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ABSTRACT

The paper argues that a translation comes about as the
result of a complex process of decision-making which may be
interfered by texts other than the original. A translated text is, as
it were, a locus of manipulative efforts which sheds light on the
franslator's hidden agenda. Liang Tsung-tai's franslation of
Baudelaire’s "Bénédiction” and “Correspondances” is illustrative.
The two ftranslated poems, plagued by deviations and
uneguivalence, “correspond” with Liang’'s version of “French
Symbolism.” But ironically, the “symbolist poetics” in question
derives from Leibniz, Goethe, Dante, Chuang Tzu i3, T'ac
Yiian-ming Fg#4EH. The main interest of the paper is to show
how different literary and philosophical discourses penetrate into
the translated texts to replace Baudelaire’s poetics. The last part
of the paper further situates Liang's “French Symbolism” in his
discourse on Modern Chinese Poetry, only to discover that
‘French  Symbolism” is synonymous with “pure poetry”
advocated by Paul Valéry—the kind of poetry Liang wanted to
popularize in Peking in the 1930s.
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The main interest of this paper is to gain insight into the specific
rationale behind certain translation practices. It will present a case in
which the translations of Charles Baudelaire’s “Bénédiction” and
“Correspondances” are done with a translation poetics not found in
Baudelaire’s source text but in the translator’s writings on French
Symbolism, Paul Valéry, and “pure poetry.”

What sparks off the issue in this study is Liang Tsung-Tai’s (2
=151903-1983) translation of the final five stanzas of Baudelaire’s
“Bénédiction,” which goes as follows:

“Soyez béni, mon Dieu, qui donnez la souffrance
Comme un divin reméde & nos impuretés

Et comme la meilleure et la plus pure essence
Qui prépare les forts aux saintes voluptés!

Je sais que vous gardez une place au Poéte
Dans les rangs bienheureux des saintes Légions
Et que vous I'invitez a I’éternelle féte

Des Trones, des Vertus, des Dominations,

Je sais que la douleur esf Ja noblesse unique

O ne mordront jamais la terre et les enfers,

Et qu’il faut pour tresser ma couronne mystique
“Imposer tous les temps et tous les univers.

Mais les bijoux perdus de I’antique Palmyre,
Les métaux inconnus, les perles de la mer,
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Par votre main montés, ne pourraient pas suffire
A ce beau diadéme éblouissant et clair;

Car il ne sera fait que de pure lumiére,

Puisée au foyer saint des rayons primitifs,

Et dont les yeux mortels, dans leur splendeur entiére,
Ne sont que des miroirs obscurcis et plaintifs!” (9)
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In the source text, these five stanzas mark the climax of the poem, in
which the Poet, having endured all the sufferings on earth, in his
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prayer to God, unfolds a vision of his reward in the other world. In the
first stanza, the therapeutic metaphor of suffering, the divine “rem-
edy” for our impurities, is extended to include the prescription in de-
tail, YEiEERMIESEEEAYEIEE, This reworking of the metaphor inten-
sifies the religious connotation in the target text: “¥Eiff,” to purge,
suggesting purgation. Hence the setting of the poem, supposed to be
the world, is transformed into a purgatory, More ironically, this
Christian purgatory “prepares” for the Buddhist and Taoist “X #iti
£ which is reserved for “les forts” who would have achieved im-
mortality through practicing or “{8£#” with Taoist pills “@&Z {{[F}.”
The vision itself is over-decorated with images of brightness, purity,
and truth which are unwarranted by the source text: “la meilleure”
~ becomes “FEH,” “métaux inconnus” becomes “Fligr,” “les perles”
becomes “7& ) (suggesting brightness more than preciousness,
though it being an exact Chinese equivalence for pearls), and “foyer
saint” becomes “XB,” with the forced attribute “Sh25BZEARY”
(again suggesting purity and brightness). The diadem, originally made
of “pure light,” is now given a “Effg.” But the purity of the “pure
lumiére” becomes a boundless stretch of space “—F,” emphasizing
extensity rather than quality. And finally we have the puzzling “ffij &
 BERBRENRES - EYTE NS S TEMEER the
biggest deviation resulting from mis-recognition of syntax and mis-
translation.

