an intimate relationship. 
91

 Ku-feng (ҡ ) is a genre of classical Chinese poetry. Similar to yuefu, a ku-feng poem consists of penta-syllabic 

lines.  
92
¢ƘŜ ǎŜƴǎŜ ƻŦ ΨǎǳōǎǘƛǘǳǘƛƻƴΩ ƛǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ƳŜǘƻƴȅƳȅ ŀǎ ŘƛǎŎǳǎǎed in Lakoff and Johnson (1980), that 

mŜǘƻƴȅƳȅ Ƙŀǎ ŀ ΨǊŜŦŜǊŜƴǘƛŀƭ ŦǳƴŎǘƛƻƴΩ ŀǎ ƛǘ ΨǳǎŜ ώŜǎϐ ƻƴŜ Ŝƴǘƛǘȅ ǘƻ ǎǘŀƴŘ ŦƻǊ ŀƴƻǘƘŜǊΩ όǇΦосύ. 
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From the illustration above, i t appears that in order to understand a typical 

ÔÌÛÈ×ÏÖÙȮɯÛÏÌɯÎÐÚÛɯÐÚɯÛÏÈÛɯÖÕÌɯÊÈÕɯ×ÌÙÊÌÐÝÌɯÛÏÌɯȿÚÐÔÐÓÈÙÐÛàɯÐÕɯËÐÚÚÐÔÐÓÈÙÚɀȰɯÖÕɯÛÏÌɯ

other hand, to understand a ty pical metonym, one has to be able to discern the 

presumed relationship between the tenor and vehicle, which supposedly is more 

×ÖÚÚÐÉÓÌɯÈÔÖÕÎÚÛɯ×ÌÖ×ÓÌɯÍÙÖÔɯÛÏÌɯÚÈÔÌɯȿÊÜÓÛÜÙÈÓɯÉÈÊÒÎÙÖÜÕËɀȭɯ2ÌÌÔÐÕÎÓàɯÐÛɯÐÚɯ

understanding as such about the nature of metaphorical modes of expression in 

"ÏÐÕÌÚÌɯÛÏÈÛɯÔÈÒÌÚɯÛÏÌɯÝÈÓÐËÐÛàɯÖÍɯÜÚÐÕÎɯȿÔÌÛÈ×ÏÖÙɀɯÛÖɯÈÕÈÓàáÌɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ

poetry questionable.  

V. The validity of  ÜÚÐÕÎɯȿÔÌÛÈ×ÏÖÙɀɯÛÖɯËÌÚÊÙÐÉÌɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙà  

3ÏÌɯÙÈÛÐÖÕÈÓÌɯÍÖÙɯÜÚÐÕÎɯȿÔÌÛÈ×ÏÖÙɀɯÛÖɯÈÕÈÓàáÌɯÊÓÈÚÚÐÊÈÓɯChinese poetry and its 

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, refers to Yu (1981, 1987) as he says 

ȿ1ÌÊÌÕÛÓàɯÛÏÌɯÊÓÈÐÔɯÏÈÚɯÉÌÌÕɯÈËÝÈÕÊÌËɯÛÏÈÛɯɁÔÌÛÈ×ÏÖÙɂȮɯÈÚɯÜÕËÌÙÚÛÖÖËɯÐÕɯÛÏÌɯ6ÌÚÛȮɯ

ËÖÌÚɯÕÖÛɯÌßÐÚÛɯÐÕɯÛÙÈËÐÛÐÖÕÈÓɯ"ÏÐÕÌÚÌɯÓÐÛÌÙÈÛÜÙÌɀȭɯCounting on  ancient literary 

commentators and texts in Chinese classics, he argues that the Chinese 

correspondÌÕÊÌɯÛÖɯȿÔÌÛÈ×ÏÖÙɀȮɯÕÈÔÌÓàɯȿpi-yuɀ93(ѩ ), is in fact very similar 

quintessentially  to its counterpart in the West, and hence considers any argument 

ÈÎÈÐÕÚÛɯÙÌÎÈÙËÐÕÎɯÛÏÌɯ"ÏÐÕÌÚÌɯÔÌÛÈ×ÏÖÙɯÐÕɯÛÏÌɯÚÈÔÌɯÓÐÎÏÛɯȿÚÖ×ÏÐÚÛÐÊÈÓɀɯȹÐÉÐËȮɯ×ȭɯƖƕƕȺ.  

  (ɯÌÊÏÖɯ!ÖÒÌÕÒÈÔ×ɀÚɯunderstanding of the nature of Chinese metaphorical 

expressions, and start my explanation for the reason by acknowledging the fact that 

his view does not contradict with the suggestion that ÈɯȿÛà×ÐÊÈÓɯÔÌÛÖÕàÔɀɯÈÕËɯÈɯ

ȿÛà×ÐÊÈÓɯÔÌÛÈ×ÏÖÙɀɯÖÊÊÜ×àɯÛÞÖɯÌÕËÚɯÖÍɯÈɯcontinuum: the metonymic mode on one 

end represents a so-called 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 

ÙÈÛÏÌÙɯÈɯ×ÙÖËÜÊÛɯÖÍɯÛÏÌɯÞÙÐÛÌÙɀÚɯȿÊÙÌÈÛÐÝÐÛàɀ. For the latter, being on the other end of 

the continuum, the similarities of the entities under comparison may pose to be too 

far-fetched (like an intimate relationship is metaphori zed by John Donne with the 

metaphor ȿÍÓÌÈɀ94), which makes the mode typically metaphorical, ÈɯȿÊÖÕÊÌÐÛɀɯthat 

ȿÍÖÙÔÚɯÈÕɯÌßÛÙÌÔÌÓàɯÐÕÎÌÕÐÖÜÚɯÖÙɯÍÈÕÊÐÍÜÓɯ×ÈÙÈÓÓÌÓɯÉÌÛÞÌÌÕɯÈ××ÈÙÌÕÛÓàɯËÐÚÚÐÔÐÓÈÙɯÖÙɯ

                                                           
93

 Ψtƛ-yu [biyu] ƛǎ ǘƘŜ ƳƻŘŜǊƴ /ƘƛƴŜǎŜ ǘŜǊƳ ŦƻǊ ƳŜǘŀǇƘƻǊκǎƛƳƛƭŜΩ ό.ƻƪŜƴƪŀƳǇΣ мфуфΣ ǇΦнммύΦ  
94

 !Ǝŀƛƴ L ǊŜŦŜǊ ǘƻ ǘƘŜ ǇƻŜǘΩǎ ǊŜƴƻǿƴŜŘ ƳŜǘŀǇƘȅǎƛŎŀƭ ǇƻŜƳ The Flea. 
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ÐÕÊÖÕÎÙÜÖÜÚɯÖÉÑÌÊÛÚɯÖÙɯÚÐÛÜÈÛÐÖÕÚɀ ȹɁ"ÖÕÊÌÐÛɂȮɯÕȭËȭȺȭ It is such a kind of metaphor 

that is argued by Yu (1981) and Owen (as cited in Xie, 2014) to be absent in classical 

Chinese poetry. Also, it is the metaphysical import, mentioned earlier in this chapter, 

ÞÏÐÊÏɯÐÚɯÈÚÚÖÊÐÈÛÌËɯÞÐÛÏɯÚÜÊÏɯȿÛà×ÐÊÈÓɀɯÔÌÛÈ×ÏÖÙÚɯthat differentiates them from their  

Chinese counterparts ÉÌÊÈÜÚÌɯȿÞÏÌÕɯÊÖÔ×ÈÙÐÚÖÕÚɯȻÍÖÙɯÈɯÔÌÛÈ×ÏÖÙÐÊÈÓɯÌß×ÙÌÚÚÐÖÕɯÐÕɯ

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 

reÈÓÐÛàɀɯȹ8ÜȮɯƕƝƜƕȮɯ×ȭƖƕƚȰɯÔàɯÌÔ×ÏÈÚÐÚȺȭɯ'ÖÞÌÝÌÙȮɯÞÏÌÕɯÖÕÌɯÊÖÕÚÐËÌÙÚɯ×ÈÙÛÐÊÜÓÈÙɯ

genres of classical Chinese poetry, like those which are argumentative, views like 

ÛÏÌɯÖÕÌɯÈÉÖÝÌɯÑÜÚÛɯÚÖÜÕËɯÓÐÒÌɯÈÕɯÖÝÌÙÚÛÈÛÌÔÌÕÛȭɯ3ÏÌɯȿliquɀɯȹȰɯȿÙÈÛÐÖÕÈÓɯÐÕÛÌÙÌÚÛɀȺɯ

element (Yeh, 2005) discussed in Chapter 2 which characterizes numerous poems of 

the Song Dynasty and constitutes a literary phenomenon for that era explains why. 

The following is one of such examples by the Northern Song poet Wang Anshi  (1021-

1086):  

ẃ    

1. ẃ ϱϾ Ȳ  

2. ṓѡҏȴ  

3. Лꜛ Ȳ 

4. ᴞ ṝ֯ ̢ 

 

 Deng Feilai Feng 
 

1. Feilai  Peak upon  thousand xun (u. of measure.)* pagoda 
2. Learnt ï cock  crow  see  sun rise 
3. not  fear floating cloud  block  seeing eyes (i.e. 
oneôs vision) 

4. because ï body  at  the-highest ï level 
 

*One xun (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. I have no fear that floating clouds may blur my eyes, 
4. For on the topmost storey of the building am I. 
 
(Wen, Wang, & Deng, 1995, p.205) 

It would seem tÏÌɯÝÈÓÐËÐÛàɯÖÍɯÛÏÌɯÈÙÎÜÔÌÕÛɯÛÏÈÛɯÛÏÌÙÌɯÐÚɯÈɯÓÈÊÒɯÖÍɯȿÚÜ×ÙÈÚÌÕÚÐÉÓÌɯ

ÙÌÈÓÐÛàɀɯÐÕɯÔÌÛÈ×ÏÖÙÐÊÈÓɯÌß×ÙÌÚÚÐÖÕÚɯÐÕɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚe poetry is questionable. 

Certainly enough, when the  poem has a message to impart with the use of the 

metaphor, then the metaphor embodies ȿknowledgeɀ, and since knowledge is not 

something fathomable in itself, a Chinese metaphor used in this way can also be 

×ÌÙÊÌÐÝÌËɯÈÚɯȿÚÜ×ÙÈÚÌÕÚÐÉÓÌɀȭɯThe metaphor in the third line in the poem by Wang 

Anshi above gives rise to a life philosophy ÛÏÈÛɯȿÛÏÌɯÏÐÎÏÌÙɯàÖÜɯÚÛÈÕËȮɯÛÏÌɯÔÖÙÌɯàÖÜɯ

ÚÌÌɀȭɯ2ÐÔÐÓÈÙÓàȮɯÛÏÌɯÚ×ÐÙÐÛɯÈÕËɯÚÛÙÌÕÎÛÏɯÖÍɯÓÐÍÌɯexhibited  Éàɯ)ÖÏÕɯ#ÖÕÕÌɀÚɯ×ÖÌÔɯȿ#ÌÈÛÏɯ

ÉÌɯÕÖÛɯ×ÙÖÜËɀ95 can be seen as a somewhat universal theme when a Hong Kong 

writer used the title translated into Chinese for her self-biography about fighting 

cancer.96 So perhaps one can regard that classical Chinese poetry can be 

metaphorical in the same way that Western poetry is metaphorical ɬ just like 

!ÖÒÌÕÒÈÔ×ɀÚɯȹƕƝƜƝȺɯÊÖÔÔÌÕÛɯÖÕɯÛÏÌɯÜÚÌɯÐÕɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÔÚɯÖÍɯȿÝÈÙÐÖÜÚɯ

ÉÐÙËÚɯÈÕËɯ×ÓÈÕÛÚɯÈÚɯÔÌÛÈ×ÏÖÙÚɯÍÖÙɯÛÏÌɯÈÉÚÛÙÈÊÛɯÝÐÙÛÜÌÚɯÖÍɯÓÖàÈÓÛàɯÈÕËɯÊÏÈÚÛÐÛàɀȮɯÛÏÈÛɯ

ÞÏÐÓÌɯÛÏÌɯÔÌÛÈ×ÏÖÙÐÊÈÓɯÜÚÌɯÖÍɯÛÏÌɯÐÔÈÎÌÚɯȿdoes not yet constitute a metaphysical 

ÜÚÌɯÖÍɯÔÌÛÈ×ÏÖÙȮȱÐÛɯËÖÌÚɯÚÏÖÞɯÛÏÈÛɯÔÌÛÈ×ÏÖÙɯÔÐÎÏÛɯÉÌɯÜÚÌËɯÛÖɯelucidate the unseenɀɯ

(p.217; my emphasis). It is through a simple understanding as such that I suggest 

ÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɯÚÏÖÜÓËɯÕÖÛɯÏÈÝÌɯÐÛÚɯȿÕÖÕ-meÛÈ×ÏàÚÐÊÈÓɀɯÍÌÈÛÜÙÌÚɯÖÝÌÙ-

emphasized and used as some defining characteristics to argue that the Chinese 

metaphorical mode should be set apart completely from its Western counterpart. 

VI.  Discussing the metaphor as poetic argument ɬ why translatability matters  

3ÏÌÙÌÍÖÙÌȮɯÞÏÈÛɯÊÈÕɯÉÌɯËÌÙÐÝÌËɯÐÚɯÛÏÌɯȿÔÐÕÎÓÌËɀɯÕÈÛÜÙÌɯÖÍɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàɯɬ 

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 is whether I need to take into 

account such a mingled feature of classical Chinese poetry to help me prove my 

                                                           
95

 The poem is written with the device personification, also a kind of metaphor as defined by Newmark (1988) 
cited at the beginning of this chapter (ǘƘŀǘ ŀ ƳŜǘŀǇƘƻǊ ǊŜŦŜǊǎ ǘƻ ΨǘƘŜ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴ ƻŦ ŀƴ ŀōǎǘǊŀŎǘƛƻƴΩ [p.104]). 
96

 ¢ƘŜ ōƻƻƪ ƛǎ ΨײϺ,ᵑḹ Ω ό.ŀŎƪ ǘǊŀƴǎƭŀǘƛƻƴΥ 5ŜŀǘƘΣ ŘƻƴΩǘ ōŜ ǇǊƻǳŘύ ōȅ WƻǎŜǇƘƛƴŜ {ƻ όмфумύ ǇǳōƭƛǎƘŜŘ ōȅ 

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 I have tried to emphasize time and again, it is the similarities between 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 because presumably  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 reasonably presumed. A way to 

understand the issue of sharing of perception which leads to comprehensibility can 

be derived from Liu (1982), who  addresses the 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. I  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, and that the key to 

such understanding, perhaps tautologically, is to possess the knowledge of what is 

actually relevant to 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 ÈɯȿÊÜÓÛÜÙÈÓÓà-ÐÔÉÜÌËɀɯÔÌÛÖÕàÔɯÐÕɯÈɯÊÓÈÚÚÐÊÈÓɯpoem.  For 

instance, most probably a teacher of Chinese literature could not be certain all her 

students would know automatically, say, that ÛÏÌɯÐÔÈÎÌɯÖÍɯȿÈɯ×ÐÌÊÌɯÖÍɯÐÊÌɯÐÕɯÈɯÑÈËÌɯ

ÉÖÛÛÓÌɀ (yi pian bing xin zai yu hu; ϚѱԜї֯Ӟ ) in a poem by the Tang poet Wang 

Changling  (698-757) refers to moral purity  (see Appendix I Note 38 on p. 313-314 for 

the full poem and its translation) . So occasionally when 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 as it is to a Western readership, 

simply because the key to understanding a 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 phrased. So 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 

ÔÌÛÈ×ÏÖÙȮɯÌÝÌÕɯÖÕÌɯÛÏÈÛɯÚÖÜÕËÚɯÙÌÓÈÛÐÝÌÓàɯȿexoticɀɯÛÖɯÛÏÌɯWestern ear, there is a 
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chance that the Western readership is as ready to appreciate its meaning as a 

"ÏÐÕÌÚÌɯÙÌÈËÌÙÚÏÐ×ɯÞÏÌÕɯÕÖɯȿ×ÙÐÖÙɯÒÕÖÞÓÌËÎÌɀ, i.e. knowledge associated with the 

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 to be based upon.  By proposing such an 

idea I echo Ekström (2014). Like Bokenkamp (1989) cited, Ekström 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 , and considers also that metaphor does translate well so long as the 

target readers also discern the similarities between the tenor and vehicle. 

Perhaps one can argue the same can be said of a typical metonym: it is well 

to assume some foreigners might be able to understand a metonym with cultural 

connotations when whether or not Chinese is his/her first language is immaterial, 

and it is the existence of shared perception wh ich counts. But I would like to propose 

the idea of shared perception as what is reasonable to expect generally speaking as far 

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 because they are isolated translation issues, as can be explained with  reference 

to the following view on interpretation of the metonym example cited above:   

 ÕÖÛÏÌÙɯÌßÈÔ×ÓÌɯÖÍɯÈɯÔÌÛÖÕàÔÐÊɯÖÙɯÊÖËÌËɯɁÔÌÛÈ×ÏÖÙɂɯÊÈÕɯÉÌɯÍÖÜÕËɯÐÕɯÛÏÌɯ3ɀÈÕÎɯ

×ÖÌÛɯ6ÈÕÎɯ"ɀÏÈÕÎ-ÓÐÕÎɀÚɯɁ3ÏÌɯ'ÌÙÔÐÛɂɯÈÚɯÛÙÈÕÚÓÈÛÌËɯÉàɯ+ÖÞÌÓÓȯɯɁ,àɯÏÌÈÙÛɯÐÚɯÈɯ×ÐÌÊÌɯ

ÖÍɯÐÊÌɯÐÕɯÈɯÑÈËÌɯÊÜ×ɂȮɯÞÏÌÙÌɯÛÏÌɯÐÔÈÎÌÚɯɁÐÊÌɂɯÈÕËɯɁÑÈËÌɯÊÜ×ɂɯÚÏÖÜÓËɯÕÖÛɯÉÌɯÛÈÒÌÕɯÑÜÚÛɯ

ÈÚɯËÐÙÌÊÛɯÔÌÛÈ×ÏÖÙÚɯÛÖɯÚÜÎÎÌÚÛɯɁÌÔÖÛÐÖÕÈÓɯÊÖÓËÕÌÚÚɂɯÖÙɯɁ×ÌÈÊÌɯÖÍɯÔÐÕËɂɯÈÕËɯÚÖɯÖÕȮɯ

but also metonymic figures derived from prior uses in the poetic tradition to denote 

a kÐÕËɯÖÍɯɁÛÙÈÕÚ×ÈÙÌÕÛɂɯÚÐÕÊÌÙÐÛàɯÖÍɯÐÕÛÌÎÙÐÛàɯÈÚɯÈɯÔÖÙÈÓɯÝÐÙÛÜÌ. (Xie, 2014, p.69)     

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 bottle only ÈÚɯȿÌÔÖÛÐÖÕÈÓɯÊÖÓËÕÌÚÚɀɯÈÕËɯȿ×ÌÈÊÌ of 

ÔÐÕËɀȭɯMistranslation is  an error which can be traced back to the pre-translation 

stage where the message is misinterpreted in the first instance. How  individual  
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metonym s are misinterpreted and then mistranslated constitute isolated discussions 

about translation . Situations as such should 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, are 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) ɬ 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 be considered isolated issues.  

