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Introduction

In his brief review of Vincent Yu-chung Shih’s translation of the
Wen-hsin tiao-lung = (B sE'. (The Literary Mind and the Carving of
Dragons, by Liu Hsieh Z#E ), James R. Hightower raised a question which
concerns the basis of the translation. That is, who is the potential reader?
For whom is the translation intended? He said:

Mr. Shih would have made the task of his reviewer an easier one
if he had stated exactly for whom he was writing. In the absence
of any such statement he is vulnerable to attack from both sides
[the common reader and the professional Sinologist “looking
for a guide through a particularly obscure passage”], and indeed
it seems to me that one trouble with this translation is that he
pethaps never faced this problem squarely.?

This problem is, indeed, essential. The answer to it is, however, very much
conditioned by the job of translating itself. It is not to be decided mainly
by the translator, as Hightower suggested, but by our common sense. Asa
matter of fact, most translations are not accompanied by any
statement about the intended reader. By nature, a translation from one
language into another aims to render a version in the latter language while
systematically retaining the original meaning, so that a reader of the latter
language may gain access to something that is within his field, or to his taste,
or otherwise not readable because it is written in a foreign language. He is
of course, the intended reader. Take the translation in question as an ex-
ample: conceivably, an English version of the Wen-hsin will best benefit
those English readers who are in the field of or are interested in literary
criticism and may also like to know something about this ancient and enor-
mously influential book in Chinese literary criticism. Since they do not read
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Chinese, they are certainly to learn from the translation a whole set of new

_things which may otherwise remain difficult for them. An English translation
means most to people like them. And they should be the major intended
readers.

However, another kind of readers may also find the translation helpful—
the Sinologist as Hightower mentioned in his review. His native language is
English. He reads Chinese well enough. But he still finds some passages
obscure or difficult in such an age-old text in classical Chinese. In this case,
a well-rendered English translation is surely more convenient for him than
any Chinese collection of annotations. As a matter of fact, anyone (even a
Chinese) who knows both modern English and classical Chinese but reads the
former somewhat better than the latter will get the same help from the
translation. Only that this kind of help should not be the major target of the
translation, otherwise it would be a great waste of time and energy on the
part of the translator; more detailed notes will suffice the need for a guide
through obscure and difficult passages.

An English version of the Wen-hsin may interest still a third category of
people, namely, those who are oriented to comparative studies. They read
both Chinese and English quite well. In reading the translation, they just
want to see how well a book on literary criticism born of the Chinese
tradition can be located in the Western ideology, and hence to proceed to
some comparative work. Admittedly, the translation is rather useful here. In
fact, any reader of the translation is more or less inclined to do comparative
study. And the process of translating itself involves a lot of comparative
work. Nevertheless, this kind of usage is indirect and hence could not be the
chief purpose of the translation, either. What is described in the previous
paragraph, is only a minor or side use of the translation. The translation,
while intended mainly for the first category of reader (the “‘common reader,”
as Hightower put it), may satisfy the other two categories as well. But if it
is rendered for either of the latter two only, it will certainly fail to serve the
common reader and lose its major audience as a consequence for both the
latter two kinds of readers read Chinese and may possess a considerable stock
of knowledge about the Chinese tradition. A translation aimed for them will
no doubt leave out a lot of materials necessary for the common reader’s
understanding of the translation.

Before the translation of the text of Wen-hsin tiao-lung, Prof. Shih
presents a 35-page introduction of his own. In it he traces the development
of Chinese literary theory down to Liu Hsieh’s time. He explains. some
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peculiarities of the traditional Chinese views of literature. He points out,
wherever possible, the parallels between the Chinese and the Western
traditions, so as to further illucidate the literary views of the ancient Chinese
people. He also examines Liu Hsieh’s main ideas in the form of a summary
" so that the reading of the text would be easier. Besides, not a single Chinese
character is found in the 1959 edition (not in the text, nor in the notes where
the titles of the Chinese books referred to are simply romanized). The book
is exclusively in English. From these facts, one may infer that Mr. Shih must
have had the common English reader in his mind when he was writing.