Well-versed in the French language, himself being a poet writ-
ing both in French and Chiniese, and having been professor and
chairman of the Department of French Literature at Peking University
in the early 1930s, Liang seemed to have failed to live up to his lin-
guistic competence. And measured against the strict law of equiva-
lence, Liang’s translation can be judged a complete failure. But is it
possible to open the “black box” of Liang’s translation process to see
how the translation of a poem comes about as the resuit of a complex
process of decision-making which may be interfered by texts other
than the original? Or can we see the fragment of translated text of
“Bénédiction™ I cited about, or any translated text, as a locus of na-
nipulative efforts which sheds light on the translator’s hidden agenda?
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In 1934, Liang quitted his teaching post in Peking University
and became the editor of “Shih t’e-k’an” EF5¥) (Special issues on
poetry), one of the literary supplements of Ta-kung pao KAER. In
its first issue, he wrote an arficle on the dilemma of new poetry
“Hsin-shih-te fen-ch’i lu-kou” ¥rEFA#BIERR . Having attributed
the inferior quality of new poetry to its being formless and having
called for a return to shackles of form to sharpen a poet’s skills, he
suggested a corrective qua directive at the end of his article:

T B TBEER MFEEE I B E TR IRIFE
BRSNS  ETRBENEFRO— BT R
BOMEEE - (Liang 1934b: 86)

Although “spirit” j#EE, “rhythm” 5813, and “style” #&FH are nor-
mative categories that proceed from the norms of personal, national,
and time-bound values, we can still appreciate Liang’s efforts in his
translation project, we will recall, to follow the surface form of
“Bénédiction”—12-word/syllable lines, their internal division, and
rhyming (except one.or two failures). But what shouid interest us
more is the final statement on the function of translation in introdue-
ing new models. If we relate this statement to what concerned him
most around the year 1934, we may discover that Symbolist poetry
might have been one of the models he had in mind.

In his much remembered article “Hsiang-cheng-chu-i” S E
# (Symbolism),? Liang’s main concern is to clarify the idea of
French Symbolism. But to approach this literary movement, he made
use of ideas from German literary and philosophical tradition, Classi-
cal Chinese poetics, (specifically those of “hsing” H in Shih Ching
HZ and T’ao Ytan-ming [@HdEH, whose poems Liang translated
into French around 1929 and enjoyed an enthusiastic response in
France), and the Taoist aesthetics, which T ao Yilan-ming is familiar
with. The convergence of these ideas is seen in his translation of
Baudelaire’s “Correspondances,” which he thinks is the most elo-
quent exponent of French Symbolism. Before we return to the translation
of “Bénédiction,” let us focus our attention on how Liang establishes the



Translating without the Source Text 97

“correspondence” between a poem and a poetics, which 1 think can
shed light on the constraints Liang works with in his translation,

Liang begins his article by quoting and translating the last lines
of Goethe’s Faust Part II, sung by the “Chorus Mysticus,” which he
reads as the “foreword” RHEA to the short-lived French Symbolism, a
literary movement that took place forty years later:

Alles Vergiingliche — RS
Ist nur ein Gleichnis; P&
Das Unzulingliche, HRAR WY
Hier wird’s Ereignis; TEIES5ERY,
Das Unbeschreibliche A EIREY
Hier ist’s getan; TERETT
Das Ewig-Weibliche AARRY Lt
Zieht uns hinan. lEMES -

(Liang 1934a: 20-21)

The symbolist poetic process, as these lines should suggest, takes
place “elsewhere” and “above,” accomplishes the unaccomplished,
and articulates the unarticulated. Symbolism being taken as a cross-
cultural and timeless literary expression—a German foreword to a
French literary movement—, the supernatural setting and the all-
fuliilling transformations are further elaborated by relevant concepts
taken from different traditions. From the Chinese literary tradition,
Liang discovers that the poetic technique of “hsing” 8 is capable of
rendering the aesthetics of symbolism,’ because it allows for the fu-
sion of emotion and scene (ERE1E  15ENES). And after asserting
that T’ao Yilan-ming’s famous lines “{345BEEE T » ISR EEGIL)” as
the paradigmatic case of such a fusion, he further argues, citing
Chuang Tzw’s b7 “—hrfblf» REBR  HE4S%  TESR”
(Liang 1934a: 27), that the subtle relationship between T’ao and the
mountain cannot be captured by human intellect. Instead, T’ao’s
“symbolist” aesthetics works to lure the reader into infinite musings.
Then he obtained two characteristics of the aesthetics of symbolism:
first, the fusion of emotion and scene and second, the suggestion of
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infinity.