Therefore, in order that I can achieve my research purpose of describing 

poetry translation objectively by avoiding isolated discussions that defy 

generalization, I only account for translation examples of classical Chinese poetry 

which do not consist of the typical metonymic mode.  

VII.  Metaphor as poetic argument ɬ its  form -meaning relation ship  

I continue with delineating how metaphor embodies a form-meaning relation  as a 

textual phenomenon.  The structural dimension of metaphor can be easily perceived 

in a ȿÊÖÕÊÌÐÛɀ, an unconventional metaphor as identified, and also a metaphor which 

extends throughout a poem, thereby constituting a structure, more specifically a 

structure of meaning which, in the words of Sun  (2011), is the ȿÊÖÝÌÙÛɯÔÖËÌɯÖÍɯthe 

ÙÌ×ÌÛÐÛÐÖÕɯÖÍɯÚÌÕÚÌɀɯȹ×ȭƝƙȺ. It will be recalled that I have ËÐÚÊÜÚÚÌËɯ!ÙÖÖÒÚɀɯȹƕƝƛƕ) 

plant analogy of a poem in Chapter 2ɭ 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 

ÕÖÛÐÖÕɯȿÚÛÙÜÊÛÜÙÌɀȮɯÛÏÈÛɯÐÛɯÐÚɯȿÛÏÌɯÝÌÙàɯÛà×ÌɯÈÕËɯÈÊÔÌɯÖÍɯÛÏÌɯ×ÖÌÛÐÊɯÚÛÙÜÊÛÜÙÌɀɯ(Wimsatt, 

ÈÚɯÊÐÛÌËɯÐÕɯ&ÙÈÏÈÔȮɯƕƝƝƖȮɯ×ȭɯƖƘƕȺȭɯ ÕËɯËÌÚ×ÐÛÌɯ"ÖÏÈÕɯÈÕËɯ2ÏÐÙÌÚɀɯȹƕƝƜƜȺɯÐËÌÈɯÛÏÈÛɯ

poetic metaphors may have meanings which are open to different interpretations 

and hence the indeterminacies may prohibit metaphorical expressions from 

ȿÖÙÎÈÕÐÚÐÕÎɯÛÏÌɯ×ÖÌÔɯÐÕÛÖɯÈɯÜÕÐÍÐÌËɯÈÕËɯÊÖÏÌÙÌÕÛɯÞÏÖÓÌɀɯȹ×ȭɯƖƜȺȮɯÛÏÌàɯËÖɯÕÖÛɯËÌÕàɯ

ÛÏÌɯÍÈÊÛɯÛÏÈÛɯȿÓÐÕÎÜÐÚÛÐÊɯÊÖÕÝÌÕÛÐÖÕÚȱÌncourage readers to expect the metaphor to 
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ÜÕÐÍàɯÛÏÌɯ×ÖÌÔɀɯȹÐÉÐËȺȭɯ8ÜɯȹƖƔƕƙȺɯÈÊÒÕÖÞÓÌËÎÌÚɯÛÏÈÛɯȿÔÌÛÈ×ÏÖÙÚɀɯÐÕɯÊÓÈÚÚÐÊÈÓɯ

"ÏÐÕÌÚÌɯ×ÖÌÛÙàɯÈÙÌɯȿÊÖÔ×ÙÐÚÌËɯÖÍɯÐÔÈÎÌÚɀɯÈÕËɯÈÙÎÜÌÚɯÛÏÈÛɯȿÛÏÌɯÐÔÈÎÌÚɯÖÍɯÈɯ×ÖÌÔɯ

ÜÚÜÈÓÓàɯÙÌÝÖÓÝÌɯÈÙÖÜÕËɯÈɯÚÌÛÛÐÕÎɯÖÙɯÈɯÚÊÌÕÌɀɯÈÕËɯÛÏÈÛɯȿÈÓl the images in a poem work 

together to build up a mood and to  convey ÈɯÔÌÚÚÈÎÌɀɯȹ ÎÙÌÌÔÌÕÛɯÈÕËɯ4ÕÐÛàɯÖÍɯ

Images in a Poem section, para. 2). 1ÌÕɀÚɯȹƖƔƔƚȺɯstudy of Chinese narrative poetry 

seems to have discussed structure in terms of ×ÖÌÛÐÊɯÐÔÈÎÌÚȯɯȿ ɯÚÌ×Èrated but still 

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 

ÞÖÙÒÚȭɀɯȹ×ȭƖƙȺ. Denroche (2015) discusses metaphor as a textual phenomenon ɬ 

where the conceptual metaphor is realized as a patterning of lexical choices in a 

stretch of text, it constructs ÈɯÊÖÏÌÚÐÝÌɯÓÐÕÒɯÈÕËɯÐÚɯÌßÈÔ×ÓÌɯÖÍɯÈɯȿÚÐÕÎÓÌɯÔÌÛÈ×ÏÖÙÐÊɯ

ÐËÌÈɀɯÛÏÈÛɯȿÚàÚÛÌÔÈÛÐÊÈÓÓàɯÖÙÎÈÕÐáÌÚɯÈɯÞÏÖÓÌɯÛÌßÛɯÖÙɯÚÌÊÛÐÖÕɯÖÍɯÛÌßÛɀȮɯÐȭÌȭɯÈɯȿ3ÌßÛÜÈÓɯ

MÌÛÈ×ÏÖÙɀɯȹ×ȭƕƖƘȺȭ  

From the illustrations above it seems metaphorical expression can be 

considered textual in the sense that it operates at the level of the text, and it consists 

of elements which it coheres, representing a structure, albeit a relatively a bstract 

one compared with sequential structure and repetition.    

The issue needs to be resolved that the metaphor in classical Chinese poetry 

does not necessarily present itself as a textual phenomenon. Yu (1981) proposes the 

occurrence of textual metaphor as the marked form in the Chinese poetic tradition , 

ÛÏÈÛɯȿÛÏÖÚÌɯÐÕÍÙÌØÜÌÕÛɯÖÊÊÜÙÙÌÕÊÌÚɯÖÍɯÈÕÈÓÖÎÐÌÚɯÞÏÐÊÏɯÈÙÌɯÕÌÞɯȻÐȭÌȭɯagain the 

metaphors in metaphysical poems in the West], not derivative of some tradition [i.e. 

the metonymic nature of metaphorical exp ressions in classical Chinese poetry 

discussed], and extend over the course of an entire poem are instructive by their very 

unorthodoxyɀɯȹ×ȭƖƖƖ; my 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 refers to *ÈÖɯÈÕËɯ,ÌÐɀÚɯËÐÚÊÜÚÚÐÖÕɯÖÍɯ

ÔÌÛÈ×ÏÖÙɯÐÕɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯ×ÖÌÛÙàȮɯÛÏÈÛɯȿÔÖÚÛɯÖÍɯÛÏÌɯÌßÈÔ×ÓÌÚɀɯÛÏÌàɯȿÈËËÜÊÌɯÈÙÌɯ

ÐÕËÐÝÐËÜÈÓɯÓÐÕÌÚɯÖÙɯÊÖÜ×ÓÌÛÚȮɯÙÈÛÏÌÙɯÛÏÈÕɯÌÕÛÐÙÌɯ×ÖÌÔÚɀɯȹ×ȭƖƖƕȺȭɯ(Õɯthis study I treat 

the metaphor (and poetic imagery discussed in the next chapter as well) as a textual 

phenomenon not only because it  ȿÌßÛÌÕËÚɯÖÝÌÙɯÛÏÌɯÊÖÜÙÚÌɯÖÍɯÈÕɯÌÕÛÐÙÌɯ×ÖÌÔɀ like a 

conceit, but also because it matters to the poetic text for being part of a network that 

revolves around a poetic motif/theme /message in a structure of argumentation ɬ a 
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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 

ÐÕÊÖÙ×ÖÙÈÛÌɯÈɯÍÈÙɯÎÙÌÈÛÌÙɯÕÜÔÉÌÙɯÖÍɯÌßÈÔ×ÓÌÚɯÊÖÔ×ÈÙÌËɯÞÐÛÏɯ8ÜɀÚɯÝÐÌÞɯÊÐÛÌËɯÞÏÌÕɯ

the metaphor can be understood both ÈÛɯÛÏÌɯȿÔÈÊÙÖ-ÛÌßÛÜÈÓɀɯÓÌÝÌÓɯȹtypically a conceit) 

or, for the case just discussed, the ȿÔÐÊÙÖ-ÛÌßÛÜÈÓɀɯÓÌÝÌÓȭ 

VIII.  3ÙÈÕÚÓÈÛÐÕÎɯÛÏÌɯȿÛÙÜÛÏɀɯof the metaphor as poetic argument   

(Õɯ×ÈÚÚÐÕÎȮɯ(ɯÞÖÜÓËɯÓÐÒÌɯÛÖɯÈËËÙÌÚÚɯÛÏÌɯȿÛÙÜÛÏɀɯËÐÔÌÕÚÐÖÕɯÈÚÚÖÊÐÈÛÌËɯÞÐÛÏɯÛÏÌɯ

meaning that a textual metaphor imparts. Perhaps compared with sequential 

ÚÛÙÜÊÛÜÙÌɯÈÕËɯÙÌ×ÌÛÐÛÐÖÕȮɯÛÏÌɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÖÍɯÔÌÛÈ×ÏÖÙɯÞÐÛÏɯȿÈÙÎÜÔÌÕÛɀɯÐÚɯÔÜÊÏɯ

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 Rhetoric being one of the 

very first to address the persuasive function of metaphors (as cited in Richard, 1996). 

Its role in argumentation is Ìß×ÓÐÊÈÛÌËɯÉàɯÈɯÙÌÔÈÙÒɯÈÚɯÍÖÓÓÖÞÚȯɯȿ,ÌÛÈ×ÏÖÙÚɯÏÈÝÌɯÓÖÕÎɯ

been considered to function as rhetorical devices fulfilling strategic goals in  

ÈÙÎÜÔÌÕÛÈÛÐÝÌɯÌßÊÏÈÕÎÌÚɀɯȹ.ÚÞÈÓËɯȫɯ1ÐÏÚȮɯƖƔƕƘȮɯ×ȭɯƕƗƘȺȭɯ ÕÈÓÖÎÐÊÈÓɯÙÌÈÚÖÕÐÕÎȮɯÍÖÙɯ

example, can be done based on comparison of similar entities (Fischer, 2015; Volkov, 

1992).97 The role of the device in argumentation is also discussed in the context of 

clasÚÐÊÈÓɯ"ÏÐÕÌÚÌȯɯÛÏÌɯȿÖÝÌÙÛ quality of bi [metaphor] makes it a more suitable tool 

ÍÖÙɯ×ÏÐÓÖÚÖ×ÏÐÊÈÓɯÈÙÎÜÔÌÕÛɯÈÕËɯÌß×ÓÈÕÈÛÐÖÕȿɯȹ*ÈÖȮɯƖƔƔƗȮɯ×ȭɯƕƔƚȺȭɯ3ÏÌÙÌÍÖÙÌȮɯan 

aspect which differentiates metaphor from sequential structure and repetition 

would be its obvio us association with truth  ɬ if the goal of argumentation, as is 

often suggested in philosophical discussions, is for the pursuance of truth,  then it 

ÔÈàɯÉÌɯËÌËÜÊÌËȮɯÉÈÚÌËɯÖÕɯ.ÚÞÈÓËɯÈÕËɯ1ÐÏÚɀɯÙÌÔÈÙÒɯÖÕɯÛÏÌɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÉÌÛÞÌÌÕɯ

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). 3ÏÌɯÕÖÛÐÖÕɯÖÍɯȿÛÙÜÛÏɀɯÐÚɯ

problematic in itself, and for c ÖÕÊÌÙÕÚɯÖÍɯÙÌÓÌÝÈÕÊÌɯȿÛÙÜÛÏɀɯÞÐÓÓɯÕÖÛɯÉÌɯÌÓÈÉÖÙÈÛÌËɯÖÕɯ

in great length, except that I include here perceptions about relationship between 

ȿÛÙÜÛÏɀɯÈÕËɯȿÔÌÛÈ×ÏÖÙɀɯÚÖɯÈÚɯÛÖɯËÌÙÐÝÌɯÏÖÞɯȿÛÙÜÛÏɀȮɯÞÏÐÊÏɯÚÌÌÔÚɯÛÖɯÉÌÈÙɯÈɯÙÌÓÈÛÐÝÌÓàɯ
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 Analogical reasoning is a kind of reasoning based upon metaphorical relations, and has been referred to in 
Chapter 4 as a feature of Chinese argumentation.  
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direct relationship with metaphor  as a tool of argumentation, can be used to define 

ÛÏÌɯȿÔÌÈÕÐÕÎɀɯÊÖÔ×ÖÕÌÕÛɯÐÕɯÛÏÌɯÍÖÙÔ-meaning relationship of the poetic argument 

of metaphor, upon which I 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) says ȿ ÓÓɯ"ÏÐÕÌÚÌɯ/ÖÌÔÚɯÈÙÌɯTÙÜÌɀɯȹƖƔƔƕȮɯ

p.58), and suggests ÍÜÙÛÏÌÙɯÛÏÈÛɯȿ(ÕɯÛÏÌɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯÛÙÈËÐÛÐÖÕȮɯÈÓÓɯ×ÖÌÔÚɯÈÙÌɯÛÙÜÌɯ

by their very existence, the only questions are how they are true and if their truth is 

of any significanceɀ (p. 59). Such taken-for -granted poetic truth is not defined in 

terms of reality. Yang (1996) acknowledges that in poetry composition of Ancient 

"ÏÐÕÈɯÊÙÐÛÐÊÚɯÞÌÙÌɯÈÞÈÙÌɯÖÍɯÛÏÌɯÓÈÊÒɯÖÍɯȿÛÙÜÛÏÍÜÓÕÌÚÚɯÖÍɯËÌÚÊÙÐ×ÛÐÝÌɯËÌÛÈÐÓÚɀɯȹ×ȭƕƚȺȭɯ

Peng (2001) seems to be illustrating the nature of poetry along the same line as she 

uses ÌßÈÔ×ÓÌÚɯÛÖɯËÌÔÖÕÚÛÙÈÛÌɯÏÖÞɯÙÌÈÓÐÛàɯÊÈÕɯÉÌɯȿÓÌÎÐÛÐÔÈÛÌÓàɀɯËÐÚÛÖÙÛÌËɯÐÕɯ

examples of classical Chinese poetry. When it comes to translation, any purposeful 

ÛÞÐÚÛɯÖÍɯÍÈÊÛÜÈÓɯËÌÛÈÐÓÚɯȹÌȭÎȭɯ6ÖÙËÚÞÖÙÛÏɯËÐËɯÕÖÛɯÈÊÛÜÈÓÓàɯÞÈÕËÌÙɯȿÓÖÕÌÓàɯÈÚɯÈɯ

ÊÓÖÜËɀ98 as there was evidence he was actually  accompanied by his sister when 

taking the stroll  [Ye, 1996]) in a poetic text is expressed by whatever lexical and 

formal means the poet uses for composing the poetic text, and whether the details 

described are a reflection of reality is not a concern when 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 statements as ȿÛÙÜÛÏÍÜÓɯÚÛÈÛÌÔÌÕÛÚɀɯÈÙÌɯÖÍÛÌÕɯÕÖÛɯ

ȿÛÙÜÛÏÍÜÓɀɯÐÕɯÛÏÌɯÛà×ÐÊÈÓɯÚÌÕÚÌɯÖÍɯÛÏÌɯÞÖÙËȮɯÞÏÌÕɯÔÌÛÈ×ÏÖÙɯÈÚɯÈɯÙÏÌÛÖÙÐÊÈl device 

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] ÈÚɯÔÌÕÛÐÖÕÌËȺȮɯÞÏÐÊÏɯÐÚɯÕÈÔÌËɯÛÏÌɯȿ×ÈÛÏÌÛÐÊɯÍÈÓÓÈÊàɀɯÉàɯ1ÜÚÒÐÕɯÍÖÙɯ

ÈÕɯÌßÈÔ×ÓÌɯÓÐÒÌɯȿÛÏÌ ÊÙÜÌÓȮɯÊÙÈÞÓÐÕÎɯÍÖÈÔɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ*ÜÛÊÏÐÕÚȮɯƖƔƔƘȮɯ×ȭɯƙƖƜȺȭɯ

Supposedly no one will try to question the logicality of foam being cruel or able to 
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 L ŀƳ ǊŜŦŜǊǊƛƴƎ ǘƻ ²ƛƭƭƛŀƳ ²ƻǊŘǎǿƻǊǘƘΩǎ ǇƻŜƳ I wandered lonely as a cloud. See Appendix I Note 39 on p. 314 for 
a view concerning the non-factual nature of poetry.  
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crawl.  One can ÊÖÕÚÐËÌÙɯÈÓÚÖɯÛÏÌɯÙÌÔÈÙÒɯÛÏÈÛɯȿÓÐÛÌÙÈÓɯÚàÔÉÖÓÚɯȻwhich are unlike  

metaphorical ones] will refer ÐÔÔÌËÐÈÛÌÓàɯÛÖɯÖÉÚÌÙÝÌËɯÍÈÊÛɀɯȹ!ÈÓÓÈÙËȮɯƕƝƘƜȮɯ×ȭɯƖƕƕȺȭɯ

!ÜÛɯÈÛɯÛÏÌɯÚÈÔÌɯÛÐÔÌɯÐÍɯÖÕÌɯÛÈÒÌÚɯÐÕÛÖɯÈÊÊÖÜÕÛɯÚÜÎÎÌÚÛÐÖÕÚɯÓÐÒÌɯȿÛÏÌɯÖÕÊÌɯÈÜËÈÊÐÖÜÚɯ

metaphor comparing the universe and the machine soon became a working 

hypothesis and finally to many it became the literal truthɀɯȹibid ; my emphasis), or 

ÌßÈÔ×ÓÌÚɯÓÐÒÌɯȿÊÖÕÊÌ×ÛÜÈÓÐÚÐÕÎɯÜÙÉÈÕɯ×ÈÙÒÚɯÈÚɯɁÛÏÌɯÓÜÕÎÚɯÖÍɯÛÏÌɯÊÐÛàɂɀȮɯɯwhich is an 

ȿÌÕËÜÙÐÕÎɯÔÌÛÈ×ÏÖÙɀɯÈÕËɯȿÖÍÛÌÕɯÜÛÛÌÙÌËɯÜÕÛÏÐÕÒÐÕÎÓàɯÈÚɯÈɯÊÓÐÊÏõɀ (Crompton, 2016, 

p.1)ȮɯÛÏÌÕɯÛÏÌɯÕÖÛÐÖÕɯÖÍɯȿÛÙÜÛÏɀɯÊÈÕɯÉÌɯÜÕËÌÙÚÛÖÖËɯÐn a new light: when a 

metaphorical statement is used long enough to become conventional then it is de 

facto a literal and therefore truthful statement. So the nature of truth of a metaphorical 

statement can be the same as that of truth in poetry for its being taken-for -granted.  