The estimation of Mr. Shih’s achievement in translating Wer-hsin tiao-
lung, therefore, should be based mainly upon how well he has served the
common English reader. In defense of his own translation, Prof. Shih once
mentioned that he had been told by Prof. Liang Shih-ch’iu ZE K that
his translation was very helpful when the latter encountered some obscure
passages of the original.> He continued to quote from Prof. Cheng Ch’ien’s
Bf %€ preface to the bilingual edition of the Wen-hsin (1970):

Several famous Chinese scholars have said that many difficult
sentences and passages of the original Wen-hsin tiao-lung become
clear and illuminated immediately when read against Mr. Shih’s
translation . . . And I have the same feeling,

Obviously, all these do not necessarily defend Prof. Shih’s translation since
they are opinions expressed by some Chinese scholars, not by the intended
reader. Moreover, they may have some dangerous implications: what has
Prof. Shih done to the original-namely, how has he interpreted it—so that
the text becomes “clearer” and the obscurities are “illuminated”?

I. Semantics

Translation, as Huang Hsuan-fan E E#& conceives it, is basically an
application of comparative linguistics.* To translate Liu Hsieh’s B
Wen-hsin tiao-lung L UhEEFE into English is, however, much more than
a simple exercise in the comparative linguistics between Chinese and English.
Wen-hsin tiao-lung was written more than fourteen centuries ago in classical
Chinese, which is vastly different from modern Chinese. The great distance
in time entails a rather intricate and difficult kind of process, which Roman
Jakobson calls “intralingual translation” for a modern translator.’ For
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Jakobson, translation is interpretation. Intralingual translation is “an in-
terpretation of verbal signs by means of other signs of the same fanguage,”
while “interlingual translation” or “translation proper” is “an interpretation
of verbal signs by means of some other language.” A reading of a text is
essentially an exercise in intralingual translation since “the meaning of any
linguistic sign is its translation into some further, alternative sign.” A trans-
lation from one language into another is therefore an aggregate of some
intralingual translation. Such a translation, Jakobson observes, is a “reported
speech.” The translator must first “recode” 2 message from the original
and then “transmit” it in another language. The copious annotations
Wen-hsin tino-lung has invited prove that a modern reading or recoding of this
ancient text is really difficult. The semantic part of the present discussion
on Prof. Shih’s translation of the Wen-hsien is based mainly upon the con-
cepts of “cognitive meaning,” or the basic reference of 2 word or expression,
and “emotive meaning,” or the meaning endowed upon words and expres-
sions by culture and tradition.® The semantic discussion will center on the
translation of 1) literary terms and critical idioms, 2) metaphors, and 3)
allusions.

I. Literary terms and critical idioms

It happens quite often in Prof. Shih’s translation that a fiterary term
has several different renderings. The term £s7i 3k is translated inte “literary
expression” when juxtaposed with ch’ing §% , as in the tifle of the Chapter
of Ch'ing-ts'ai. Yet in the opening sentences of the chapter, 75’7 becomes
“literary decorativeness™:

The literary writings of the sages and worthy men are summed
up under the phrase wen-chang, or literary pattern. What is this,
if it is not literary decorativeness? {p. 245)

Here Prof. Shih is flexible in providing various renderings that can suit
different contexts. However, an English reader is very liable to miss the
emphasis the original puts upon #s'z by repeating the character and by point-
ing it out right in the beginning. The meaning of 7szi certainly encompasses
both “literary expression” and “literary decorativeness,” but these two
phrases do not necessarily make the reader feel that they have the same
referent.

At the same time, “emotion” is not sufficient for the manifold impli-



SHIH’S TRANSLATION OF THE WEN-HSIN TIAO-LUNG 237

cations the character ch’ing carries. The juxtaposition of, and relationship
between, ch’ing and zs'zi (or chih ‘g and wen =7 ) is, as demonstrated in the
chapter, similar to those between content and form of literature. As a result,
ch’ing covers all the meanings of such expressions as {§{# “‘emotions”
{p.43 , & “sentiments” (p. 43) or “feeling” (p. 49), {:g “inner spirits”
{(p.245),and even B “ideas” (p. 246, p. 248).