It is at this point that Liang’s reworking of Baudelaire begins.
The idea of fusion is used fo understand Baudelaite’s “Correspondances,”
the “Gospel of modern aesthetics” GEAREATIRAT). Hence the use
of “¥24;,” meaning fusion, to render the title “Correspondances”™

La Nature est un temple ot de vivants piliers
Laissent parfois sortir de confuses paroles;
L’homme y passe A travers des foréts de symboles
Qui I’observent avec des regards familiers.

Comme de longs échos qui de foin se confondent
Dans une ténébreuse et profonde unité,

Vaste comme la nuit et comme la clarte,

Les parfums, les couleurs et les sons se répondent.

1 est des parfums frais comme des chairs d’enfants,
Doux comme les hautbois, verts comme les prairies,
—-Et d’autres, corrompus, riches et triomphants,

Ayant ’expansion des choses infinies,
Comme I’ambre, le muse, le benjoin et encens,
Qui chantent les transports de Iesprit et des sens.  (11)

BRBEARB - R
WAL A R EAYET
TARBRBTRAT
R CTHRER -

FHUBE G R AT

1R BB F ORI — R
WICBRE » IEBMRX
B - BHEAETE -

BB, -
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SERAINE S - HiRNRh
—— A0 » PR 0 JRHD - MR

BAEIRERGR B -
f%éﬁ*-—*‘fEl BE > ZRE BE
B LB E REEEZAAE. - (Liang 1934a: 29-31)

What appeals to Liang is the second quatrain of the sonnet, which can
be deduced from his speculation on the effect the poem has on the
reader;

B H/METRERMB R RN — R S 0s Ean
mE——FFEARR > AR REIER R 2
-+ (Liang 1934a: 31)

The reference to the non-terrestrial (FE A fE)i#Y), boundless stretch of
vision (—Fr I IEIBATE ) prepares the way for the metaphysics
of Leibniz, the profound metaphysical truth (22 _FE9VEINEAE
) in Liang’s words, to interfere with the interpretation of the sonnet,
shifting from the horizontal, or terrestrial, inter-sensorial Baudelaire-
an synaesthesia to the “vertical” correspondence of the material with
the spiritual. Liang draws on Leibniz’ idea of pre-established harmo-
ny which underlies his conception of the chain of being (4 JE4H),
bringing in the inherent “hierarchical” sequence from God to the low-
est grade of sentient life, i.e. the religious aspect of the system:

TETFRRE AR - ) PHE—-EES
R EINAE R (Leibniz) H— R L (598t R AVES
P Wil EIETRRIERINET ) HEREERY
A SR ERYEHERISE - B —AIR IO 7 R A A
BHPEEIFIGED - (Liang 1934a: 31)

“Harmony,” achieved by fusion, is the idea that informs Liang’s sym-
bolist aesthetics, The substance, or monads in Leibniz’ words, which
constitutes the chain of being is equated with the “vivants piliers” in
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the temple and the “foréts de symboles,” producing harmonious
sounds in the cosmic music box. He continues, paraphrasing the sec-
ond quatrain, yet with added emphasis on Taoist “infinite creativity”
of such a fusion:

BT T B I 28 3 i M M A R B [ 2 SRTEBAED
FHE  BETRERARF— R s HiEg AR AlERL
1 EEEE IR REMRIREE - IR
G ENIRE  CESETER @ X #5% >
5 |RE % B R S SRR A e » FRIEVRE -

(Liang 1934a: 31-32)