The relationship of truth  with metaphor  can also be understood from the 

perspective of whether the metaphorical expressions lead to revelations which one 

ÔÈàɯÓÈÉÌÓɯÈÚɯȿÛÙÜÛÏɀȭɯ%ÖÙɯÌßÈÔ×ÓÌȮɯÛÏÌɯÙÌÝÌÓÈÛÐÖÕɯÛÏÈÛɯÖÕÌɯÊÈÕɯÎÈÐÕɯÍÙÖÔɯȿÓÐÍÌ is but a 

ËÙÌÈÔɀȮɯÛÏÌɯÔÌÛÈ×ÏÖÙÐÊÈÓɯÛÐÛÓÌɯÖÍɯÈɯ×ÖÌÔɯÉàɯ+ÌÞÐÚɯ"ÈÙÙÖÓÓɯȹCarroll, 2002ȺȮɯÖÙɯȿÞÏÈÛɯÐÚɯ

life after  ÈÓÓɯÉÜÛɯÈɯËÙÌÈÔȳɀɯȹGiles, 1898, p.64), which is Herbert Giles translation of 

the first line of a poem by  the Tang poet Li Bai,99 can arguably be regarded some 

ÒÐÕËɯÖÍɯÛÙÜÛÏȮɯÛÏÌɯÙÈÛÐÖÕÈÓÌɯÉÌÏÐÕËɯÚÐÔÐÓÈÙɯÛÖɯÔÖÙÈÓɯÚÛÈÛÌÔÌÕÛÚɯÓÐÒÌɯȿÐÛɯÐÚɯÞÙÖÕÎɯÛÖɯ

ÚÛÌÈÓɀ or ΨÏÖÕÌÚÛàɯÐÚɯÛÏÌɯÔÖÚÛɯÝÈÓÜÌËɯÝÐÙÛÜÌɀ being considered truthful.    

(ɯÕÖÞɯÈ××Óàɯ2ÈÜÚÚàɀÚɯÙÌÔÈÙÒɯÈÉÖÝÌɯÛÖɯÛÏÌɯÜÕËÌÙÚÛÈÕËÐÕÎɯÖÍɯȿÛÙÜÛÏɀɯÐÕɯÛÏÌɯ

discussion of ÔÌÛÈ×ÏÖÙɯÐÕɯÛÏÐÚɯÙÌÚÌÈÙÊÏɯÚÛÜËàɯÉàɯÙÌ×ÓÈÊÐÕÎɯȿ×ÖÌÔÚɀɯÞÐÛÏɯ

ȿÔÌÛÈ×ÏÖÙÚɀȯɯȿÈÓÓɯmetaphors are true by their very existence, the only questions are 

how they are true and if their truth is of any significanceȭɀɯ6ÏÐÓÌɯÐÕɯÈÙÎÜÔÌÕÛÈÛÐÖÕɯÛÏÌɯ

role of a metaphor is tÖɯÊÖÕÝÐÕÊÌɯÈɯÙÌÈËÌÙÚÏÐ×ɯÛÏÈÛɯÛÏÌɯÈÙÎÜÔÌÕÛɯ×ÙÖ×ÖÚÌËɯÐÚɯȿÛÙÜÌɀȮɯ

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 

ÛÏÈÛɯȿÞÏÈÛɯÐÚɯÍÈÓÚÌɯÊÈÕÕÖÛɯÉÌɯÒÕÖÞÕɀ (Ichikawa, Jenkins, & Matthias, 2017, The Truth 

Condition section, para. 1) in philosophical studies ɬ 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. knowing the meaning of 

the translated metaphor. Whether or not the readership considers the poetic 
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 ¢ƘŜ ǇƻŜƳ ƛǎ ΨIŀǾƛƴƎ ǿŀƪŜƴ ǳǇ ŦǊƻƳ ŘǊǳƴƪŜƴƴŜǎǎ ƻƴ ŀ ǎǇǊƛƴƎ ŘŀȅΩ (Chunri Zui Qi Yan Zhi; Ψ╡ѡ ṕᶳΩ), 

translated by Giles as ά¢ƘŜ .Ŝǎǘ ƻŦ [ƛŦŜ ƛǎ .ǳǘΧέ (ibid). 
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message with the employment of the metaphor agreeable to 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 

ȿÛÙÜÛÏɀȭɯ3ÏÌɯÛÙÈÕÚÓÈÛÖÙɯÕÌÌËÚɯÖÕÓàɯÛÖɯÉÌɯÈÉÓÌɯÛÖɯÈÚÚÜÔÌɯÛÏÌɯcommon ground of 

humanity leads to comprehensibility and knowledge of the  metaphori cal meaning. 

 ɯÔÌÛÈ×ÏÖÙÐÊÈÓɯÔÌÚÚÈÎÌɯÐÚɯȿÛÙÜÌɀɯÚÖɯÓÖÕÎɯÈÚɯÐÛɯcan be known by the target readership. 

This disregard of whether readers find the  message conveyed by the metaphor 

convincing is similar to what I  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 

explained wit ÏÖÜÛɯÙÌÚÖÙÛÐÕÎɯÛÖɯÐËÐÖÚàÕÊÙÈÛÐÊɯÙÌÈËÌÙÚɀɯÙÌÚ×ÖÕÚÌÚȭɯIn my research 

ÚÛÜËàȮɯÐÛɯÐÚɯÛÏÌɯÒÐÕËɯÖÍɯȿÛÙÜÛÏɀɯÞÏÐÊÏɯÚÛÌÔÚɯÍÙÖÔɯÒÕÖÞÓÌËÎÌɯÛÏÈÛɯËÌÍÐÕÌÚɯȿÛÙÜÛÏɀɯÈÚɯ

the meaning in the form -meaning relationship of the poetic argument of metaphor , 

i.e. the theme/motif of the poem, or the poetic message.   

IX.  The translation of metaphor ɬ two traditional proposals  

I now proceed to the discussion of some existing proposals in the literature  for the 

translation of metaphor before I relate them back to the translation of poetic 

aÙÎÜÔÌÕÛɯÈÚɯÔÌÛÈ×ÏÖÙȭɯɯ-ÌÞÔÈÙÒɯȹƕƝƜƜȺɯÚÜÎÎÌÚÛÚɯÛÏÈÛɯȿ6ÏÐÓÚÛɯÛÏÌɯÊÌÕÛÙÈÓɯ×ÙÖÉÓÌÔɯ

of translation is the overall choice of a translation method for a text, the most 

ÐÔ×ÖÙÛÈÕÛɯ×ÈÙÛÐÊÜÓÈÙɯ×ÙÖÉÓÌÔɯÐÚɯÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯÔÌÛÈ×ÏÖÙɀɯȹ×ȭƕƔƘȺȭɯ3ÏÌɯ

discussions of metaphor translation have constantly referred to difficulties which 

arise out of differences in cultural and linguistic conventions between the source 

and target language. Examples are Dagut (1976), Alvarez (1993), and Schäffner 

(2004), to name a few. For concerns of relevance I will not look into the substance of 

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, has mapped out three È××ÙÖÈÊÏÌÚȮɯÞÏÐÊÏɯÈÙÌɯȹƕȺɯȿTranslation 

ɁÚÌÕÚÜɯÚÛÙÐÊÛÖɂɀȮɯÔÌÈÕÐÕÎɯȿÉÖÛÏɯ2+ɯȻSource LÈÕÎÜÈÎÌȼɯȿÛÌÕÖÙɀɯÈÕËɯ2+ɯȿÝÌÏÐÊÓÌɀɯÈÙÌɯ

transferred into the TL [ Target LÈÕÎÜÈÎÌȼɀȮɯȹƖȺɯȿ2ÜÉÚÛÐÛÜÛÐÖÕȱÞÏÌÙÌɯÛÏÌɯ2+ɯɁÝÌÏÐÊÓÌɂɯ

ÐÚɯÙÌ×ÓÈÊÌËɯÉàɯÈɯËÐÍÍÌÙÌÕÛɯ3+ɯɁÝÌÏÐÊÓÌɂɯÞÐÛÏɯÔÖÙÌɯÖÙɯÓÌÚÚɯÛÏÌɯÚÈÔÌɯɁÛÌÕÖÙɂɀȮɯÈÕËɯȹƗȺɯ

ȿParaphraseɀȮɯÞÏÐÊÏɯÏÈ××ÌÕÚɯÞÏÌÕÌÝÌÙɯɁ Õɯ2+ɯÔÌÛÈ×ÏÖÙȱÐÚɯÙÌÕËÌÙÌËɯÉàɯÈɯÕÖÕ-

metaphorical  Ìß×ÙÌÚÚÐÖÕɯÐÕɯÛÏÌɯ3+ɂɀɯȹ×ȭƛƛȺȭɯ2ÜÊÏɯÈɯÚÏÖÙÛɯÓÐÚÛɯÚÌÌÔÚɯÖÝÌÙÚÐÔ×ÓÐÍÐÌËȮɯÈÚɯ
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Van den Broeck himself also admits, but is nevertheless, according to him, a 

ȿÊÖÔ×ÓÌÛÌɀɯÖÕÌɯȿÐÕɯÈÚɯÔÜÊÏɯÈÚɯÊÖÕÊÙÌÛÌɯÊÈÚÌÚɯÓÌÕËɯÛÏÌÔÚÌÓÝÌÚɯÛÖɯÉÌÐÕÎɯÊÈÜÎÏÛɯÞÐÛÏÐÕɯ

ÎÌÕÌÙÈÓɯÊÈÛÌÎÖÙÐÌÚɀɯȹÐÉÐËȺɯɬ such is possibly true, when Newmark (1982), one of the 

other earliest proposals on methods of translating metaphors, seems largely to be 

just a finer division of the more general picture presented by Van den Broeck. 

-ÌÞÔÈÙÒɀÚɯÈ××ÙÖÈÊÏÌÚɯÛÖÞÈÙËÚɯÔÌÛÈ×ÏÖÙɯÛÙÈÕÚÓÈÛÐÖÕɯÈÙÌɯparaphrased as follows: 

1. By substitution of an equivalent in the target language which has a similar 

image; 

2. By substitution of a counterpart in the target language which has a 

different image ;  

3. By changing the metaphor into a simile with the image retained which can 

ȿÔÖËÐÍàɯÛÏÌɯÚÏÖÊÒɯÖÍɯÛÏÌɯÔÌÛÈ×ÏÖÙɀ; 

4. By translating the metaphor by simile plus sense (this approach serves to 

avoid problems with comprehension ); 

5. By paraphrasing the metaphor;  

6. By deleting the metaphor altogether if it is redundant in the sense that the 

ȿÔÌÛÈ×ÏÖÙɀÚɯÍÜÕÊÛÐÖÕɯÐÚɯÉÌÐÕÎɯÍÜÓÍÐÓÓÌËɯÌÓÚÌÞÏÌÙÌɯÐÕɯÛÏÌɯÛÌßÛɀ;  

7. By translating the metaphor literally with sense which can serve an 

ȿÐÕÚÛÙÜÊÛÐÝÌɀɯ×ÜÙ×ÖÚÌɯÍÖÙɯÙÌÈËÌÙÚɯÕÖÛɯÍÈÔÐÓÐÈÙɯÞÐÛÏɯÛÏÌɯÔÌÛÈ×ÏÖÙȭ 

 

(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 literalness to low 

literalness in translation , I would suggest that despite the different purpose s 

ȹ-ÌÞÔÈÙÒɀÚɯÙÈÛÏÌÙɯÌÓÈÉÖÙÈÛÌɯÈÊÊÖÜÕÛȮɯÜÕÓÐÒÌɯ5ÈÕɯËÌÕɯ!ÙÖÌÊÒɀÚȮ is intended to be 

prescriptive rather than descriptive  [Schäffner (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 languages as far as possible in 

translation . The fact that the most literal translation approach comes first in the lis t 

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 

ÈËÔÐÛÛÌËȮɯÛÏÌɯÓÐÚÛɯÐÚɯÈÙÙÈÕÎÌËɯÐÕɯȿÖÙËÌÙɯÖÍɯpreferenceɀɯȻ×ȭƜƜ; my emphasis]). The 

reasonableness of such order of preference is noted by Schäffner (2004), that a 
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ȿÔÌÛÈ×ÏÖÙȮɯÖÕÊÌɯÐËÌÕÛÐÍÐÌËȮɯÚÏÖÜÓËɯideally ÉÌɯÛÙÈÕÚÍÌÙÙÌËɯÐÕÛÈÊÛɯÍÙÖÔɯ2+ɯÛÖɯ3+ɀ 

(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 time taking 

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 a long-standing view I 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 

the ideal situation ÛÏÈÛɯÈÓÓÖÞÚɯÈɯÔÌÛÈ×ÏÖÙɯÛÖɯÉÌɯÛÙÈÕÚÍÌÙÙÌËɯȿÐÕÛÈÊÛɀɯÍÙÖÔɯÛÏÌɯÖÙÐÎÐÕÈÓȭɯ

3ÏÌɯÐËÌÈÚɯÛÏÈÛɯ(ɯ×ÙÖ×ÖÚÌɯÛÖɯÉÌɯȿÕÌÞɀɯÈÙÌɯÛÏÌɯobservations derived when the 

metaphor is perceived as an argument. Such observations, which I discuss in the 

next section, address the above-mentioned issue on subjectivity of metaphor 

translation . 

 

X. Metaphor as poetic argument ɬ translating its form -meaning relationship  

I begin my illustration of the translatio n of metaphor as poetic argument with the 

following example, a tetra -syllabic quatrain written in the Tang Dynasty , allegedly 

by Du Qiuniang  (dates of birth and death unknown) : 

 

  ᴪ 

1. ᵩ   ᴪȲ 

2. ᵩ ậюד ȴ 

3. ῧ ᷉᾿ ᷉Ȳ 

4. ∕ ῧῈ᷉Ὤȴ       

 

Jinlouyi 

1. urge jun* donôt value gold  threaded clothing 
2. urge jun treasure ï youthful  ï  days 
3. flower bloom ready  pick just  should   pick 
4. donôt wait no  flower futile  pick  twig 

 

   * óJunô is a respectful form of address in classical Chinese. 
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Following are five translations of the poe m (the first three are cited in Lü, 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 the blooming flower betimes, 
  Lest when thou comôst 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 is on you, 
  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 Gold-threaded Robe  Witter Bynner 

1. Covet not a gold-threaded robe, 
2. Cherish only your young days! 
3. If a bud open, gather it ï  
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 youôre old. 
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3. Pluck your rosebuds while you may; 
4. Wait not to pluck a bare spray. 

 

Translation 5:   

Garment Stitched with Gold Threads  Gong Jinghao 

1. Care not so much for expensive clothing; 
2. You should treasure a lot more your prime years. 
3. Pick the flowers while they are blooming. 
4. Soon nothingôll be left save bare boughs and tears.     

 
(Gong, 2008, p.132-133) 

 
  In the poem above, jinlouyi (  ᴪ), 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) represents ÈɯȿÊÖÝÌÙÛɯ

ÔÖËÌɯÖÍɯÛÏÌɯÙÌ×ÌÛÐÛÐÖÕɯÖÍɯÚÌÕÚÌɀȮɯÈɯÔÖËÌɯÛÏÈÛɯȿÊÖÕÊÌÈÓÚɯÐÛÚɯÖÞÕɯÈÊÛɯÖÍɯÐÛÌÙÈÛÐÖÕɀȮɯÈÕËɯ

which  is ȿÙÌ×ÌÛÐÛÐÖÕɯÐÕɯËÐÚÎÜÐÚÌɀɯȹ×ȭƝƙȺȭɯ!àɯÛÏÐÚɯÔÖËÌȮɯ×ÖÌÛÚɯÊÈÕɯȿÌß×ÙÌÚÚɯÞÏÈÛɯÛÏÌàɯ

are compelled to repeat with little or no trace of being repet ÐÛÐÝÌɀȮɯÛÏÌɯÙÌÚÜÓÛɯÉÌÐÕÎɯ

ȿÌÝÌÙàÛÏÐÕÎɯÐÕɯÛÏÌɯ×ÖÌÔɯ×ÐÝÖÛÚɯÈÙÖÜÕËɯÛÏÌɯÛÏÖÜÎÏÛɯÈÕËɯÌÔÖÛÐÖÕɯÐÕɯØÜÌÚÛÐÖÕɀɯÈÕËɯ

ȿÌÈÊÏɯÈÕËɯÌÝÌÙàɯÌÓÌÔÌÕÛɯÐÕɯÛÏÌɯ×ÖÌÔɯÐÚɯÈɯÙÌÐÛÌÙÈÛÐÖÕɯÖÍɯÛÏÈÛɯÊÖÙÌɯÚÌÕÚÌɀɯȹÐÉÐËȺȭɯ3ÏÌɯ

simple poetry example cited, as a recent commentary of the poem suggestsȮɯȿÏÈÚɯ

ÌÈÊÏɯÈÕËɯÌÝÌÙàɯÖÍɯÐÛÚɯ×ÖÌÛÐÊɯÓÐÕÌɯÙÌ×ÌÈÛÐÕÎɯÛÏÌɯÔÌÚÚÈÎÌɯɁcarpe diemɂɀɯȹX. T. Zhou, 

2010, p. 211)100ȮɯÞÏÐÊÏɯÔÈÒÌÚɯÐÛɯÈÕɯÌßÈÔ×ÓÌɯÐÕɯÞÏÐÊÏɯȿÌÝÌÙàÛÏÐÕÎȱ×ÐÝÖÛÚɯÈÙÖÜÕËɀɯ

ÛÏÌɯÚÈÔÌɯȿÛÏÖÜÎÏÛɯÈÕËɯÌÔÖÛÐÖÕɀȭɯ3ÏÌɯ×ÖÌÔɯÐÚɯÈÓÚÖɯËÌÚÊÙÐÉÌËɯÈÚɯÉÌÐÕÎɯȿÙÌ×ÌÛÐÛÐÝÌɯ

wit ÏÖÜÛɯÉÌÐÕÎɯÔÖÕÖÛÖÕÖÜÚɀ (ibid) 101. A comment as such can be regarded a 

ÙÌ×ÏÙÈÚÐÕÎɯÖÍɯ2ÜÕɀÚɯÐËÌÕÛÐÍÐÊÈÛÐÖÕɯÖÍɯÛÏÌɯÒÐÕËɯÖÍɯȿÙÌ×ÌÛÐÛÐÖÕɀɯÖÍɯÚÌÕÚÌɯȿÐÕɯËÐÚÎÜÐÚÌɀȭɯ

The gold-threaded garment, the literal statement ( line 2), together with the 

blossoming flower 102 ȹȿῧ ɀɯÐÕɯÓÐÕÌɯƗȺȮɯÈÕËɯÛÏÌɯÍÓÖÞÌÙɯÞÏÐÊÏɯÏÈÚɯÞÐÛÏÌÙÌËɯÈÞÈàɯȹȿ

ῧɀɯÐÕɯÓÐÕÌɯƘȺɯɬ the putting together 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.  