But this Leibnizian reading of Baudelaire’s “nature,” which presup-
poses the Great Harmony, is in fact unsupported by the first quatrain
of the source text. The adverb “parfois,” with its suggestion of na-
ture’s sporadic, or even fortuitous revelation, makes it difficult to
perceive a universal harmony supposed to be constantly at work.
Even if we understand the symbols that cast the “regards familiers” as
objects in nature which reveal themselves “naturally” in terms of
“non-verbal” medium, such as perfume, color or shape, we must not
overlook the fact that it is nature that casts the glance, as is evident in
the relative clause “Qui I’observent.” In other words, the universal
harmony sustained by the chain of being, which Liang meticulously
builds up so far, is either discontinuous (parfois) or incomplete, (pos-
sibly being overlooked by man). But Liang skillfully imposes the
Leibnizian chain of being on his translation of the first quatrain by
carefully re-integrating the generic man into nature, This is accom-
plished by substituting the relative clause with a participial phrase,’ so
that “man” (consciously) “receives” $#% the glances. Hence Liang
by-passes Baudelaire’s conception of Nature-Man relationship
vaguely suggested in the first quatrain; Nature will be perceived by
Man only at certain rare, privileged moments. However, this strategy
enables him to acquire an interpretation of the sonnet which is more
consistent with his conception of French Symbolism, which is a
patchwork of different literary and philosophical traditions.
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But the suppressed problem of the privileged perceiving subject
in the first quatrain still returns to unsettle Liang’s thesis. The idea of
a privileged perceiving subject prevails in Liang’s central argument in
the article which he develops in his reference to T'ao Yiian-ming’s
poetry. (And undoubtedly it is this privilege that makes T’ao a differ-
ent poet.) But ironically Liang is somewhat unwilling to admit, as
suggested by the translated first quatrain, that there is always already
a spiritual link between nature and man. Therefore he has to go all the
way to circumscribe the conditions of that very privileged moment
whereby man can glimpse at the great harmony, the “ténébreuse et
profonde unité.” Liang resorts to Baudelairean “ivress,” or more
specifically to the state of mind as suggested in Baudelaire’s poemt in
prose “Enivrez-vous,” though without giving the rationale for the four
sources of “drunkenness” named:

RAmEN AL DU DU - sUGES » SR
EE— MRS EER S RS 8T
" MRS ERERYT ) B ATIREFRIBER - (Liang 1934a: 32)

This kind of people who can enter this state of mind is further identi-
fied as those who are sensitive, imaginative, and cultivated:

HR—REREE - REYWEN RIS RIES - BF

F BRI ——REERESETRIFEERRS | #EgE—
HIRR AR —— A R MR R SRR S
o (Liang 1934a: 33)

Yet up to this point Liang still cannot overcome his resistance to ex-
plain the “different reasons” that evoke the same state of mind. In
stead, he is fixated on the moment of its emergence:

RIE{FERITEERER S 2R TRMARBANEEDY
HESZ R TR IME T SRR g
WA ZRERSHHERR T - RFBAREE T 8



102 Tamkang Review, Vol. XXVIH, No. |

8 5 IHEETERE » TR A —TEbEIRIEER - R
BEER > APERFELBRIENES SR8 S
EFEFEBAERT - (Liang 1934a: 33)

Then he quotes a famous passage from Les Paradis artificiels to reit-
erate the kind of forgetfulness he mentioned:

rERHRERNE T - IR AT EE Bt
IR R R IR EATIEE - REI MBI EAS
RS T IRECERFE  EEIZ e fRRAER Y
o fRIEEHREE S —RTE B PR AT IR - BIMERS
I R — (B AR R R IR R IR T
o B WRBIREEEY - A EITER S £ B
IS RBRINE > TORMERET - [ - HERE
BRI B SR S R R TR T A MR S
Rk AERORESE ; BRIIIFERRBRADT ¢ |
(Liang 1934a: 34)

in terms of the fusion of subject and object in this quoted passage,
Baudelaire’s artificial paradise is compatible to T*ao’s realm of for-
getfulness. But for one who is familiar with the structure of Les Para-
dis artificiels, one may locate the above passage in “Le Poéme du
haschisch,” one of the two sections (the other being “Un Mangeur
d’opium”) that constitute the book. And most importantly, the super-
naturalist vision described in the passage is exactly the result of the
general effect of the drug. Obviously Liang juggles with the titles in
order to avoid the unpleasant image of hashish to taint his picture of
symbolist poetics on the one hand, and to impose the idea that
“iyress” is a state of mind that can be achieve by willfulness (“F{FipH
IEREE T EhE » MEET ST TR A —TEHRIERE » SR
Za A5 51, not through hallucination or iffusion.’

Liang further compares this state of mind (LVEB), or “ivress,” to
a state of extreme clarity and brightness (35ER), the latter being
achieved by the seamless fusion of colors, perfumes and sounds.
And in this state of clarity and brightness, one fuses with all (FE AL
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B4 and senses such fusion at the same time. These two moments,
for Liang, approximate the last line of “Correspondances,” which he
translated as “TriE (BB BEEEEASE.” Given his explanation of this
line (“RII2 : ERIBRSIREA— S EIERVRTE"), we may infer
that Liang has deviated from the source text in favor of his “symbol-
ist” narrative. And we may begin to understand why Liang does not
refer to the partial “application” of “correspondence” which takes
place from line 9 to line 13 of the sonnet.

If “Correspondances™ has any relevance to Baudelaire’s notion
of poetic beauty, the tercets can bear testimony, for they act out the
drama in which some perfumes respond to colours and sounds, in -
which “other perfumes” evoke moral ideas of corruption, richness,
and triumph.’ But Liang’s overemphasis on the idea of fusion
achieved by the “responding” colors, perfumes and sounds results in
the neglect of how Baudelairean “correspondences,” or the actual
transposition of impressions from one sensory medium to another that
takes place in lines 9 and 10, The perfume, felt in terms of tactile,
olfactory and visual images of coolness, sweetness, and greenness
respectively, becomes visual images of “¥7f$” and “FHE” and audi-
tive image of “Zgi#,” mere repetitions of the corresponding categori-
es named in line 8. Similarly, of the three moral ideas, “corrompus,”
“riches,” and “triomphants,” only “triomphants,” which is rendered as
“HETL,” suggests a different category of sense impression, the other
two, “corrumpus” and “riches,” rendered as “F3iE” and “JRBELE” re-
spectively, are no more than attributes of the perfumes in question,

The power of perfumes to evoke tactile, olfactory and visual
senses and various distinct impressions being suppressed, what does
the phrase “les transports de Pesprit et des sens” mean to Liang?
“L’esprit” and “les sens,” rendered as “/{,2%” and “EfE,” have in
fact been transformed into different categories in Liang’s narrative:
{288 becomes a supernatural space filled out by the fusion of differ-
ent senses in the perceptual organs of the perceiving subject. The per-
fumes no fonger stimulate the “mind” and the “senses™; they consti-
tute a space of its own. '

At this point the “correspondence” between Baudelaire’s “Cor-
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respondances” and Liang’s “symbolist poetics” has already been es-
tablished. And time is ripe for the final round-up for Liang’s master
narrative of symbolist poetic process, stated by “Chorus Mysticus” at
the beginning of the article. The state of “ivress,” now acquiring the
qualities of clarity and brightness, and most remarkably, the sense of
space,’ now turns into Dante’s paradise, where “symbolist poetry” is
visualized:

...... H2EREEF AR TETERS L EMAEMNE
B ESAmMEREES  ERERMGREE
(Beatrice) f§—BTE + — BRI KERIRTEVER AVTE
RFIA (AR o AR AsaY » BRSO —
SERMBMEERSENETIET  (OLERDEE
C — BT - BT AETHERL - LR EEH
» FE— B LB RARY R S AR R 22 H AR IS
BB R TIEE AKSRE B B PR
KET | BREERBEEN - B0 RmRREIS
S REDET - TEEARET BT EEERRH
S FRFSERERIA - AR R R IUEAE 21
KO9SR » 13 - RSB RRISENL - BRI
MRERE SRR REET -

(Liang 1934a: 39-40)

This same process of purification and reconciliation is projected again
on Baudelaire’s oeuvre. And we find Baudelaire’s poetry acting out
the various literary and philosophical traditions mentioned previ-
ously:

eREM B3R BERERILEIS RAERZ A LR AR AN
WL > FREEA > ST B E—RER
#F ? —EBEAREE - AR EPS R —E
FEKER—ERRERRYETHNEX - a2
EREREE - HMKERSTF  WEEE X LA
FEFIEHEEY  BIMAROIERIIER LSRR
iR SR - —ERMESREENEE > &
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RUAMESTH—IEATY > BT » TR - EEEEIRI
© - ERFIRMEG I T YOsEE , — e
B IS TS TEEETRERSMIERSE » (o
BELLUERY - KR ERSRBESESARE B
PR ERT BRI TS TR R EmEY
KENERNECERR ISy - 3 5 FEE
EIRE RS AMIRA B SE K8 REIR s TInY Al
WEFH  ERERELRMEST  SEREET
FER BT MR FBT TR SRT
s AAIERAY  |ITT ¢ (Liang 1934a: 40)

Dante’s spiritual journey, or the upward movement in Goethe’s “Cho-
rus Mysticus,” points to the realm of the Great Harmony, where
Goethe’s kind of all-fulfilling metamorphosis takes place. This is
Liang’s vision of Baudelaire’s poetry, and it brings us back to the
final stanzas of “Bénédiction.”