                                                           
100
¢ƘŜ ƻǊƛƎƛƴŀƭ /ƘƛƴŜǎŜ ǊŜŀŘǎ Ψһḕ ҰᴿѾ ֯ Ṫ Ϛᾼ ≈ά ֻ ԏΗέΩ  

101
 The original in Chinese is Ψ ᴖЛ Ω όibid).  

102
 Chinese nouns are not inflected for number. Here I take the singular interpretatioƴ ƻŦ ΨŦƭƻǿŜǊΩΦ 

(Zhao, 2012) 
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IÕɯÈËËÐÛÐÖÕɯÛÖɯȿÑÐÕÓÖÜàÐɀȮɯÐȭÌȭɯÛÏÌɯȿÎÖÓË-ÛÏÙÌÈËÌËɯÎÈÙÔÌÕÛɀȮɯÛÏÌɯȿÍÓÖÞÌÙɀɯÊÈÕɯÈÓÚÖɯ

be considered textual. Both of them, together with line 2 about the importance to 

ÛÙÌÈÚÜÙÌɯÖÕÌɀÚɯÛÐÔÌÚɯÖÍɯyouth (an abstract image perhaps?), form a network in the 

poem to repeat the poetic message. In other words, both metaphors contribute to 

ÊÖÕÝÌàÐÕÎɯÛÏÌɯÔÌÚÚÈÎÌɯȿÚÌÐáÌɯÛÏÌɯËÈàɀȮɯÞÏÐÊÏɯÔÈÒÌÚɯÛÏÌÔɯÈɯÔÌÛÈ×ÏÖÙɯÛÏÈÛɯÔÈÛÛÌÙÚɯ

to the poetic argument as a structure of meaning. But I would like to put particular 

ÌÔ×ÏÈÚÐÚɯÖÕɯȿÑÐÕÓÖÜàÐɀɯÉÌÊÈÜÚÌɯÖÍɯÐÛÚɯÊÜÓÛÜÙÈÓɯÊÖÕÕÖÛÈÛÐÖÕÚɯȹÌß×ÓÈÕÈÛÐÖÕÚɯÉÌÓÖÞȺȮɯ

with which it is easier to appreciate how long -existing translation issues associated 

with metaphors can be understood in the l ight of the argumentative perspective.   

 

 ȿ)ÐÕÓÖÜàÐɀȮɯȿÎÖÓË-ÛÏÙÌÈËÌËɯÎÈÙÔÌÕÛɀɯÙÌÍÌÙÚɯÛÖɯÊÓÖÛÏÐÕÎɯÔÈËÌɯÞÐÛÏɯÎÖÓËɯÛÏÙÌÈËÚȮɯ

sometimes mentioned in classical Chinese poems as symbol of wealth and status.103 

(ÕɯÛÏÐÚɯÞÈàȮɯÛÏÐÚɯÔÌÛÈ×ÏÖÙɯÚÌÌÔÚɯÛÖɯÉÌɯÈɯÔÌÛÖÕàÔɯÈÚɯȿÔà heart is a piece of ice in a 

ÑÈËÌɯÊÜ×ɀɯȹϚѱԜї֯Ӟ ) 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 different. Typical metonyms, as I 

have suggested, are untranslatable in that a literal translation without any 

explanation will very likely  ÙÌÚÜÓÛɯÐÕɯÐÕÊÖÔ×ÙÌÏÌÕÚÐÉÐÓÐÛàȭɯ3ÏÌɯÔÌÛÈ×ÏÖÙɯȿÑÐÕÓÖÜàÐɀȮɯ

ÖÕɯÛÏÌɯÖÛÏÌÙɯÏÈÕËȮɯÓÌÈËÚɯÛÖɯÞÏÈÛɯ5ÈÕɯËÌÕɯ!ÙÖÌÊÒɯȹƕƝƜƕȺɯÊÈÓÓÚɯÈÕɯȿÈÕÖÔÈÓàɀɯȹ×ȭ77) in 

sense if translated literally. Such meaning awkwardness characterizes a method 

ÊÖÔÔÖÕÓàɯÒÕÖÞÕɯÈÚɯȿÍÖÙÌÐÎÕÐáÈÛÐÖÕɀɯÐÕɯÛÙÈÕÚÓÈÛÐÖÕɯÚÛÜËÐÌÚȮɯÉÜÛɯÐÕÚÛÌÈËɯÖÍɯËÌÉÈÛÐÕÎɯ

whether this is a desirable approach, I 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) abandons it altogether and refers to the connotation 

ȿÞÌÈÓÛÏɀɯȹÐȭÌȭɯÈɯ×ÈÙÈ×ÏÙÈÚÌȺȮɯÖÕÓàɯÛÖɯÉÌɯÔÈÛÊÏÌËɯÞÐÛÏɯÏÐÚɯÛÙÈÕÚÓÈÛÌËɯÛÐÛÓÌɯȿÙÐÊÏÌÚɀȰɯ

Bynner (Translation 3) is also relatively literal in his rendering, though using a more 

Ú×ÌÊÐÍÐÊɯÏÌÈËÞÖÙËɯȿÙÖÉÌɀɯÐÕÚÛÌÈËɯÖÍɯȿÎÈÙÔÌÕÛɀɯÖÙɯȿÊÓÖÛÏÌÚɀȭɯ9ÏÈÖɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƘȺɯ

                                                           
103

 Two lines written by the Tang poet Bai Juyi (722-846), which are Ψּמ ЅȲ  Ω (ΨThe girl from the 

rich family, her silk robe threaded with goldΩ) from the first poem of the ten Poems about Qin (Qin Zhong Yin; ΨМ

ᵷΩ), On Marriage (Yi Hun; Ψ Ω) is an example of such symbolic meaning of the metaphor (X. T. Zhou, 2010, p. 

211).  
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translates wÐÛÏɯÛÏÌɯÓÐÛÌÙÈÓɯȿÊÓÖÛÏÌÚɯÖÍɯÎÖÓËɀȮɯÈÕËɯÛÏÌɯÈÔÉÐÎÜÐÛàɯÈÙÐÚÌÚɯÙÌÎÈÙËÐÕÎɯ

whether it is clothes made of gold or gold cloth, or clothes threaded with gold. 

&ÖÕÎɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƙȺɯÙÌÚÖÙÛÚɯÛÖɯÛÏÌɯÙÈÛÏÌÙɯÔÖËÌÙÕɯ×ÏÙÈÚÌɯȿÌß×ÌÕÚÐÝÌɯÊÓÖÛÏÐÕÎɀɯ

(which is a ȿÚÜÉÚÛÐÛÜÛÐÖÕɀɯfor  the original image perhaps).  

Regarding why the translators have made their choices as such, I would  

ÚÜÎÎÌÚÛɯÛÏÈÛɯÛÏÌɯÈÞÒÞÈÙËÕÌÚÚɯÖÍɯÛÏÌɯÜÚÌɯÖÍɯȿÎÖÓË-ÛÏÙÌÈËÌËɯÊÓÖÛÏÐÕÎɀɯÚ×ÌÊÐÍÐÊÈÓÓàɯÛÖɯ

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 

ÛÏÌɯÙÌÓÈÛÐÝÌÓàɯÔÖÙÌɯÊÜÔÉÌÙÚÖÔÌɯȿÎÖÓË-ÛÏÙÌÈËÌËɯÊÓÖÛÏÐÕÎɀɯÖÙɯȿÊÓÖÛÏÌÚɯÖÍɯÎÖÓËɀɯÍÖÙɯÛÏÌɯ

ÔÖÙÌɯÎÌÕÌÙÈÓɯÞÖÙËɯȿÞÌÈÓÛÏɀɯÐÕɯÖÙËÌÙɯÛÖɯÈÊÏÐÌÝÌɯÈɯÔÖÙÌɯÉÈÓÈÕÊÌËɯÙÏàÛÏÔÐÊɯ×ÈÛÛÌÙÕȮɯ

ÛÏÌɯÐÈÔÉÐÊȯɯȿ(Íɯyou will take advice, my friend, For wealth you will  not careɀɯȹÛÏÌɯÚÛÙÌÚÚɯ

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 th e 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, I suggest that all translators have come 

Ü×ɯÞÐÛÏɯÈɯÛÙÈÕÚÓÈÛÐÖÕɯÍÖÙɯȿÑÐÕÓÖÜàÐɀɯÞÏÐÊÏɯÏÈÚɯÈɯÊÓÖÚÌɯÚÌÕÚÌɯÙÌÓÈÛÐÖÕɯÞÐÛÏɯÛÏÌɯ

metaphorical image, all renderings meaning or implying  ȿÓÜßÜÙàɀȮɯÈÕËɯÏÌÕÊÌɯÛÏÌɯ

form -meaning relation is tr ansferred, in the sense that all translations of the image, 

ÛÏÌɯÛÌßÛÜÈÓɯÔÌÛÈ×ÏÖÙɯȿÑÐÕÓÖÜàÐɀɯÌÕÈÉÓÌɯÊÖÔ×ÈÙÐÚÖÕɯÛÖɯÉÌɯÔÈËÌɯÛÖɯÛÏÌɯÞÖÙÛÏÐÕÌÚÚɯÖÍɯ

àÖÜÛÏȮɯÈÕËɯÈÓÚÖɯÛÏÌɯÚÈÐËɯÑÜßÛÈ×ÖÚÐÛÐÖÕɯÞÐÛÏɯÛÏÌɯÐÔÈÎÌɯȿÍÓÖÞÌÙɀɯÐÚɯÌÚÛÈÉÓÐÚÏÌËɯÐÕɯÈÓÓɯ

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 I 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 a literal translation is possible and desirable. Different 

weightings of the merits and demerits of a particular transla tion approach in the 

ÛÙÈÕÚÓÈÛÖÙÚɀɯÔÐÕËɯÈÍÍÌÊÛɯÛÏÌÐÙɯËÌÊÐÚÐÖÕɯÖÕɯÞÏÌÛÏÌÙɯÛÏÌàɯÚÏÖÜÓËɯÎÐÝÌɯÜ×ɯÈɯÊÌÙÛÈÐÕɯ

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 be used (which often implies 

some kind of exclusiveness ɬ use the first method instead of the second one) that 

matters, but how to translate the metaphor in a way such that its 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 be ȿneutralizedɀ 

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, and from such a coherent structure arises a poetic theme which is the 

same as that of the source text. For these translation examples, when explained from 

the argumentative perspective one can say that they all transfer the poetic argument; 

at the same time 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 I have mentioned typical metony ms are not considered 

in this research study because they give rise to isolated problems of comprehension 

and translatability. However, as I have acknowledged at the beginning of this 

cÏÈ×ÛÌÙȮɯÞÏÌÕɯÔÌÛÈ×ÏÖÙɯÐÕÝÖÓÝÌÚɯÈɯȿËÐÚÊÜÙÚÐÝÌɯÓÐÕÎÜÐÚÛÐÊɯÈÊÛɯÞÏÐÊÏɯÈÊÏÐÌves its 

×ÜÙ×ÖÚÌɯÛÏÙÖÜÎÏɯÌßÛÌÕËÌËɯ×ÙÌËÐÊÈÛÐÖÕɯÙÈÛÏÌÙɯÛÏÈÕɯÚÐÔ×ÓÌɯÚÜÉÚÛÐÛÜÛÐÖÕɯÖÍɯÕÈÔÌÚɀ 

(Ricoeur, as cited in Theodorou, n.d., Paul Ricoeur, Hermeneutics, and Metaphor 

section, para. 4), it could be expected that from time to time  translatability of 

metaphor cannot be realized to the full extent when a textual metaphor  involves 

such ȿÌßÛÌÕËÌËɯ×ÙÌËÐÊÈÛÐÖÕɀȭɯɯ!ÈÚÌËɯÖÕɯÛÏÐÚɯÈÚÚÜÔ×ÛÐÖÕɯI proceed to discuss how the 



204 
 

argumentative perspective can explain the translation of textual metaphors as such 

in an objective manner. To achieve this purpose I use a conceit, i.e. the metaphor at 

ÛÏÌɯȿÔÈÊÙÖ-ÛÌßÛÜÈÓɀɯÓÌÝÌÓɯÈÚɯÌß×ÓÈÐÕÌËɯÈÉÖÝÌȭɯThe following poem was allegedly 

written by  the Eastern Han (25-220) literatus  Cao Zhi (192-233)104 in response to the 

hostility of his elder brother, Cao Pi (187-226), who intended to kill him:  105  

ϝḔ     

1. ṗ ṗ Ȳ  

2. ṗ֯ Мᾂȴ 

3. Ӑ╥֝ ӢȲ 

ד .4 ᴶы≡ȹ 

 
Qibu Shi 

1. cook  beans burn  bean stalks 
2. beans  at  cooking-pot  inside cry  

3. originally are same root grown  

4. xiang (adv.)  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) 

 

                                                           
104

 Allegedly to have been composed at the end of the Eastern Han Dynasty, the so-called Jianan Period (196-220), 
this poem is of the popular poetic form of the times with pentasyllabic lines. It has been suggested also that the 
original version has six lines, as discussed in Song (2009) (see Appendix I Note 40 on p. 314-315 ŦƻǊ ǘƘŜ ŀƭƭŜƎŜŘ ΨŦǳƭƭ 
ǾŜǊǎƛƻƴΩ ƻŦ ǘƘŜ ǇƻŜƳ and its translations).  
105

 With the downfall of the Eastern Han Dynasty came the Three Kingdoms Period (220-280) when China entered 
into chaos as civil wars broke out amongst three major powers to fight for sovereignty of the nation. The Wei 
Dynasty (220-265) was established when Cao Pi, the eldest son of the /ŀƻΩǎ ŦŀƳƛƭȅΣ ǇǊƻŎƭŀƛƳŜŘ ƘƛƳǎŜƭŦ Emperor 
after forcing the last Emperor of the Eastern Han Dynasty to abdicate. After seizure of the throne Cao Pi became all 
the more suspicious of and hostile against his talented younger brother. 
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Translation 2:  

Poem Composed in Seven Paces: Brothers Frank C Yue 

1. Fueled by beanstalks, beans are boiling;             
2. All the beans in the hot pot cry:  
3. "From the same root we are sibling ï 
4. Why eagerly us do you fry?"  

(Xian, 2013) 

Translation 3:   
    
Poem Composed within Seven Pace's Time Liu Guoshan, Xu Shujuan, and 

Wang Zhijiang 

1. Beans should be boiled on a beanstalk fire! 
2. From the pot a plaintive voice out shoots: 
3. "Why do you burn with seething ire, 
4. As indeed we sprang from the selfsame roots?"  

(Wu, 2015, p.86) 

Translation 4:  

Written while Taking Seven Paces Xu Yuanzhong 

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 SevenïPace Poem Zhuo Zhenying and Liu Xiaohua 

1. The flames of burning pods malignly leap, 
2. The beans in the cooking pan do weep: 
3. ñAre we not growths of the same stems and roots? 
4. Whereat should you bear us a hate so deep?ò 

 
(Zhuo & Liu, 2010, p.56) 
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The poem describes using beanstalks as fuel, the beanstalks put underneath 

the pot to boil  beans, a process which is metaphorized  as a tormented brotherhood .  

This poem, allegedly to have been completed within a short span of time of seven 

steps, ÐÚɯÈɯÛà×ÐÊÈÓɯÌßÈÔ×ÓÌɯÖÍɯÈɯÊÖÕÊÌÐÛȮɯÈÕɯȿÌßÛÌÕËÌËɯÔÌÛÈ×ÏÖÙɀɯÞÏÌÙÌɯÈɯȿÚÌÙÐÌÚɯÖÍɯ

semantically related metaphor vehicles describe the same metaphor topicɀ, and the 

ȿÝÌÏÐÊÓÌÚɯÞÐÓÓɯÉÌɯÊÖÕÚÐÚÛÌÕÛɯÐÕɯÚÖɯÍÈÙɯÈÚɯÛÏÌàɯÊÖÕÛÙÐÉÜÛÌɯÛÖɯÈɯÚÐÕÎÓÌɯÊÖÏÌÙÌÕÛɯÐÔÈÎÌɀɯ

(Charteris-Black, 2016, p. 162). The two brothers are the beans and beanstalks (lines 

1 & 2), the root is (line 3) their same origin  (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).  

I have pinpointed earlier in this chapter that the translatability of metaphors 

depends on whether the source and target readerships perceive the metaphorical 

relations in the same way. In section VI in particular,  I 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 

ÙÌÍÌÙÌÕÊÌɯÛÖɯÏÖÞɯÛÏÌɯ×ÙÖÊÌÚÚɯÖÍɯÊÖÙÙÌÚ×ÖÕËÌÕÊÌȮɯÊÈÓÓÌËɯȿÔÈ××ÐÕÎɀɯÖÍɯÛÏÌ conceptual 

metaphor works . In a mapping relationship,  ÛÏÌɯȿÊÖÕÚÛÐÛÜÌÕÛɯÊÖÕÊÌ×ÛÜÈÓɯÌÓÌÔÌÕÛs of 

ÛÏÌɯÚÖÜÙÊÌɯËÖÔÈÐÕɯÊÖÙÙÌÚ×ÖÕËɯÛÖɯÛÏÌɯÊÖÕÚÛÐÛÜÌÕÛɯÌÓÌÔÌÕÛÚɯÖÍɯÛÏÌɯÛÈÙÎÌÛɯËÖÔÈÐÕɀɯ

(Lakoff and Johnson, as cited in Yanez, 2007, p.2).106 In translation, the target 

readership, like the source-text readership, needs to discern that the source domain 

corresponds to the target domain in the same way. 

It needs to be noted that one cannot always assume a ȿÊÖÕÊÌ×ÛÜÈÓɯÔÌÛÈ×ÏÖÙɀɯ

represented by a mapping relationship will remain ȿstableɀ in a translational 

relationship. I explain the reason below with  the poem just cited that exhibits a 

structure of meaning of the poetic argument of metaphor.  I aim to explore whether  a 

change in the nature of a mapping relation has implications for translatability of the 

metaphorical expression, and do so by referring to  the difference between 

ȿÊÖÕÊÌ×ÛÜÈÓɯÔÌÛÈ×ÏÖÙɀɯÈÕËɯȿÐÔÈÎÌɯÔÌÛÈ×ÏÖÙɀ proposed by Lakoff (1987).  

Again, based upon Lakoff and Johnson (1980), for conceptual metaphor, the 

ȿÔÈ××ÐÕÎɀɯÓÌÈËÚɯÛÖɯÊÖÔ×ÙÌÏÌÕÚÐÖÕɯÖÍɯÈɯÔÌÛÈ×ÏÖÙÐÊÈÓɯÌß×ÙÌÚÚÐÖÕ, and involves  the 

target domain  being understood in t erms of the source domain. For the sake of 

                                                           
106

 The metaphor is hence conceptual ǿƘŜǊŜ ΨƻƴŜ ŘƻƳŀƛƴ ƛǎ ŎƻƴŎŜǇǘǳŀƭƛǎŜŘ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ƻǘƘŜǊΩ όibid).   
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clarity, I will explain again how this works.  ȿ+(%$ɯ(2ɯ ɯ).41-$8ɀȮɯÈɯÙÈÛÏÌÙɯ

prevalent conceptual metaphor in everyday life, for example, is a relationship 

ÞÏÌÙÌɯȿÓÐÍÌɀɯ(target domain) is understood ÐÕɯÛÌÙÔÚɯÖÍɯÈɯȿÑÖÜÙÕÌàɀ (source domain). 