Are we not facing another “correspondence” between a transla-
tion and a poetics? Hence Liang’s translation of “Bénédiction,” |
would argue, is in actuality a “praxis” of the paragraphs { cited. Or to
put it differently, it is these very paragraphs that provide the clue to
the reason for his preference for “Bénédiction.” Composed during the
period 1844-46 (Leakey 4), this poem represents Baudelaire’s youth-
ful feeling for Nature, seen in his description of the infant Poet de-
tighting in his instinctive communion with sun, wind and cloud:

Pourtant, sous la tutelle invisible d’un Ange,
L’Enfant déshérité s’enivre de soleil,

Et dans tout ce qu’it boit et dans tout ce qu’il mange
Retrouve 'ambroisie et e nectar vermeil.

H joue avec le vent, cause avec le nuage,

Et s’enivre en chantant du chemin de la croix :

Et PEsprit qui le suit dans son pélerinage

Pleure de le voir gai comme un oiseau des bois. (Vol. 1, 7-8)
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What interests the translator is not only the privileged state of
“ivress” that befalls the Poct, but also the Messianic note imposed by
the general theme of poem—the Poet, misunderstood and rejected by
his fellow-men, finds his true reward in the Heaven from which origi-
nally, by divine ‘decree,” he had been sent down on earth. The quoted
paragraphs of Liang’s article, as we may recall, depict the vision of a
suffering soul achieving the final transcendence from purgatory to
paradise. The five stanzas I cited at the beginning of this paper, re-
written by Liang, are a complete reproduction of such a master narra-
tive: a suffering soul in the purgatory visualizing a Dantean paradise
where the Goethean fulfillment takes place (assuming the reserved
place, regaining the lost respect and acquiring the crown he deserves.)
Hence the interpolation of the purgatorial setting and the overuse of
images of brightness, purity and truth should now be more sympa-
thetically understood. And not unaware of the fact that the light that
fills Dante’s paradise is now derived from the crown, Liang bestows
upon the “beau diadem” certain “heavenly beauty” by exchanging
“beau” for “IFf%,” one of the attributes he uses, as we may recall, to
describe the light that produce the Hugolian “frisson neuveau” that
knocks open the Dantean paradise in Baudelaire’s works. And he
should be excused for mis-translating “Et [je sais] qu’il faut pour
tresser ma couronne mystique/ Imposer tous les temps et tous les uni-
vers” as “TiH. * RERSREWMTS - EEZRIMES IS
IE&FE > if he has to complete the narrative that in Paradise the humble
will be dignified (“ERfREE T), a rather achievable reward,
not an ideal that takes all times and all worlds to materialize.

Yet, strictly speaking, the concluding paragraphs of Liang’s ar-
ticle still suffer from the vagueness that informs the whole mysterious
religious experience that Baudelaire’s poetry might inspire. Simply
put, Liang does not tell how a symbolist poem works to produce or
achieve the kind of experience he names. Even T’ao Yilan-ming’s
famous lines “$EE5EERET » AR R L Liang quotes in the earlier
part of his article cannot solve the problem, because on the one hand,
like “Correspondances,” T’a0’s poem is not a symbolist poem, and on
the other, too much has to be speculated on T’a0’s private mystical
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experience in his encounter with nature. In fact Liang would have got
quite close to Baudelairean “correspondances,” had he been content
with the function of the Chinese poetic technique of “HH1” to achieve “
BRI » {SEIE 8, which he illustrates as such:

B B —H B SIGERTHRERN IR
BYIEABEICTRMTERRE » & ®x=E  Bihil
EVOBIRTIHE - tEH « &S - ROITEEENELL
TEm BT B AR R FEROIRRRTEE - B - B
—& - BEMNELREERARSRE - ERERE -
(Liang 1934a: 24)