AÚɯ+ÈÒÖÍÍɯȹƕƝƜƛȺɯÏÈÚɯ×ÙÖ×ÖÚÌËȮɯÍÖÙɯÊÖÕÊÌ×ÛÜÈÓɯÔÌÛÈ×ÏÖÙÚȮɯÛÏÌÙÌɯÌßÐÚÛÚɯÈɯȿÚàÚÛÌÔɯÖÍɯ

ÞÖÙËÚɯÈÕËɯÐËÐÖÔÈÛÐÊɯÌß×ÙÌÚÚÐÖÕÚɯÐÕɯÛÏÌɯÓÈÕÎÜÈÎÌɯÞÏÖÚÌɯÔÌÈÕÐÕÎɯÐÚɯÉÈÚÌËɯÖÕɯÛÏÌÔɀɯ

(p.221). And so the said mapping relationship exemplifies how metaphoric 

Ìß×ÙÌÚÚÐÖÕÚɯÓÐÒÌɯȿ2ÓÖÞÐÕÎɯËÖÞÕɯÖÜÙɯÓÐÝÌÚɯÈÓÓÖÞÚɯÛÏÌɯÛÐÔÌɯÈÕËɯÚ×ÈÊÌɯÛÖɯÚÌÌɯÉÌÈÜÛàɯ

ÈÙÖÜÕËɯÜÚɀɯȹ+ÖÌÊÏÕÌÙȮɯÈÚɯÊÐÛÌËɯÐÕɯ*ÌÓÓÌàȮɯƖƔƕƛȮɯɁ"ÏÈÚÐÕÎɯ2ÓÖÞȯɯ"ÖÜÙÈÎÌɯÛÖɯ)ÖÜÙÕÌàɯ

ÖÍÍɯÛÏÌɯ!ÌÈÛÌÕɯ/ÈÛÏɆɯÉàɯ$ÙÐÕɯ+ÖÌÊÏÕÌÙɯÚÌÊÛÐÖÕȮɯ×ÈÙÈȭɯƖȺɯÖÙɯȿ2ÖÔÌÛÐÔÌÚɯÐt takes a 

ÞÙÖÕÎɯÛÜÙÕɯÛÖɯÎÌÛɯàÖÜɯÛÖɯÛÏÌɯÙÐÎÏÛɯ×ÓÈÊÌɀɯȹ'ÈÓÌȮɯÈÚɯÊÐÛÌËɯÐÕɯ,ÜÌÓÓÌÙȮɯƖƔƕƛȮɯƚƙɯ

Inspirational Mandy Hale Quotes section, para. 22) are understood. 

For the poem under consideration, the Chinese idiom ȿËÖÜØÐ-ßÐÈÕÎÑÐÈÕɀɯ(ṗ

ד ; an idiom presenting the metaphor from the poem as discussed later), literally 

ÔÌÈÕÐÕÎɯȿÛÏÌɯÉÌÈÕɯÈÕËɯÉÌÈÕÚÛÈÓÒÚɯɁÍÙàɂɯÌÈÊÏɯÖÛÏÌÙɀȮɯÐÚɯÈÕɯÌß×ÙÌÚÚÐÖÕ used time and 

again in everyday speech, along with other similar Chinese idioms which carry the 

same meaning like  ȿdouqi -randouɀ (ṗ ṗ; literally  ȿbeanstalks are burning the 

beansɀ) or zhudou -ranqi ( ṗ ; literally  ȿcooking beans by burning beanstalksɀ). 

Based upon Lakoffɀs view about conceptual metaphor and its relationship with 

actual examples of conventional expressions in a language, I propose that the 

Chinese idiom s above can be exemplification of a conceptual mapping  relationship 

ȿHURTING ONE ɀS KINDRED IS COOKING  WITH FIREɀ. In such a mapping 

relationship, t he target domain, ȿHURTING ONE ɀS KINDREDɀ, is understood in 

terms of ȿCOOKING  WITH FIREɀ, the source domain. Admittedly , such a mapping 

relationship , though familiar enough for a Chinese readership who knows well the 

idioms just cited,  is ÕÖÛɯȿÎÌÕÌÙÈÓɀɯÌÕÖÜÎÏɯÓÐÒÌɯȿ+(%$ɯ(2ɯ ɯ).41-$8ɀɯwhich  can 

account for comprehension of numerous metaphorical expr essions in English. But 

in any case, I just ÉÙÐÕÎɯÛÖɯÛÏÌɯÍÖÙÌɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯÛÏÌɯÔÈ××ÐÕÎɯÉÌÛÞÌÌÕɯȿCOOKING 

WITH FIREɀɯÈÕËɯȿKILLING ONE ɀS KINDREDɀɯÐÚɯÌßÌÔ×ÓÐÍÐÌËɯÉà actual idioms which 

are parts of the Chinese language ÛÖɯÑÜÚÛÐÍàɯÛÏÌɯÕÈÔÌɯȿÊÖÕÊÌ×ÛÜÈÓɯÔÌÛÈ×ÏÖÙɀ for the 

two domains and their mapping  relationship .  

However, wÏÐÓÌɯ+ÈÒÖÍÍɯÈÕËɯ)ÖÏÕÚÖÕɀÚɯȹƕƝƜƔȺɯ×ÙÖ×ÖÚÈÓɯÐÚɯÊÖÕÍÐÕÌËɯÞÐÛÏÐÕɯ

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 no conventional metaphoric expressions in English  to 

ÉÈÚÌɯÜ×ÖÕɯÛÖɯȿÚÜÚÛÈÐÕɀɯÛÏÌɯÊÖÕÊÌ×ÛÜÈÓɯÔÈ××ÐÕÎ. Specifically, English does not have a 

set of conventional expressions like Chinese to realize the mapping between 

ȿCOOKING WITH FIRE ɀ and ȿKILLING ONE ɀS KINDREDɀ. The metaphor, after 

translation,  has become detached from thÌɯȿÚàÚÛÌÔɯÖÍɯÞÖÙËÚɯÈÕËɯÐËÐÖÔÈÛÐÊɯ

Ìß×ÙÌÚÚÐÖÕÚɀɯÖÍɯÛÏÌɯÚÖÜÙÊÌɯÓÈÕÎÜÈÎÌȮɯÐȭÌȭɯ"ÏÐÕÌÚÌȭ  

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 analyzed in terms of two  images, ȿtormented brotherhood ɀ 

and ȿcooking beans with beanstalksɀ. These images are at least partially similar to 

images that represent the mapping relationship of an ȿimage metaphorɀ as I explain 

below. The example ȿ,àɯÞÐÍÌȱÞÏÖÚÌɯÞÈÐÚÛɯÐÚɯÈÕɯÏÖÜÙÎÓÈÚÚɀɯÉàɯ!ÙÌÛÖÕɯȹÈs cited in 

Lakoff, 1987, p.219) exemplifies the mapping ÖÍɯÈÕɯȿÐÔÈÎÌɯÔÌÛÈ×ÏÖÙɀɯÉÌÊÈÜÚÌȮ 

ÈÊÊÖÙËÐÕÎɯÛÖɯ+ÈÒÖÍÍȮɯÛÏÌɯȿÔÌÕÛÈÓɯÐÔÈÎÌɯÖÍɯÈÕɯÏÖÜÙÎÓÈÚÚɀɯis ȿÔÈ××ÌËɯÖÕÛÖɯÛÏÌɯÔÌÕÛÈÓɯ

ÐÔÈÎÌɯÖÍɯÛÏÌɯȻÉÖËàɯÖÍɯÛÏÌȼɯÞÐÍÌɀɯȹÐÉÐËȺ. The key reason why ȿimage metaphorɀ might 

be a more fitting description for the translated metaphor under consideration is that  

it  is defined as ÈɯȿÖÕÌ-ÚÏÖÛɯÔÈ××ÐÕÎɀɯÞÏÐÊÏɯÐÚɯnot conventionalized, i.e. it is not 

realized as idiomatic expressions in the language concerned as mentioned (ibid, 

p.221). And also, the mapping of an image metaphor, according to Lakoff, concerns 

ÔÌÕÛÈÓɯÐÔÈÎÌÚɯÞÏÐÊÏɯÈÙÌɯȿÊÖÕÝÌÕÛÐÖÕÈÓɀȮɯÈÕËɯÛÏÌɯÔÈ××ÐÕÎɯis based upon similarity 

of the ȿÐÕÛÌÙÕÈÓɯÚÛÙÜÊÛÜÙÌɀɯof the images (ibid, 219). Here an English readership 

should at least find it easy to cognize that the relationship between ȿbeans and 

beanstalksɀȮɯÞÏÐÊÏɯÈÙÌɯfrom the same root, is similar to  a ȿbrotherhoodɀ.   

But then, features of the conceptual metaphor remain for the translated 

metaphor. Again, based upon Lakoff (1987), conceptual metaphors, unlike image 

metaphors, involve understanding the ȿÈÉÚÛÙÈÊÛɯÐÕɯÛÌÙÔÚɯÖÍɯÛÏÌɯÊÖÕÊÙÌÛÌɀ (p. 221), an 

idea also discussed earlier (see p. 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 

ÊÖÕÊÙÌÛÌɯÐÔÈÎÌɯÉÌÊÈÜÚÌɯɀÞÐÍÌɀɯÈÕËɯȿÏÖÜÙÎÓÈÚÚɀɯËÖɯÕÖÛɯÌßÏÐÉÐÛɯËÐÍÍÌÙÌÕÛɯȿËÌÎÙÌÌÚɯÖÍɯ

concretenessɀȭ Furthermore, conceptuÈÓɯÔÌÛÈ×ÏÖÙÚɯÈÙÌɯȿÜÚÌËɯÐÕɯÌÝÌÙàËÈàɯÙÌÈÚÖÕÐÕÎɀɯ

(ibid ). It follows that  even if the mapping  is understood in terms of the images 
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ȿtormented brotherhood ɀ and ȿcooking beans with beanstalksɀ and is considered an 

image metaphor, ÛÏÌɯ×ÙÖÊÌÚÚɯÖÍɯȿcooking beans with beanstalksɀ is the relatively 

concrete source domain ÐÕɯÛÌÙÔÚɯÖÍɯÞÏÐÊÏɯȿtormented brotherhood ɀȮɯÛÏÌɯÙÌÓÈÛÐÝÌÓàɯ

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 

uÚÌËɯÐÕɯȿÙÌÈÚÖÕÐÕÎɀ: a tormented brotherhood is just like a process of cooking beans 

with beanstalks from the same root, a kind of reasoning realized by m etaphorical 

ÙÌÓÈÛÐÖÕÚɯÓÐÒÌɯȿÈÕÈÓÖÎÐÊÈÓɯÙÌÈÚÖÕÐÕÎɀɯËÐÚÊÜÚÚÌËɯÐÕɯ"ÏÈ×ÛÌÙɯƘ (see p. 123-124). Again, 

that the metaphor can be used for reasoning does 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 language for  translation which involves two languages. From the example 

under discussion, a metaphorical expression exemplifying the mapping relationship 

of a conceptual metaphor , after it has been transferred from the source text to the 

target text, becomes an expression not encapsulated by any corresponding 

conceptual mapping  relationship  in the target language. 6ÏÐÓÌɯÈÕɯȿÐÔÈÎÌɯÔÌÛÈ×ÏÖÙɀɯ

seems to be a more fitting name 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 

ȿÊÖÕÊÌ×ÛÜÈÓɯÔÌÛÈ×ÏÖÙɀɯÕÖÙɯȿÐÔÈÎÌɯÔÌÛÈ×ÏÖÙɀɯÊÈÕɯÉÌɯÛÈÒÌÕɯÍÖÙɯÎÙÈÕÛÌËɯÞÏÌÕɯÛÏÌàɯ

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 



210 
 

×ÌÙÚ×ÌÊÛÐÝÌȮɯÈɯ×ÌÙÚ×ÌÊÛÐÝÌɯÞÏÐÊÏɯÏÐÎÏÓÐÎÏÛÚɯÛÏÌɯÔÈÕÐ×ÜÓÈÛÐÖÕɯÖÍɯȿÚÏÈÙÌËÕÌÚÚɀɯÖÙɯ

ȿÚÐÔÐÓÈÙÐÛÐÌÚɀȭɯ(ÕɯÚÖɯÍÈÙɯÈÚɯÊÖÔ×ÙÌÏÌÕÚÐÉÐÓÐÛàɯÖÍɯÛÏÌɯÔÌÛÈ×ÏÖÙical expression is 

realized by both the source and target readership being able to perceive the 

similarities b etween the two images involved (ÏÌÙÌɯÙÌÍÌÙÙÐÕÎɯÛÖɯȿÊÖÖÒÐÕÎɯÉÌÈÕÚɯÞÐÛÏɯ

ÉÌÈÕÚÛÈÓÒÚɀɯÈÕË ȿÛÖÙÔÌÕÛÌËɯÉÙÖÛÏÌÙÏÖÖËɀ) in the same way, the metaphor is 

translatable and becomes a similarity which is shared. For the case under 

consideration, it is  an interesting coincidence that in English the mapping  ȿ -&$1ɯ

(2ɯ+(04(#ɀɯ(mentioned on p. 176), also realized as a similar and only more specific 

relationship  ȿ -&$1ɯ(2ɯ ɯ'.3ɯ%+4(#ɯ(-ɯ ɯ".-3 (-$1ɀɯȹ*ġÝÌÊÚÌÚȮɯƖƔƔƖȮɯ×ȭƝƚȺ, 

is ÌßÌÔ×ÓÐÍÐÌËɯÉàɯÔÌÛÈ×ÏÖÙÐÊÈÓɯÌß×ÙÌÚÚÐÖÕÚɯÓÐÒÌɯÚÖÔÌÖÕÌɯÐÚɯȿÉÖÐÓÐÕÎɯÞÐÛÏɯÈÕÎÌÙɀ. 

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 ȿtormentedɀɯ

ÈÕËɯȿÊÖÖÒÐÕÎɀ after-all. When ȿhot fluid ɀ is associated with anger, then it should not 

ÉÌɯËÐÍÍÐÊÜÓÛɯÛÖɯÈ××ÙÌÊÐÈÛÌɯÛÏÈÛɯȿcookingɀȮɯÞÏÐÊÏɯÈÓÚÖɯÐÕÝolves heat, is associated with 

torment.   ÎÈÐÕȮɯÈÔÖÕÎÚÛɯÈÓÓɯÛÏÌɯÐÕÛÙÐÊÈÊÐÌÚɯÐÕÝÖÓÝÌËɯÐÕɯÐËÌÕÛÐÍàÐÕÎɯȿÊÖÕÊÌ×ÛÜÈÓɯ

ÔÌÛÈ×ÏÖÙɀɯÈÕËɯȿÐÔÈÎÌɯÔÌÛÈ×ÏÖÙɀɯÐÕɯÈɯÛÙÈÕÚÓÈÛÐÖÕÈÓɯÙÌÓÈÛÐÖÕÚÏÐ×ȮɯÞÏÈÛɯÙÌÔÈÐÕÚɯ

significant is what the source and target readership have to share as far as is 

perceivable. In the end, therefore, I 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 speculate, based upon the assumption of shared cognition between 

Chinese and English readers, that the metaphor concerned is comprehensible as well 

as translatable. 

Having confirmed yet further translatability as a basis for the discussion of 

metaphor translation from the argumentative perspective, I continue to elaborate on 

the translation of metaphor as a structure of meaning. In this regard, I argue that 

the key is to capture the network of relationships realized by the elements of the 

poem, in this case the 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 gold-threaded garment as metaphor demonstrates 

that successful transference of the poetic argument depends on whether  the 

ÔÌÛÈ×ÏÖÙÐÊÈÓɯÐÔÈÎÌȮɯÛÏÌɯȿÔÐÊÙÖ-ÛÌßÛÜÈÓɯÔÌÛÈ×ÏÖÙɀ is translated in a way 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 poem to 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, beanstalks, and 

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 in spite of their discrepancies 

in presentation.  

!ÜÛɯÛÏÌÙÌɯÐÚɯÈÕɯÐÚÚÜÌɯÈÚÚÖÊÐÈÛÌËɯÞÐÛÏɯÏÖÞɯÛÏÌɯȿÌßÛÌÕËÌËɯ×ÙÌËÐÊÈÛÐÖÕɀɯÖÍɯÛÏÌɯ

metaphorical image should be interpreted and translated. In this textual metaphor 

as poetic argument there is the verb phrase ȿßÐÈÕÎÑÐÈÕɀɯ(ד ȺɯÐÕɯÓÐÕÌɯƘȭɯɯȿ7ÐÈÕÎɀɯÉÌÐÕÎɯ

ÈÕɯÈËÝÌÙÉɯÏÈÚɯÛÏÌɯÚÌÕÚÌɯȿÔÜÛÜÈÓÓàɀ; alternatively  it is used to modify an action 

ÎÐÝÐÕÎɯÐÛɯÛÏÌɯÚÌÕÚÌɯÖÍɯȿ×ÌÙÛÈÐÕÐÕÎɯÛÖɯÖÕÌɯÚÐËÌɀȭɯ3ÏÌɯ"ÏÐÕÌÚÌɯÚÌÛɯ×ÏÙÈÚÌÚɯȿhaoyan-

xiangquanɀ (ֻṕד ; to persuade/pacify someone with tactful verbal  skills), ȿkuku -

xiangpoɀ ( ד ; to force a person to do something against his/her will), or the 

×ÙÌÊÌËÐÕÎɯÓÐÕÌɯÖÍɯÛÏÌɯÛà×ÐÊÈÓɯÔÌÛÖÕàÔàɯÌßÈÔ×ÓÌɯȿÔàɯÏÌÈÙÛɯÐÚɯÈɯ×ÐÌÊÌɯÖÍɯÐÊÌɯÐÕɯÈɯÑÈËÌɯ

ÊÜ×ɀɯ(ϚѱԜї֯Ӟ ) cited earlier, which is ȿLuoyang qinyou ru xiangwen ɀɯ(♠

хֽד ; should the relatives in Luoyang ask about me), all of these expressions 

ÏÈÝÌɯȿßÐÈÕÎɀɯÛÈÒÐÕÎɯÛÏÌɯÔÌÈÕÐÕÎɯÛÏÈÛɯÛÏÌɯÈÊÛÐÖÕɯ×ÌÙÍÖÙÔÌËɯÐÚɯÜÕÐËÐÙÌÊÛÐÖÕÈÓȭɯ'ÐÚÛÖÙàɯ

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. All 

ÛÙÈÕÚÓÈÛÐÖÕÚɯÏÈÝÌɯÛÏÌɯÔÌÈÕÐÕÎɯÖÍɯȿßÐÈÕÎÑÐÈÕɀɯÛÙÈÕÚÓÈÛÌËɯÈÚɯÈɯunidirectional action: in 

&ÐÓÌÚɀɯÛÙÈÕÚÓÈÛÐÖÕɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƕȺɯÛÏÌɯÉÌÈÕÚÛÈÓÒÚɯÞÏÐÊÏɯÈÙÌɯÉÜÙÕÛɯÈÚɯÍÜÌÓɯÐÕÛÌÕËɯÛÖɯ

ȿÒÐÓÓɀɯÛÏÌɯÉÌÈÕÚɯȿÞÐÛÏɯÈÕÎÌÙɯÏÖÛɀȰɯÐÕɯ8ÜÌɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƖȺɯÛÏÌɯÉÌÈÕÚÛÈÓÒÚɯ

ȿÍÙàɀɯÛÏÌɯÉÌÈÕÚɯȿÌÈÎÌÙÓàɀȰɯ+ÐÜȮɯ7ÜȮɯÈÕËɯ6ÈÕÎɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƗȺɯÙÌÕËÌÙÌËɯÛÏÌɯÚÈÔÌɯÓÐÕÌɯ

ÈÚɯȿÞÏàɯËÖɯàÖÜɯÉÜÙÕɯÞÐÛÏɯÚÌÌÛÏÐÕÎɯÐÙÌɀȮɯÐÔ×ÓàÐÕÎɯÈÓÚÖɯÛÏÈÛɯÛÏÌɯÉÌÈÕÚɯȹÐȭÌȭɯÛÏÌɯÝÌÏÐÊÓÌɯ

for Cao Zhi, the poetȺɯÈÙÌɯȿÝÐÊÛÐÔÐzÌËɀȰɯ7Üɯȹ3ÙÈÕÚÓÈÛÐÖÕɯƘȺɯÈÕËɯ9ÏÜÖɯÈÕËɯ+ÐÜɯ

ȹ3ÙÈÕÚÓÈÛÐÖÕɯƙȺɯÈÙÌɯÕÖɯËÐÍÍÌÙÌÕÛɯÐÕɯÛÏÐÚɯÙÌÎÈÙËɯÞÐÛÏɯÛÏÌÐÙɯÙÌÕËÌÙÐÕÎÚɯȿÞÏàɯÉÖÐÓɯÜÚɯÚÖɯ

ÏÖÛɀɯÈÕËɯȿÞÏÌÙÌÈÛɯÚÏÖÜÓËɯàÖÜɯÉÌÈÙɯÜÚɯÈɯÏÈÛÌɯÚÖɯËÌÌ×ɀɯÙÌÚ×ÌÊÛÐÝÌÓàȭɯ3ÏÌɯÜÕÈÕÐÔÖÜÚɯ

ÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÖÍɯȿßÐÈÕÎÑÐÈÕɀɯas a one-sided action seems, if judged against the 

historical facts referred to above, well -grounded.  But at the same time, the much-

used Chinese idiom derived from this poem, ȿdouci-xiangjianɀ (ṗ ד ) 
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mentioned earlier  ÛÈÒÌÚɯÛÏÌɯÔÌÈÕÐÕÎɯÖÍɯȿÔÜÛÜÈÓɀɯÖÍɯȿßÐÈÕÎɀȮɯÛÏÌɯÔÌÛÈ×ÏÖÙÐÊÈÓɯ

meaning of the idiom being  two brothers (or people who are closely-related) 

represented by the beans ȹȿËÖÜɀȺɯand beanstalks ȹȿÊÐɀȺ are doing harm to each other. In 

fact, the ÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÖÍɯȿÔÜÛÜÈÓÐÛàɀɯÐÚɯ×ÖÚÚÐÉÓÌɯÞÏÌÕɯÛÏÌɯÉÌÈÕÚÛÈÓÒÚȮɯÈÚɯÛÏÌàɯÈÙÌɯ

ȿÍÙàÐÕÎɀɯÛÏÌɯÉÌÈÕÚɯÐÕɯÛÏÌɯ×ÖÛɯȿÌÈÎÌÙÓàɀȮɯÈÙÌɯÈÓÚÖɯÊÈÜÚÐÕÎɯÛÏÌÔÚÌÓÝÌÚɯËÌÚÛÙÜÊÛÐÖÕɯɬ 

such implication is manipulated by later authors, e.g. Lu Xun  (1881-1936) and Guo 

Moruo  (1892-1978), 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.107 3ÈÒÐÕÎɯÐÕÛÖɯÈÊÊÖÜÕÛɯÚÜÊÏɯÈɯÚÌÕÚÌɯÖÍɯȿÔÜÛÜÈÓÐÛàɀɯÖÍɯ

ȿßÐÈÕÎɀȮɯÖÕÌɯÔÈàɯÈÙÎÜÌɯÛÏÈÛ it is possible the poet might have just taken the liberty 

ÛÖɯÐÎÕÖÙÌɯÛÏÌɯÚÌÓÌÊÛÐÖÕÈÓɯÙÌÚÛÙÐÊÛÐÖÕɯÖÍɯÛÏÌɯÞÖÙËɯȿÑÐÈÕɀɯȹÔÌÈÕÐÕÎɯȿÛÖɯÍÙàɀȺ108 in Chinese 

ÈÕËɯÜÚÌËɯÛÏÌɯÈËÝÌÙÉɯȿßÐÈÕÎɀɯÛÖɯÊÖÓÓÖÊÈÛÌɯÞÐÛÏɯÐÛɯÈÕàÞÈàȭ (ÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÖÍɯȿßÐÈÕÎɀɯÈÚɯ

ȿÔÜÛÜÈÓÐÛàɀɯÊÈÕɯÈÓÚÖɯÉÌ rationalized by the possibility that the poet also meant for 

ȿÑÐÈÕɀɯto be ÛÏÌɯÍÐÙÚÛɯÞÖÙËɯÖÍɯÛÏÌɯÛÌÙÔɯȿÑÐÈÕÈÖɀɯȹȰɯÔÌÈÕÐÕÎɯȿÛÖɯÛÖÙÛÜÙÌɀȺɯÐÕɯ"ÏÐÕÌÚÌȮɯ

ÚÖɯȿßÐÈÕÎÑÐÈÕɀɯÞÖÜÓËɯalso mean that the two people concerned are torturing each 

other, making the term a pun. ȿ7ÐÈÕÎÑÐÈÕɀɯhaving two senses 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 sound perfectly natural for the word 

ȿÑÐÈÕɀȮɯÈɯÞÈàɯÖÍɯÊÖÖÒÐÕÎɯÐÕɯ"ÏÐÕÌÚÌȮɯÛÖɯÊÖÓÓÖÊÈÛÌɯÞÐÛÏɯȿßÐÈÕÎɀ with the meaning of 

ȿÔÜÛÜÈÓÐÛàɀȮɯȿÑÐÈÕɀɯÊÈÙÙàÐÕÎɯÛÏÌɯÔÌÈÕÐÕÎɯÖÍɯÛÖÙÛÜÙÌɯÞÐÓÓɯÚÐÛɯÊÖÔÍÖÙÛÈÉÓàɯÞÐÛÏɯÚÜÊÏɯÈɯ

sense. 

'ÖÞɯÛÏÌɯ×ÖÌÛɯÔÐÎÏÛɯÏÈÝÌɯÐÕÛÌÕËÌËɯȿßÐÈÕÎÑÐÈÕɀɯÛÖɯÔÌÈÕɯÐÕɯÛÏÌɯÍÐÙÚÛɯÐÕÚÛÈÕÊÌɯÐÚɯ

ÉÜÛɯÈɯÚ×ÌÊÜÓÈÛÐÖÕɯÖÕÓàȭɯ(ÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÖÍɯÛÏÌɯÛÌÙÔɯȿßÐÈÕÎÑÐÈÕɀɯÈÚ carrying the 

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 

ÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÖÍɯȿÔÜÛÜÈÓÐÛàɀɯÈÛɯÛÏÌɯȿÛÌßÛÜÈÓɀɯÚÛÈÎÌ (discussed in section VII in 

Chapter 5) in the process of translation. In any case, the alleged uncertainty that 

ÌÝÖÓÝÌÚɯÈÙÖÜÕËɯÛÏÌɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÖÍɯȿßÐÈÕÎÑÐÈÕɀɯÈÓÓÖÞÚɯÔÌɯÛÖɯ×ÙÖÉÓÌÔÈÛÐáÌɯÛÏÌɯ

translation of the term by treating it as a potential example of untranslatability. Since the 
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 ¢ƘŜ ǘǿƻ ƭƛƴŜǎΣ ŀǎ ŎƛǘŜŘ ƛƴ tŜƴƎ όнллмύ ŀǊŜ Ψᶺ ᵃ ϠΩ όΨ!ŦǘŜǊ L ŀƳ ōǳǊƴǘΣ ȅƻǳ ŀǊŜ ŎƻƻƪŜŘΩ written by Lu) and 

Ψṗ БכᴊΩ όΨ!ŦǘŜǊ ǘƘŜ ōŜŀƴǎ ŀǊŜ ŎƻƻƪŜŘΣ ǘƘŜ ōŜŀƴǎǘŀƭƪǎ ōŜŎƻƳŜ ŀǎƘŜǎΩ written by Guo) (p.300-301). 
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 Aǎ ŀ ƳŜǘƘƻŘ ƻŦ ŎƻƻƪƛƴƎ ΨƧƛŀƴΩ όǘƻ ŦǊȅύ Ŏŀƴ ƴƻǊƳŀƭƭȅ ƻƴƭȅ ōŜ ǳǎŜŘ ŀǎ ŀ ǳƴƛŘƛǊŜŎǘƛƻƴŀƭ ŀŎǘƛƻƴ ƛƴ /hinese, and hence 
strictly speaking ƛǘ Ŏŀƴƴƻǘ ŎƻƭƭƻŎŀǘŜ ǿƛǘƘ ΨȄƛŀƴƎΩ with its mutual sense. 
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sensÌɯÖÍɯȿÔÜÛÜÈÓÐÛàɀɯÔÈàɯÕÖÛɯÉÌɯÙÜÓÌËɯÖÜÛɯÈÓÛÖÎÌÛÏÌÙȮɯÛÏÌÙÌɯÐÚɯÙÌÈÚÖÕɯÛÖɯÉÌÓÐÌÝÌɯÛÏÈÛɯ

any translator may have accepted this interpretation, but have taken into account 

ÛÏÌɯÍÈÊÛɯÛÏÈÛɯÐÛɯÊÈÕÕÖÛɯÉÌɯÌß×ÙÌÚÚÌËɯÉàɯÈɯÓÐÛÌÙÈÓɯÙÌÕËÌÙÐÕÎɯÓÐÒÌɯȿÛÖɯÍÙàɯÌÈÊÏɯÖÛÏÌÙɀɯÐÍɯ

the translation is to make sense in English. To bring out clearly the meaning of 

ȿÔÜÛÜÈÓÐÛàɀȮɯÛÏÌɯÓÐÕÌɯÕÌÌËÚɯÛÖɯÉÌɯÌß×ÈÕËÌËɯÚÐÎÕÐÍÐÊÈÕÛÓàɯÐÕÛÖɯÚÖÔÌÛÏÐÕÎɯÈÚɯȿÞÏÐÓÌɯ

you are burning me underneath, the cooking also leads to your demise, so the harm 

ËÖÕÌɯÐÚɯÔÜÛÜÈÓɀ, which de facto is an explanatory note, not a translation. When the 

ÛÌÙÔɯȿßÐÈÕÎÑÐÈÕɀ is taken to be a pun ÊÈÙÙàÐÕÎɯÈÓÚÖɯÛÏÌɯÚÌÕÚÌɯÖÍɯȿÛÖÙÛÜÙÌɀ, the 

translator will have to deal with the usual problem of transferring a sound -meaning 

relationship that does not exist in English, the target language. ȿ)ÐÈÕɀɯȹ) with the 

ÚÌÕÚÌɯÖÍɯȿÍÙàÐÕÎɀɯÈÕËɯȿÛÖÙÛÜÙÌɀɯÐÚɯÈɯ"ÏÐÕÌÚÌɯÏÖÔÖÎÙÈ×ÏɯÈÚɯÞÌÓÓɯÈÚɯÏÖÔÖ×ÏÖÕÌɯÞÏÐÊÏɯ

is not translatable unless English has a word which can capture the meaning of 

ȿÊÖÖÒÐÕÎɀɯÈÕËɯȿÛÖÙÛÜÙÌɀɯȹȿÛÖÙÛÜÙÌɀɯÈÚɯÜÕËÌÙÚÛÖÖËɯÐÕɯÛÏÌɯÊÖÕÛÌßÛɯÖÍɯÛÏÐÚɯ×ÖÌÔȺɯÈÛɯÛÏe 

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 original. If understanding a metaphor ÐÕÝÖÓÝÌÚɯÔÈ××ÐÕÎɯȿÛÏÖse 

ÌÓÌÔÌÕÛÚɯÖÍɯÛÏÌɯÚÖÜÙÊÌɯËÖÔÈÐÕȱÖÕÛÖɯÛÏÌɯÛÈÙÎÌÛɯËÖÔÈÐÕȭȭȭÐÕɯÈɯÞÈàɯÛÏÈÛɯ×ÙÌÚÌÙÝÌÚɯ

the overÈÓÓɯÊÖÏÌÙÌÕÊÌɯÖÍɯÛÏÌɯÔÌÛÈ×ÏÖÙɀɯÈÚɯÚÜÎÎÌÚÛÌËɯÉàɯ+ÈÒÖÍÍɯȹas cited in Deignan, 

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 for in the light of the idea of 

partial  ȿÔÈ××ÐÕÎɀɯÉÌÛÞÌÌÕɯÛÏÌɯÚÖÜÙÊÌɯÈÕËɯÛÈÙÎÌÛɯËÖÔÈÐÕ: ȿ2ÖÔÌɯÌÓÌÔÌÕÛÚɯÖÍɯÛÏÌɯ

source domain may have no observable counterparts in the target domain, and so 

will not form part of the mappi ÕÎɀɯȹÐÉÐËȺ, which I put in the context of translation 

and ÉÌÊÖÔÌÚɯȿÚÖÔÌɯÌÓÌÔÌÕÛÚɯÖÍɯÛÏÌɯÛÌßÛÜÈÓɯÔÌÛÈ×ÏÖÙɯÐÕɯÛÏÌɯÚÖÜÙÊÌɯÛÌßÛɯ(like 

ȿßÐÈÕÎÑÐÈÕɀȺɯmay have no observable counterparts in the target text, and so will not 

ÍÖÙÔɯ×ÈÙÛɯÖÍɯÛÏÌɯÔÈ××ÐÕÎɯÐÕɯÛÙÈÕÚÓÈÛÐÖÕɀȭ The difference between the use of 

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 

a ȿÊÏÖÐÊÌɀɯmade ÖÕɯÛÏÌɯ×ÈÙÛɯÖÍɯÛÏÌɯÞÙÐÛÌÙȭɯ%ÖÙɯÌßÈÔ×ÓÌȮɯÛÏÌɯÔÌÛÈ×ÏÖÙÐÊÈÓɯȿÛÏÌɯÚÏÐ×ɯ
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×ÓÖÞÌËɯÛÏÙÖÜÎÏɯÛÏÌɯÚÌÈɀɯȹ'ÖÉÉÚȮɯƕƝƜƕȮɯ×ȭɯƜƙȺȮɯÞÏÌÙÌɯȿ×ÓÖÞÌËɀȮɯÚÜ××ÖÚÌËÓàɯÈÕɯÈÊÛÐÖÕɯ

ÛÏÈÛɯÈ××ÓÐÌÚɯÖÕɯȿÌÈÙÛÏɀȮɯÐÚɯÜÚÌËɯÐÕɯÈɯÊÖÕÛÌßÛɯÖÍɯÛÏÌɯȿÚÌÈɀɯÉàɯÛÈÒÐÕÎɯȿÛÏÌɯ×ÙÖ×ÌÙÛàɯÛÏÈÛɯ

ÛÏÌɯÔÖÛÐÖÕɯȻ×ÓÖÞȼɯÐÚɯÐÕɯÈɯÚÜÉÚÛÈÕÛÐÈÓÓàɯÚÛÙÈÐÎÏÛɯÓÐÕÌɯÛÏÙÖÜÎÏɯÚÖÔÌɯÔÌËÐÜÔɀɯȹÐÉÐËȺȮɯ

and so only the verb and its figurative sense are extracted (intentionally), and the 

ÝÌÙÉɯÐÚɯ×ÜÛɯÐÕɯÈÕɯÐÕÊÖÔ×ÈÛÐÉÓÌɯÊÖÕÛÌßÛɯÈÚɯÛÏÌɯȿÚÌÈɀɯÈÚɯÖ××ÖÚÌË ÛÖɯÛÏÌɯȿÌÈÙÛÏɀ.109 Here 

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 ɬ  for ȿxÐÈÕÎÑÐÈÕɀ to be interpreted with a ȿÔÜÛÜÈÓɀɯÚÌÕÚÌȮɯthe 

mapping will only be partial in a translation because there is no corresponding 

word  in the target language to express that same sense of mutuality that can 

ÊÖÓÓÖÊÈÛÌɯÞÐÛÏɯȿÍÙàɀɯȹȿÑÐÈÕɀȺȮɯÈÕËɯÏÌÕÊÌɯÛÏÌɯ×ÙÌËÐÊÈÛÐÖÕȮɯ×ÈÙÛɯÖÍɯÛÏÌɯÛÌßÛÜÈÓɯÔetaphor 

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 

ȿßÐÈÕÎÑÐÈÕɀɯÈÚɯÈɯ×ÜÕȮɯÓÐÒÌÞÐÚÌȮɯÛÏÌɯÔÈ××ÐÕÎɯÐÚɯÖÕÓàɯ×ÈÙÛÐÈÓɯÉÌÊÈÜÚÌɯÛÏÌɯ×ÙÌËÐÊation 

cannot be transferred in its entirety when there is no word in the English language 

ÞÏÐÊÏɯÊÈÙÙÐÌÚɯÛÏÌɯÛÞÖɯÚÌÕÚÌÚȮɯÐȭÌȭɯȿÛÖɯÍÙàɀɯÈÕËɯȿÛÖɯÛÖÙÛÜÙÌɀɯÈÚɯÐÕÛÌÙ×ÙÌÛÌËɯÐÕɯÛÏÌɯÊÖÕÛÌßÛɯ

of the poem.  