Yet no sooner does he works out the analogy than he leaps to the idea
of “fusion,” or “B%,” which necessitates the “profound unity” of
subject and object in a state of forgetfulness, “.LEEHBEE - YR=,”
leading to the final reconciliation of all agonizing emotions that ai
and inspire a poet. Such a shift not only results in limiting the poten-
tial creativity of the symbolist aesthetics but also results in homo-
genizing the diversity of poetic themes in Baudelaire’s oeuvre. More
significantly, Baudelaire’s obsession with the original sin has been
guite evident from his poetry, but whether he subscribes to the idea of
salvation is quite arguable, in view of his growing pessimism in his
last years.” (After all, Faust’s ascension to heaven is an act of grace of
Virgin Mary, not a result of his repentance). If “poetic beauty” for
Baudelaire lies in the “evocation™ of emotive ideas, it is arguable too
whether he would feel comfortable with his portrait of “le c6té épique
de la vie moderne” being staged as a “divine comedy,” or whether he
would compromise his stated intention in his Le Spleen de Paris, a
work testifying to his pessimism toward the end of his poetic career,
to “draw” from each object “une morale désagréable.”

But all these criticisms of Liang’s representation of Baudelaire
is irrelevant in translation studies, for translation, as 1 suggested be-
fore, has always been a goal-oriented project that caters to the trans-
fator’s agenda. If we pursue this line of argument even further, if we
see more closely this “Chinese box” of translation, we may discover
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that Liang’s writing on French Symbolism is only part of his project
of promoting a movement of “pure poetry” in China, and we may
discover why the image of Baudelaire has to be created as such.

At the time Liang franslated T’ao Ylian-ming’s poetry into
French in the late 1920s, he had had the friendship of Paul Valéry and
Romain Rolland, the former being more influential to him.'® Not try-
ing to invest too much biographical information in this paper, I want
to refer to Liang’s presentation of his spiritual mentor in 1929, paying
special attention to the effect of Valéry’s poetry on the writer:

aTALERRE - I8 - AKLRE
' ’3'3551’3 Eéﬂﬂ*éﬂ%ﬁﬁ’ﬁqﬂ'ﬁ’ﬁﬁﬁ’ﬁ——b BRI
&R TG AR A RIEATERS - MAENTEEX
BE > BAGEPR  BMEEEEES  IREERGE
BATFERERE - XANZKAIRE » B T HRD FFPAFEZ R
GRS B STEIERN=RRE B eI e
—IEEER - () - BKRIENR | BT A ABHAE L
DI EGK » IR TR H BB R enE -

(Liang 1929: 29, my emphasis)

And then in 1934, when Liang wrote on the idea of “pure poetry,” he
defined:

Frapslias - BRFR—VIEENE S 8 RELE
BERYIEER > MARREIMSR E ER N RR—F
Ltate —FERF LRGSR T DA F
BB ERRE g R E B - Ei R
JeBEfMnEEayiStE - (Liang 1934¢: 45, my emphasis)

Through the emphasized statements of the two quoted passages, are
we not re-experiencing T°ao Yiian-ming’s kind of forgetfulness, the
poetic effect of “Correspondances” as Liang sensed it (JER%Z{EFERIFE
BEF0— a2 1BAYIRE), and the Dantean paradise that Baudelairean
“symbolist poetry” evokes? In T’ao Yiian-ming, Leibniz, Goethe,
Dante, Valéy, and Baudelaire, Liang discovers a common poetics,
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Liang reinvents the predecessors of “pure poetry” and in doing so he
reinvents Baudelaire when he asserts:

SEMEED - HERESMERERY  BBREEE
WA » MG RIS - BISATIER -  (Liang
1934¢: 46)

In the foregoing analysis, I hope [ have given due emphasis on
the fact that Liang’s translation project has been mediated by many
factors, and Baudelaire’s poetics, if any, is of the least importance.
The translated Baudelaire is an assimilation and transformation of
other texts. The “correspondence” between the original and the
translation is lost in the echos of these “confuses paroles.” But this
recognition of the manipulative nature of the translation project in
question should not shock us into despair. In compensation for a
translated Baudelaire plagued by deviations and unequivalence, we
not only identify the parameters of a literary discourse that produced
the image of the poet that befits the translator’s hidden agenda, but
also glimpse at an aspect of the literary activities that took place in
Peking in the mid-1930s.

NOTES

' This paper employs the Wade-Giles system for the translitera-
tion of Chinese terms and names of people and places. All citations
from Baudelaire’s poems and writings are based on Volumes 1 and 2
of Baudelaire: Qeuvres completes, text établi, présenté et annoté par
Claude Pichois (Paris: Gallimard, 1975). The volume number and
page references will be given in the text.