This rather detailed account of the translation  problem of a single term may 

be perceived as a typical example of isolatedness, the discussion of which may be 

seen to defy generalization. However, here the issue is discussed with 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 

ÈÉÖÜÛɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯÛÏÌɯÛÌÙÔɯȿßÐÈÕÎÑÐÈÕɀȮɯit would be the last line of 9ÏÜÖɯÈÕËɯ+ÐÜɀÚ 

translation (Translation 5) which is an obvious departure from the literal sense of 

ȿÑÐÈÕɀɯfor the sake of rhyming ɬ ÜÕÓÐÒÌɯÞÖÙËÚɯÓÐÒÌɯȿÒÐÓÓɀȮɯȿÍÙàɀȮɯȿÉÜÙÕɀȮɯÈÕËɯȿÉÖÐÓɀɯÐÕɯÛÏÌɯ
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 !ƴ ŜȄŀƳǇƭŜ ƻŦ Ŧǳƭƭ ƳŀǇǇƛƴƎ ƛƴŎƭǳŘƛƴƎ ǘƘŜ ǎŜƴǎŜ ƻŦ ǘƘŜ ΨŜŀǊǘƘΩ ǿƛƭƭ ōŜ ŀ ƳŜǘŀǇƘƻǊƛŎŀƭ ŜȄǇǊŜǎǎƛƻƴ ƭƛƪŜ ǘƻ ΨǇƭƻǿ 
ȅƻǳǊ ƻǿƴ ŦƛŜƭŘΩ ƛƴ ǘƘŜ ǇǊŀŎǘƛŎŜ ƻŦ .ǳŘŘƘƛǎƳ, which is important ǿƘŜƴ ǘƘŜ .ǳŘŘƘŀ ƻƴƭȅ ΨǎƘƻǿǎ ǘƘŜ ǿŀȅΩ ŦƻǊ ȅƻǳ 
(Kozak, n.d.). 
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other translations which either carry the same meaning or are at least semantically 

ÈÚÚÖÊÐÈÛÌËɯÞÐÛÏɯȿÑÐÈÕɀȮɯȿÏÈÛÌɀɯÐÕɯ9ÏÜÖɯÈÕËɯ+ÐÜɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚɯÚÖɯËÐÍÍÌÙÌÕt from the 

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 a judgment made with reference to any personal taste, as in I 

×ÌÙÊÌÐÝÌɯȿÏÈÛÌɀɯÛÖɯÉÌɯÈɯÞÖÙËɯÛÏÈÛɯÐÚɯÕÖÛɯÎÖÖËɯÖÙɯȿ×ÖÌÛÐÊɀ enough,110 but with reference 

to accuracy of the meaning of words in the construction and transference of the poetic 

argument. In this regard, t he 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 I 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, I still a gree to 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 not have to be unËÌÙÚÛÖÖËɯÐÕɯÛÌÙÔÚɯÖÍɯȿÚÛÙÐÊÛɯÚÌÔÈÕÛÐÊɯÌØÜÐÝÈÓÌÕÊÌɀɯÉÜÛɯÊÈÕɯ

ÐÕÚÛÌÈËɯÉÌɯÈɯȿÉÙÖÈËÌÙȮɯÈ××ÙÖßÐÔÈÛÌɯÌØÜÐÝÈÓÌÕÊÌɀɯȹ!ÏÈÎÈÛɯȫɯ'ÖÝàȮɯƖƔƕƗȮɯ×ȭƘƚƗȺɯ

ËÌÍÐÕÌËɯÐÕɯÛÌÙÔÚɯÖÍɯȿÚàÕÖÕàÔɯÚÜÉÚÛÐÛÜÛÐÖÕÚɀɯȹÐÉÐËȮɯ×ȭɯƘƚƙȺɯÈÕËɯȿÚÌÔÈÕÛÐÊɯÐÔ×ÓÐÊÈÛÐÖÕÚɀɯ

(ibid, p.468) as translations for ÛÏÌɯ×ÖÌÔɯÖÕɯȿÑÐÕÓÖÜàÐɀɯin this chapter demonstrate 

ȹÌȭÎȭɯȿÎÖÓË-ÛÏÙÌÈËÌËɯÎÈÙÔÌÕÛɀɯÏÈÚɯÛÏÌɯÚÌÕÚÌɯÖÍɯȿÞÌÈÓÛÏɀɯÈÕËɯȿÌß×ÌÕÚÐÝÌɀɯÐÔ×ÓÐÌËȺ. As 

for the doubt that transference of the form -meaning relationship is no guarantee of 

faithfulness to the meaning of the source text, I am referring to the fact that 

ÙÌÎÈÙËÐÕÎɯÛÏÌɯȿÊÖÕÛÙÖÓɀɯÖÍɯÛÏÌɯ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛɯÖÍɯÔÌÛÈ×ÏÖÙɯÈÚɯÈɯÚÛÙÜÊÛÜÙÌɯÖÍɯ
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 5ŀǾƛŜΩǎ (1967) suggests ǘƘŀǘ ǘƘŜǊŜ ƛǎ ƴƻ ǎǳŎƘ ǘƘƛƴƎ ŀǎ ΨǳƴǇƻŜǘƛŎ ŘƛŎǘƛƻƴΩ: fƻǊ ƘƛƳ ƛǘ ƛǎ ŀȄƛƻƳŀǘƛŎ ǘƘŀǘ άǘƘŜǊŜ ŀǊŜ 
ƴƻ ǇƻŜǘƛŎŀƭ ŀƴŘ ƴƻ ǳƴǇƻŜǘƛŎŀƭ ǿƻǊŘǎέ όǇΦ ммύ, and that ΨŎŜǊǘŀƛƴƭȅ ŀƭƭ ǿƻǊŘǎ ŀǊŜ ǇƻǘŜƴǘƛŀƭƭȅ ǇƻŜǘƛŎŀƭΩ όƛōƛŘύΦ Based on 
5ŀǾƛŜΩǎ ǾƛŜǿ L ŀǊƎǳŜ ǘƘŀǘ ōȅ ǘƘŜ ǎŀƳŜ ǘƻƪŜƴ ǿƻǊŘǎ ǳǎŜŘ ƛƴ ŀ ǇƻŜǘǊȅ ǘǊŀƴǎƭŀǘƛƻƴ ŀǊŜ ƧǳŘƎŜŘ ƴƻǘ ŀŎŎƻǊŘƛƴƎ ǘƻ 
ǿƘŜǘƘŜǊ ǘƘŜȅ ǎƻǳƴŘ ΨǇƻŜǘƛŎŀƭΩΣ ōǳǘ ǿƘŜǘƘŜǊ ǘƘŜȅ ŀǊŜ ǳǎŜŘ ƛƴ ŀ ǿŀȅ ǎǳŎƘ ǘƘŀǘ ǘƘŜ ǇƻŜǘƛŎ ŀǊƎǳƳŜƴǘ is conveyed as 
far as possible.           
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meaning, there is no specification on how far the 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 

ÛÏÌɯÛÈÙÎÌÛɯ×ÖÌÔȭɯ(ÛɯÐÚɯÐÕɯÊÈÚÌÚɯÈÚɯÚÜÊÏɯÛÏÈÛɯÛÏÌɯÉÖÜÕËÈÙàɯÉÌÛÞÌÌÕɯÈÕɯȿÈËÈ×ÛÈÛÐÖÕɀɯ

and a translation proper  can become unclearȭɯ/ÌÛÌÙɯ2ÛÈÔÉÓÌÙɀÚ translation of the 

following poem by Han Shan, the Buddhist monk poet of the Tang Dynasty is a case 

in point, which I put side -by-side with a literal translation for comparison:   

Ѝ     

1. ῧ Ȳ   

2. ѣ Л∕ȴ 

3. ϢȲ 

4. Ϛ ֯ȴ  

5. ῧ Ȳ 

6. Ϣ Ḃȴ  

7. Эѡ Ȳ 

8. ὓ Є ȴ 

   

Han Shan 

1. peach  blossoms   want  through summer 
2. wind   moon   hurry  not  wait 

3. visit (v.) find   Han*  times  people 

4. like-this not   one  ge (quan.)  exist 
5. morning  morning (every morning) flowers  move  fall 
6. year   year (every year)  people   move  change 
7. today  ï    raise  dust  place 
8. past  times    was  big  sea 

 

*Han is an imperial Dynasty in China. 

A literal translation:  

1. The peach blossoms yearn to live through a summer. 
2. They fail to sustain under the urging of the wind and the moon. 
3. If one tries to find any one from Han Dynasty, 
4. He will find that none still stays around. 

5. Morning after morning, the blossoms fly and fall. 
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6. Year after year, people move and change. 
7. The place where dust rises today 
8. Was once a vast ocean. 

 

(X. Lin, 2006, p. 104) 

/ÌÛÌÙɯ2ÛÈÔÉÓÌÙɀÚɯÛÙÈÕÚÓÈÛÐÖÕȯ 

1. Peach blossoms yearn for a summerôs life, 
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. In the fire that livens my motherôs ashes 
7. When I 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 

×ÖÌÛÐÊɯÔÌÚÚÈÎÌɯȿÛÐÔÌɯÍÓÐÌÚɀɯÊÖÕÚÛÐÛÜÛÌËɯÉàɯÈɯÚÌÙÐÌÚɯÖÍɯÐÔÈÎÌÚȭɯ(ÕɯÛÏÌɯ×ÙÌÚÌÕÛɯ

discussion I highlight the third couplet (lines 5 -6). It is argued ÛÏÈÛɯ2ÛÈÔÉÓÌÙɀÚɯ

ÙÌÓÈÛÐÝÌÓàɯÍÙÌÌɯÙÌÕËÌÙÐÕÎɯÉàɯÙÌ×ÓÈÊÐÕÎɯÛÏÌɯÐÔÈÎÌÚɯÖÍɯÛÏÌɯÖÙÐÎÐÕÈÓɯȹȿÉÓÖÚÚÖÔÚɀɯÈÕËɯ

ȿ×ÌÖ×ÓÌɀȺɯÈÓÛÖÎÌÛÏÌÙɯÞÐÛÏɯÛÏÖÚÌɯÈÚÚÖÊÐÈÛÌËɯÞÐÛÏɯÏÐÚɯ×ÌÙÚÖÕÈÓɯÌß×ÌÙÐÌÕÊÌɯȹȿÉÖÖÒɯ

ÓÌÈÝÌÚɀɯÈÕËɯÏÐÚɯȿÔÖÛÏÌÙɀÚɯÈÚÏÌÚɀȺɯÐÚɯÈÕɯÌßÈÔ×ÓÌɯÖÍɯȿÈÌÚÛÏÌÛÐÊɯÊÖÏÌÙÌÕÊÌɀɯȹibid , p.106), 

ÐÕɯÛÏÈÛɯÛÏÌɯÙÌ×ÓÈÊÌÔÌÕÛɯËÖÌÚɯÕÖÛɯÈÍÍÌÊÛɯÛÏÌɯȿÌÔÖÛÐÖÕÈÓɯÒÌÙÕÌÓɀɯȹibid, p.103) of the 

poem and still coheres with the rest of the poem in conveying the poetic message. 

3ÈÒÐÕÎɯÐÕÛÖɯÈÊÊÖÜÕÛɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯÈɯ×ÈÙÈ×ÏÙÈÚÌɯÊÈÕɯÉÌɯÈɯȿÉÙÖÈËÌÙȮɯÈ××ÙÖßÐÔÈÛÌɯ

ÌØÜÐÝÈÓÌÕÊÌɀɯmentioned before which is in line with the understanding that strict 

literal translation of metaphorical images is som etimes given up, I argue that one is 

still in a position to determine if the translator has , having taken other linguistic and 

aesthetic concerns into account, manipulated the similarities between the source 

and target language as far as possible ɬ for the 'ÈÕɯ2ÏÈÕɯ×ÖÌÔɯÈÉÖÝÌȮɯ2ÛÈÔÉÓÌÙɀÚɯ

translation has opted for a complete change of 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 target readership to 

understand the message: ȿbÓÖÚÚÖÔÚɀɯÈÕËɯȿ×ÌÖ×ÓÌɀ, which are images symbolizing 
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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.  

XII.  Metaphor as poetic argument and the new translation theory  

 My discussion in this chapter chiefly concerns the justifiability of different 

translation methods for translatable metaphors in the light of the argumentative 

perspective. In other words, their transference from the argumentative perspective 

ÐÚɯÈÓÚÖɯȿÚÐÔÐÓÈÙÐÛà-ÉÈÚÌËɀɯÞÐÛÏɯÛÏÌɯÈÓÓÖÞÈÕÊÌɯÖÍɯÍÓÌßÐÉÐÓÐÛàȭɯ3ÏÌɯÍÖÊÜÚɯÖÕɯÚÐÔÐÓÈÙÐÛÐÌÚɯÐÚɯ

presented as a control, but unlike sequential structure and repetition, metaphor as a 

ÚÛÙÜÊÛÜÙÌɯÐÚɯÍÖÙÔÓÌÚÚȮɯÙÌÕËÌÙÐÕÎɯÛÏÌɯÊÖÕÛÙÖÓɯÛÖɯÈɯÛÙÈÕÚÓÈÛÖÙɯÚÖÔÌÞÏÈÛɯȿÐÕÝÐÚÐÉÓÌɀȭɯ Ûɯ

ÛÏÌɯÚÈÔÌɯÛÐÔÌȮɯÚÜÊÏɯÈɯȿÍÖÙÔÓÌÚÚɯÊÖÕÛÙÖÓɀɯÖÍɯÛÏÌɯ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛɯÖÍɯÔÌÛÈ×ÏÖÙɯÐÚȮɯÑÜÚÛɯ

like sequential structure and repetition, not a straitjacket be cause it gives the 

translators room to manoeuvre so long as the sense relations in a translation  remain 

the same as those of the source poem and give rise to the same meaning, the poetic 

message. The additional control factor as prose paraphrase is, as is the 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 

ȿÚÐÔÐÓÈÙÐÛÐÌÚɀɯÈÕËɯÈÓÓÖÞÐÕÎɯÍÖÙɯȿÍÓÌßÐÉÐÓÐÛÐÌÚɀɯÈÙÌɯÉÖÛÏɯËÌÔÖÕÚÛÙÈÛÌËɯÈÕËɯÈÙÎÜÌËɯÍÖÙ 

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 aspect contributes 

to a simple and accommodating theory of poetry translation.   

XIII.  Summary of chapter   

In this chapter, I 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 I 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 i n 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 I have explored how 

metaphor can be perceived as a textual phenomenon and therefore a structure of 

meaning, and by manipulating  the relationship traditionally acknowledged 

between metaphor and argumentation, I  have ËÐÚÊÜÚÚÌËɯÛÏÌɯÕÖÛÐÖÕɯȿÛÙÜÛÏɀɯÈÚɯÈɯ

component of meaning of the poetic argument of metaphor, and explained what it 

meaÕÚɯÍÖÙɯÈɯÔÌÛÈ×ÏÖÙɯÛÖɯÊÖÕÝÌàɯȿÛÙÜÛÏɀɯin a translation successfully in the light of 

the argumentative perspective. With an actual example of textual metaphor, I 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 translational 

relationship is immaterial . Based on such an idea of translatability, I have tried to 

demonstrate further how one can account for the consistencies amongst different 

translation s by basing on the fact that they have transferred the structure of 

meaning of the source, as well as one can explain how their discrepancies can be 

considered justifiable/unjustifiable. I 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 

ÚÜÉÚÛÈÕÛÐÈÛÌɯ ÛÏÌɯ ÍÌÈÛÜÙÌÚɯ ÖÍɯ ȿÚÐÔ×ÓÐÊÐÛàɀɯ ÈÕËɯ ÉÌÐÕÎɯ ȿÈÊÊÖÔÔÖËÈÛÐÕÎɀɯ ÞÏÐÊÏɯ

characterize the new translation theory.  

   "ÏÈ×ÛÌÙɯƛȮɯÞÏÐÊÏɯÙÌ×ÙÌÚÌÕÛÚɯÛÏÌɯÍÐÕÈÓɯÈÚ×ÌÊÛɯÖÍɯÛÏÌɯ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛɯÖÍɯÛÏÐÚɯ

ÛÏÌÚÐÚȮɯÐÚɯÞÏÌÙÌɯ×ÖÌÛÙàɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚÚÜÌÚɯÈÙÌɯ×ÙÌÚÚÌËɯÍÜÙÛÏÌÙɯÛÏÙÖÜÎÏɯÈɯËÐÚÊÜÚÚÐÖÕɯÖÍɯ

ÛÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛɯÈÚɯÐÔÈÎÌÙàɯÍÖÙɯÛÏÌɯÍÜÙÛÏÌÙɯÚÜÉÚÛÈÕÛÐÈÛÐÖÕɯÖÍɯÔàɯ

ÙÌÚÌÈÙÊÏɯ ÛÏÌÚÐÚȭɯ (Ûɯ ÈÓÚÖɯ ÚÌÙÝÌÚɯÈÚɯÛÏÌɯ ÍÐÕÈÓɯ ÌßÈÔ×ÓÌɯ ÛÖɯ ËÌÔÖÕÚÛÙÈÛÌɯ ÏÖÞɯ ÛÏÌɯ

ÈÙÎÜÔÌÕÛÈÛÐÝÌɯ×ÌÙÚ×ÌÊÛÐÝÌɯÊÖÕÛÙÐÉÜÛÌÚɯÛÖɯÛÏÌɯÍÐÌÓËɯÖÍɯÛÙÈÕÚÓÈÛÐÖÕɯÚÛÜËÐÌÚȮɯÈÕËɯÈÚɯÈɯ

×ÙÌÓÜËÌɯÛÖɯÛÏÌɯÊÓÖÚÐÕÎɯÖÍɯÛÏÐÚɯÚÛÜËàȭ 
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CHAPTER 7 

Fourth Aspect of the Poetic Argument: Imagery  

I.  Introduction  

In this chapter, whi ch is penultimate to the conclusion, I present the final aspect of 

ÛÏÌɯ×ÖÌÛÐÊɯÈÙÎÜÔÌÕÛȯɯÐÔÈÎÌÙàȭɯ2ÐÕÊÌɯÛÏÌɯÚÌÕÚÌÚɯÖÍɯȿÔÌÛÈ×ÏÖÙɀɯÈÕËɯȿÐÔÈÎÌÙàɀɯÖÝÌÙÓÈ×Ȯɯ

I 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 I give an account of the differences between 

imagery and metaphor in order to justify discussing imagery as poetic argument 

separately. Following that, I focus on examples of imageries in juxtaposition in 

classical Chinese poetry, and explain how their translations have been handled and 

analyzed, based upon which I evaluate the translation of poetic argument as 

imageries from the argumentative perspective. This chapt er 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 I propose how the 

controversies involved can be considered in the light of the argumentative 

perspective.  

Following is  the view of Samuel Taylor Coleridge (1772-1834) on the 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 I 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 poetic argument. 

II.  Metaphor and imagery ɬ their similarities  

To justify a separate discussion on the translation of imagery, I need to demonstrate 

that metaphors and imageries are different. But at the same time, for the sake of 

giving a balanced account I would take into consideration their similarities, 

ÈÔÖÕÎÚÛɯÞÏÐÊÏɯÐÚɯÛÏÌɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÉÌÛÞÌÌÕɯȿÐÔÈÎÌɀɯÈÕËɯÈɯȿÔÌÛÈ×ÏÖÙÐÊÈÓɯÕÈÛÜÙÌɀȮɯ

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 metaphor, a 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 

the employment of imageryȯɯȿ,ÌÛÈ×ÏÖÙÚȱÔÈàɯÞÌÓÓɯÉÌɯÚÜÉÛÓàɯÐÕÍÓÜÌÕÊÐÕÎɯÜÚɯÔÖÙÌɯÛÏÈÕɯ

we realise. We unconsciously absorb their images ÈÕËɯÜÕËÌÙÓàÐÕÎɯÈÚÚÜÔ×ÛÐÖÕÚɀɯ

(Jensen, 1983, p. 201; my emphasis), or that simply metaphor may be defined in 

terms of ÐÔÈÎÌÙàȯɯȿ6ÏÌÕɯÍÐÎÜÙÈÛÐÝÌɯÓÈÕÎÜÈÎÌɯȹÓÐÒÌɯÔÌÛÈ×ÏÖÙɯÖÙɯÚÐÔÐÓÌȺɯ×ÙÖÝÐËÌÚɯÈɯ

picture that evokes thÌɯÚÌÕÚÌÚȮɯÞÌɯÊÈÓÓɯÛÏÐÚɯÐÔÈÎÌÙàɀɯȹ!ÓÈÕÒɯȫɯ*ÈàȮɯÕȭËȭȮɯ×ÈÙÈȭɯƗ; 

original parentheses). Lewis (1947) cited above ÈÊÒÕÖÞÓÌËÎÌÚɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯȿÛÏÌɯ

image ÐÚɯÛÏÌɯÊÖÕÚÛÈÕÛɯÐÕɯÈÓÓɯ×ÖÌÛÙàɀɯÈÕËɯÛÏÈÛɯȿÌÝÌÙàɯ×ÖÌÔɯÐÚɯÐÛÚÌÓÍɯÈÕɯÐÔÈÎÌɀȮɯÈÕËɯ

ËÌÚ×ÐÛÌɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯȿ3ÙÌÕËÚɯÊÖme and go, diction alters, metrical fashions change, 

even the elemental subject-ÔÈÛÛÌÙɯÔÈàɯÊÏÈÕÎÌɯÈÓÔÖÚÛɯÖÜÛɯÖÍɯÙÌÊÖÎÕÐÛÐÖÕȿȮɯÐÛɯÐÚɯÛÏÌɯ

ȿmetaphorɀɯÞÏÐÊÏɯÙÌÔÈÐÕÚɯȹ×ȭƕƛȺȭɯ6ÏÈÛɯÊÈÕɯÉÌɯÚÌÌÕɯÐÕɯÛÏÌɯÍÖÙÌÎÖÐÕÎɯÈÊÊÖÜÕÛɯÐÚɯÈɯÊÈÚÌɯ

of terminological confusion because +ÌÞÐÚɯÛÙÌÈÛÚɯÏÐÚɯÛÞÖɯÐËÌÈÚȮɯÐȭÌȭɯȿimage is the 

ÊÖÕÚÛÈÕÛɯÐÕɯÈÓÓɯ×ÖÌÛÙàɀɯÈÕËɯȿÛÏÌɯmetaphor ÙÌÔÈÐÕÚɀɯÛÖɯÉÌɯÛÏÌɯÚÈÔÌȮɯÜÚÐÕÎɯÛÏÌɯÛÞÖɯ

ÞÖÙËÚɯȿÐÔÈÎÌɀɯÈÕËɯȿÔÌÛÈ×ÏÖÙɀɯÐÕÛÌÙÊÏÈÕÎÌÈÉÓàȭɯ ÕÖÛÏÌÙɯÌßÈÔ×ÓÌɯÞÏÐÊÏɯÔÈÒÌÚɯÕÖɯ

differentiation between the two terms is Yeh (1982): when referring to 
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6ÖÙËÚÞÖÙÛÏɀÚɯLucy ×ÖÌÔȮɯÚÏÌɯÔÌÕÛÐÖÕÚɯȿÐÔÈÎÌÚɯÖÍɯÛÏÌɯÝÐÖÓÌÛɀɯÈÕËɯÛÏÌɯȿÐÔÈÎÌɯÖÍɯÈɯ

ÚÐÕÎÓÌɯÚÛÈÙɀɯȹ×ȭƗȺȮɯÞÏÐÊÏɯÈÙÌɯÌÝÌÕÛÜÈÓÓàɯÓÈÉÌÓÓÌËɯÈÚɯȿÔÌÛÈ×ÏÖÙÚɀɯÖÍɯÛÏÌɯȿÝÐÖÓÌÛɀɯÈÕËɯÛÏÌɯ

ȿÚÛÈÙɀɯȹ×ȭƘȺɯÙÌÚ×ÌÊÛÐÝÌÓàȭɯ(ÕɯÚÖɯËÖÐÕÎȮɯÐÛɯÔÈàɯÉÌɯÚÈÐËɯÚÏÌɯÐÕËÐÙÌÊtly acknowledges the 

fact that the two words are substitutable for each other.  A Tang poetry example also 

demonstrates such a lack of clear demarcation between the two notions, which is a 

couplet in a lüshi (regulated verse), Yangtze and Han (Jianghan; ᴂ ) written by Du Fu  

ɬ iÛɯÙÌÈËÚɯȿѡї ᶇȲּו ɀɯȹȿ2ÌÛÛÐÕÎɯÚÜÕȮɯÏÌÈÙÛɯÚÛÐÓÓɯÏÈÓÌȰɯ ÜÛÜÔÕɯÞÐÕËȮɯ

ȻÍÙÖÔȼɯÚÐÊÒÕÌÚÚɯÈÉÖÜÛɯÛÖɯÙÌÝÐÝÌɀɯȻ*ÈÖɯȫɯ,ÌÐȮɯƕƝƛƜȮɯ×ȭɯƖƝƔȼȺȭɯThe two lines, according 

to Kao and Mei, present a contrast between the symbols of decline ȹÛÏÌɯȿÚÌÛÛÐÕÎɯÚÜÕɀɯ

ÈÕËɯȿÈÜÛÜÔÕɯÞÐÕËɀȺɯÈÕËɯvitality  ȹÛÏÌɯȿÏÌÈÙÛɀɯÞÏÐÊÏɯÐÚɯȿÏÈÓÌɀɯÈÕËɯÛÏÌɯÙÌÝÐÝÈÓɯÍÙÖÔɯ

ÚÐÊÒÕÌÚÚȺȭɯ0ÜÐÛÌɯÖÉÝÐÖÜÚÓàȮɯÉÖÛÏɯÛÏÌɯȿÚÌÛÛÐÕÎɯÚÜÕɀɯÈÕËɯȿÈÜÛÜÔÕɯÞÐÕËɀɯ×ÖÐÕÛɯÈÛɯ

something other than the imagery perceived in nature, hence their metaphorical 

ÐÔ×ÖÙÛȯɯȿ2ÌÛÛÐÕÎɯÚÜÕɀɯÏÈÚɯÛÏÌɯÊÖÔÔÖÕɯÊÖÕÕÖÛÈÛÐÖÕɯÖÍɯÖÓËɯÈÎÌȮɯÈÕËɯȿÈÜÛÜÔÕɯÞÐÕËɀɯÈɯ

ÚÐÔÐÓÈÙɯÈÚÚÖÊÐÈÛÐÖÕɯÞÐÛÏɯÛÏÌɯÍÐÕÈÓɯÚÛÈÎÌɯÖÍɯÛÏÌɯÓÐÍÌɯÊàÊÓÌɯȹȿÈÜÛÜÔÕɀɯÐÚɯÈɯÛÐÔÌɯ

approaching the end of a year). The fact that these two images are at the same time a 

metaphor is typical ËÌÔÖÕÚÛÙÈÛÐÖÕɯÖÍɯȿÔÌÛÈ×ÏÖÙɀɯÈÕËɯȿÐÔÈÎÌÙàɀɯÏÈÝÐÕÎɯÛÏÌɯÚÈÔÌɯ

reference.  

(Õɯ×ÈÚÚÐÕÎȮɯ(ɯÕÌÌËɯÛÖɯ×ÖÐÕÛɯÖÜÛɯ(ɯÈÔɯÈÞÈÙÌɯÖÍɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯȿÐÔÈÎÌɀɯÈÕËɯ

ȿÐÔÈÎÌÙàɀɯÏÈÝÌɯÉÌÌÕɯÜÚÌËɯÐÕÛÌÙÊÏÈÕÎÌÈÉÓàɯÐÕɯÛÏÌɯÍÖÙÌÎÖÐÕÎɯÈÊÊÖÜÕÛȮɯÈÕËɯÛÏÌàɯÞÐÓÓɯ

be so used in this research study without my ignoring their differences altogether. I 

×ÜÛɯÛÏÌɯÞÖÙËɯȿÐÔÈÎÌÙàɀɯȹÈÕËɯÕÖÛɯȿÐÔÈÎÌɀȺɯÚÐËÌ-by-ÚÐËÌɯÞÐÛÏɯȿÔÌÛÈ×ÏÖÙɀɯÐÕɯÛÏÌɯÛÐÛÓÌɯ

for this section because both notions refer to the rhetorical deviceȯɯÐÔÈÎÌÙàɯÐÚɯȿ3ÏÌ use 

of words or pictures in books,  ÍÐÓÔÚȮɯ×ÈÐÕÛÐÕÎÚȮɯÌÛÊȭɯÛÖɯËÌÚÊÙÐÉÌɯÐËÌÈÚɯÖÙɯÚÐÛÜÈÛÐÖÕÚɀȮɯ

ÈÕɯÌßÈÔ×ÓÌɯÉÌÐÕÎɯȿThe imagery in the poem ÔÖÚÛÓàɯÙÌÓÈÛÌÚɯÛÖɯËÌÈÛÏɀɯȹɁ(ÔÈÎÌÙàɂȮɯÕȭËȭȰɯ

ÔàɯÌÔ×ÏÈÚÐÚȺȮɯÞÏÐÓÌɯÔÌÛÈ×ÏÖÙɯȿÈÕɯÌß×ÙÌÚÚÐÖÕȮɯÖÍÛÌÕɯÍÖÜÕËɯÐÕɯÓÐÛÌÙÈÛÜÙÌȮɯÛÏÈÛɯ

describes a person or object by referring to something that is considered to have 

ÚÐÔÐÓÈÙɯÊÏÈÙÈÊÛÌÙÐÚÛÐÊÚɯÛÖɯÛÏÈÛɯ×ÌÙÚÖÕɯÖÙɯÖÉÑÌÊÛɀɯȹɁ,ÌÛÈ×ÏÖÙɂȮɯÕȭËȭȺȮɯÞÏÐÊÏɯ(ɯÊÈÕɯ

ÙÌ×ÏÙÈÚÌɯÈÚɯȿÈÕɯÌß×ÙÌÚÚÐÖÕɯÍÖÜÕËɯÐÕɯÓÐÛÌÙÈÛÜÙÌɯÞÏÐÊÏɯÐÚɯused to describe a person or 

ÖÉÑÌÊÛȱɀɯÛÖɯÔÈÒÌɯÌß×ÓÐÊÐÛɯÐÛÚɯÚÌÕÚÌɯÈÚɯÈɯÙÏetorical device employed by a writer. In 

ÊÖÔ×ÈÙÐÚÖÕɯÛÖɯȿÐÔÈÎÌÙàɀȮɯȿÐÔÈÎÌɀɯÚÌÌÔÚɯÛÖɯÉÌɯÙÌÓÈÛÐÝÌÓàɯÔÖÙÌɯÊÖÕÊÙÌÛÐáÌËɯÐÕɯÛÏÈÛɯÐÛɯ

actually ËÌÕÖÛÌÚɯȿÛÏÐÕÎÚɀȮɯtypically those in the real world. 111 As a poetic feature it is 

ÛÏÌɯȿÑÜßÛÈ×ÖÚÐÛÐÖÕɯÖÍɯÐÔÈÎÌÚɀȮɯÈÕËɯÕÖÛɯȿÐÔÈÎÌÙàɀɯÛÏÈÛɯÐÚɯÈɯÔÖÙÌɯÊÖÔÔÖÕɯ
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 Images in reality is different from, say, mental images. 
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collocation,112 ×ÖÚÚÐÉÓàɯÉÌÊÈÜÚÌɯȿÐÔÈÎÌÚɀɯÏÈÚɯÈɯÔÌÈÕÐÕÎɯÔÖÙÌɯËÐÙÌÊÛÓàɯÙÌÓÈÛÌËɯÛÖɯ

ȿ×ÐÊÛÖÙÐÈÓɯÙÌ×ÙÌÚÌÕÛÈÛÐÖÕɀȮɯÈÕËɯÛÏÈÛɯÐÛɯÐÚɯÈɯÞÖÙËɯÜÚÌËɯÖÍÛÌÕɯÐÕɯÛÏÌɯÊÖÕÛÌßÛɯÖÍɯ

ÊÐÕÌÔÈÛÖÎÙÈ×ÏàɯÖÙɯ×ÏÖÛÖÎÙÈ×ÏàȮɯÞÏÐÊÏɯÔÈÒÌÚɯÐÛɯÌÈÚÐÌÙɯÛÖɯ×ÌÙÊÌÐÝÌɯȿÐÔÈÎÌÚɀȮɯÐȭÌȭɯÛÏÌɯ

ÈÊÛÜÈÓɯȿ×ÐÊÛÜÙÌÚɀɯÈÚɯÉÌÐÕÎɯÐÕɯÑÜßÛÈ×ÖÚÐÛÐÖÕȭɯ!ÜÛɯÊÌÙÛÈÐÕÓàɯȿÐÔÈÎÌɀɯÈÕËɯȿÐÔÈÎÌÙàɀɯÈÙÌɯ

ÌßÊÏÈÕÎÌÈÉÓÌɯÈÛɯÛÐÔÌÚȯɯÍÙÖÔɯÛÏÌɯÌßÈÔ×ÓÌɯÖÍɯȿÐÔÈÎÌÙàɀɯÜÚÌËɯÐÕɯÛÏÌɯÚÌÕÛÌÕÊÌɯÍÙÖÔɯÛÏÌɯ

ÚÖÜÙÊÌɯÊÐÛÌËɯÈÉÖÝÌȮɯȿÐÔÈÎÌÚɀɯÞÐÓÓɯÉÌɯÈÕɯÌØÜÈÓÓàɯÍÐÛÛÐÕÎɯÞÖÙËɯÐÕɯÛÏÌɯÚÈÔÌɯÚÓÖÛȯɯȿ3ÏÌɯ

ÐÔÈÎÌÙàɯȻÐÔÈÎÌÚȼɯÐÕɯÛÏÌɯ×ÖÌÔɯÔÖÚÛÓàɯÙÌÓÈÛÌɯÛÖɯËÌÈÛÏɀȭɯ ÓÓɯÐÕɯÈÓÓȮɯÐÛɯÐÚɯÛÏÙÖÜÎÏɯrelying  

ÖÕɯÛÏÌɯÌÈÚÌɯÛÖɯÈÚÚÖÊÐÈÛÌɯÉÖÛÏɯȿÐÔÈÎÌÚɀɯÈÕËɯȿÐÔÈÎÌÙÐÌÚɀɯÞÐÛÏɯÏÜÔÈÕɯ×ÌÙÊÌ×ÛÐÖÕɯÛÏÈÛɯ(ɯ

×ÙÖ×ÖÚÌɯÛÏÌɯÈ××ÙÖ×ÙÐÈÛÌÕÌÚÚɯÛÖɯÚ×ÌÈÒɯÖÍɯÌÐÛÏÌÙɯȿÐÔÈÎÌɀɯÖÙɯȿÐÔÈÎÌÙàɀɯÈÚɯÖÕe of the 

aspects of the poetic argument. 

III.  Imagery as poetic argument and its translation ɬ a preliminary  exploration  

Since I 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 I refer to a tetra -syllabic quatrain (jueju) written by the Tang poet Zhao Gu 

(806-853):  

ᴂ צ    

1. ϱᴂ ≈ Ȳ 

2. ѣԏֽѬѬֽщȴ 

3. ֝ẃᾲѣϢᴶ֯ȹ 

4. Ṽ ᴿҟדȴ 

 
Jianglou You Gan 

1. alone   ascend   river  tower  think  silently - 

2. moon  light  like  water  water  like  sky 
3. together  came   admire moon  person  where  at 
4. scenery ï  vaguely ï like  last  year 

 
Regrets     W.J.B. Fletcher 

1. Upon the river tower alone how sorrowful am I! 
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 This is an 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) 

3ÏÌɯȿÔÖÖÕɀȮɯÈɯÊÜÓÛÜÙÈÓÓà-imbued imagery, has its metaphorical 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 

cutt ing 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 

ÕÌÛÞÖÙÒɯÖÍɯÚÌÕÚÌɯÙÌÓÈÛÐÖÕÚȺȮɯ(ɯÚÜÎÎÌÚÛɯÛÏÈÛɯÛÏÌɯȿÔÖÖÕɀɯÊÈÕɯÉÌɯÊÖÕÚÐËÌÙÌËɯÈÕɯÌßÈÔ×ÓÌɯ

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 Tang poet Li Shangyin (813-858), a 

tetra-syllabic regulated verse (lüshi) richly -imbued with different imageries:  

113      

1. ХϫἌȲ 

2. ϚἌϚ▀≈   ȴד

3. Ӣ Ȳ 

4. →╡їמḌ ȴ  

5. ѣὙ צ Ȳ 

6. ӥѡ ӞӢ ȴ  

ױ .7 Ҡ∕כ Ȳ 

8. Ҭ╥ Б ȴ 

 
 Jinse    

1. lavish zither without-a-reason ï fifty  ï  strings 
2. one string one  fret  think  beautiful  years 

3. Zhuang Zhou* dawn  dream  confuse  butterfly ï 

4. Wang Di** spring   heart   entrust  cuckoo   ï 
5. vast sea moon  bright  pearl   has   tears 

                                                           
113

 Ψ ɀɯÐÚ a musical instrument; Ψɀ means lavish, not plain. One of the translations for the term ƛǎ ΨWŀŘŜ ½ƛǘƘŜǊΩ 

(Zhang, 1992, p.154). 
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6. Blue  Field*** sun   warm   jade   emit   smoke 
7. this  feeling  may   wait   to-become  memories  ï 
8. only  is  that   time   already  confused  ï 
 

* Zhuang Zhou, also Zhuangzi, Master Zhuang (370-287 BC), is the famous Chinese 

philosopher during the Warring States Period. The story in this line is about Zhuangzi dreaming 
of himself having turned into a butterfly. Upon waking up he saw only himself, and so became 
confused whether he was the Master or the butterfly, and whether it was he who dreamt of the 
butterfly or the butterfly him (Zhou, 1983, p.1126). 

** Wangdi was a legendary ruler, Emperor of the State of Shu, a dependent territory of the 

Zhou Dynasty. After the King, Duyu (Ḍׁ), 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 bird Dujuan (Ḍ ; cuckoo bird) (ibid, 

p.1127). 

*** Blue Field is the name of a mountain situated in the present Shanxi ( ᴫ) Province in 

China and is famous for its production of quality jade.  

Translation:  

The Ornate Zither    Ho Chong Kin  

1. For no reason, the ornate zither has fifty strings; 
2. Each string with its fret evokes recollection of a youthful spring. 
3. Zhuangzi was baffled by his dawn dream of being a butterfly; 
4. The cuckoo was entrusted with the tender soul of a king. 
5. In the green sea under a bright moon, tears would turn into pearls. 
6. In Lantian under a warm sun, rising mists the jade would bring. 
7. Such feeling may be left to memories ï  
8. Only at the time it was a puzzling thing.  

(Ho, 2015, p. 146) 

There is no consensus on what the images in this famous 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 composition. Qian Zhongshu, the 

renowned scholar of modern China, agreed on such an understanding that the 

×ÖÌÔȮɯÞÐÛÏɯÈÓÓɯÛÏÌɯÐÔÈÎÌÙÐÌÚȮɯÐÚɯÛÏÌɯ×ÖÌÛɀÚɯȿÊÖÔÔÌÕÛɯÖÕɯÏÐÚɯÖÞÕɯÞÙÐÛÐÕÎɀɯȹÈÚɯÊÐÛÌËɯÐÕɯ

Zhang, 1992, p. 154): the first two couplets refer to the lavish zither and its strings 