? This article is the written version of a speech given in the Chi-
nese Association ERI3CAAEr of Peking University. It was published in
Wen-hsiieh chi-k'an X ZFEF) (Literature quarterly) in 1934, when
one of his students, Pien Chih-lin —FZ##, was the executive editor of
the journal. Although this paper deals with the relation between
Liang’s translation behavior and his literary agenda, mention should
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be made of the fact that Liang’s literary activities in fact partook in a
Chinese “symbolist movement” in Peking in mid-1930s, which goes
unmentioned in history books of Modern Chinese Literature, being
propagated among teachers and students in educational institutions,
such as Peking University, Tsing-hua University and Sino-French
University. The influence of this movement spilled out of the aca-
demic walls to reach the reading public through literary supplements,
such as Hyieh-yiian 28] (Study garden) and Shik yii p’i-p'ing F§E
#EEE (poetry and criticism) of Pei-p 'ing ch'en-pac JtEEH (Peking
Morning Post), and literary journals, such as Hsieh-wen 231
(Study literature) and Chung-fa-ta-hsiieh yiieh-k'an ik /2 ¥
(Sino-French university monthly).

* As early as 1925, Chou Tso-jen JEfEA bas been using the
idea of “{H” to approximate the Symbolist aesthetics. Obviously the
emphasis is put on the power of physical objects to evoke feelings
and emotions. It is arguable whether this technique is the counterpart
of the idea of “correspondances” which, regardless of its mystico-
religious implications, emphasizes the interchangeability, or substi-
tutability, of different sense perceptions.

* We should sympathetically understand this shift in syntax in
the target text, because the Chinese language cannot render subject
focus relative clause without repeating the subject, which may be
quite redundant in translating poetry. Mu Mu-t'ien’s AKX ren-
dering of this quatrain, which follows closely the sentence structure of
the source text, best serves as an illustration:

HARE— R W8 ST
IR AN S AR T AT R IRATEEEE
ATEFPEELTNE - BHB T BRI
FRMLEEIRE A - AEERAYIRES - (Mu 1935: 115)

’ He categorically denies hallucination and illusion as the basis
for the perception of fusion or correspondences:

RSN ERY - WEFFLETEE "8G ) EH
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BB WA 2GR O EBRENE  RRHRE
BASIBLTBEEE - (Liang 1934a: 33)

¢ We may compare this “law” of correspondence with the em-
phasis Baudelaire places on the evocative power of the “habit noire”
worn by modern man in his Salon de 1846, written at about the same
time he composed “Correspondances”:

Et cependant, n’a-t-il pas sa beauté et son charme indigéne,
cet habit tant victimé? N’est-il pas I’habit nécessaire de
notre époque, souffrante et portant jusque sur ses épaules
noires et maigres le symbole d’un deuil perpétuel? Remar-
quez bien que I’habit noir et la redingote ont non seule-
ment leur beauté politique, qui est Pexpression de ’égalité
universelle, mais encore leur beauté poétique, qui est
’expression de I’dme publigue;—une immense défilade de
croque-morts, corque-morts  politiques, croque-morts
amoureux, crogue-morts bourgeois. Nous célébrons tous
quelque enterrement.  (vol. 2, 494)

" In fact the term “—J,” used both as an adjective and noun,
has been employed by Liang throughout his article whenever he de-
scribes the conditions of fusion., When it is used as an adjective, it
conveys the sense of space, such as “4fEAREE—FAHREE,” “—
RiEEEENRA——F7E ARIRY.” When it is used as a noun,
it refers to the extensity of the fusion, such as “REE—F,” “RIfE—
A ANE]  BERAGERIERI S, < —

® Although the quoted passage suggests that it is the soul which
tnitiates the upward movement or “JEF,” it is clear that this and the
subsequent sentences are modeled on the theme of “Chorus Mysticus,”

“Le Voyage,” one of the poems written toward the end of his
poetic career, is & case in point.

'® This is what he wrote in an article commemorating Romain
Rolland:
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EIREEIEIRENIRAGR « M REAHRERERNE
FIEEG 2 SRk BB —YIEEBG 2 Sh - JIRIVERBARH
WHERERE © INRES DB EF LR H i g e 2
KER - WG TEEM - (Liang 1936b: 102)
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