On the whole, Prof. Shih treats wen 3 as equivalent to “literature”
(p. 245, p. 24, p. 247). In some other cases, however, when it means the
external form of literature, Prof. Shih renders it variously into “literary
expressions” (p. 248), “literary pattern” (p. 246), “literary form(s)” (p. 43,
p. 247), and so on. In still other cases, when it refers generally to the outer
form of all beings, it becomes the “‘pattern” (p. 9, p. 10) or the “ornamental
pattern” (p. 245). But a real problem looms up when it means all of these at
the same time, as in the following:

B2 REBAS  —EHEX » BERL s THEX s ATEDL
s =EB o AERD c RAREMREY > AEHMREE - S

Three main patterns are involved in the creation of literature:
the color pattern, made up of the five colors; the sound pattern,
made up of the five sounds; and the emotional pattern, made up
of the five emotions, It is the mixing of the five basic colors
which produces elegant embroidery; it is the harmonizing of the
five basic sounds which creates the ancient music, such as the
piece “Shao-hsia’”; and it is the expression of the five emotions
which gives us the essence of literature. . . . (p. 245)

Here, L , at least the one in the phrase 3.7 , encompasses all the three
shades of meaning mentioned above. Prof. Shih pins it down as signifying
“literature” only and hence creates a contradiction: the first sentence claims
affirmatively “three main pattsrns” for the creation of literature; while in
the following explanation, only the final 5z turns out to be the “essence of
literature.”

The cognitive function is the major function at work in understanding
a term or name. And in all these cases, the problem clearly lies in the
deficiency of the area of cognitive meaning introduced by Prof. Shih’s
renderings. In the ancient time, each of such terms as ch’ing, fs%i and wen
encompasses a wide area of cognitive meaning. In due course, several new
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terms or phrases differentiate from them respectively, each carrying part of
their meanings. Hence in a modern language, be it Chinese or English, one
finds no terms (or “code-units” in Jakobson’s words) compatible with the
old terms in the area of cognitive meaning. “‘Literature” 2 |, “Literary
expressions” 3 {E , “literary forms N EBXER or “pattern” I —none
of these modern expressions can match the old name wen in the width of
meaning and convery its full significance. What Prof. Shih has done in
recoding these old terms, as seen from the above examples, is simply choosing
one part of the meaning at a time. This may be all right as far as the im-
mediate context is concerned. Yet viewed from a bigger context—a whole
passage or chapter, it may cause inconsistency or confusion, or simply insuf-
ficiency in meaning.

The difficulty of interlingual translation, as Jakobson points out, lies in
the fact that “there is ordinarily no full equivalence between code-units.”
Yet at the same time, he finds that “messages may serve as adequate in-
terpretations of alien code-units or messages.” And since “all cognitive
experience and its classification is conveyable in any existing language,”
at least the cognitive meaning of anything can be translated. Whenever
deficiency is felt, he further suggests, “terminology may be qualified and
amplified by leanwords or loan-translations, neologisms or semantic shifts,
and finally, by circumlocutions.” These devices, when applied to inter-
lingual translation, may produce clumsy renderings—as they should be,
perhaps, since the definition of our experience invites and requires metalin-
guistic operations — “recoding interpretation,” that is, translation.

Take the li-wen 37 3 passage quoted above for example: we may simply
romanize the character 3 as wen. Thus £ becomes hsing-wen or
wen of color; B becomes sheng-wen or wen of sound, and % 57
becomes ch'ing-wen or wen of emotions. We should provide in the note a
full explanation of the implications the character wen may have here. This
may appear to be a clumsy circumlocution of the original meaning. However,
it transmits almost the complete message and avoids the deadly confusion
caused by Prof. Shih’s rendering.

We now come to face a set of critical idioms which stubbornly refuse
to be transposed into another language. The vocabulary of traditional
Chinese literary criticism tends to be the same as that applied to appraise
a person. While this tendency has the advantage of being suggestive and
hence flexible, it is imprecise and hence loose. Idioms falling into this
category have, in fact, undergone semantic changes through ages. The laws
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of semantic change are operative at all times and with respect to all languages.
According to Mr. Bréal:

Changes of lexical meaning were classified in terms of such
notions as broadening, narrowing and metaphorical transfer,
on the one hand, and, under the influence of the fast-developing
science of psychology, of the acquisition of pejorative or
ameliorative associations, on the other.

Therefore, to this day, such critical idioms as fengku BE chi & ,
chi-li L continue to invite annotations and commentaries. We cannot
even find equivalents in English that carry their cognitive meaning or
empirical meaning,® not to mention to convey the whole semantic weight.
How, then, is an English reader to relate feng with wind, or ku with bone?
Both language systems, each as a body of knowledge, include such lexemes
or expressions, but feng and wind, or ku and bone, just do not embrace the
same spheres of reference in these two distinct systems. It is on this point
that the translator encounters the most relentless clash between the world of
the text and that of the translated work: he finds nothing but a dark un-
abridgeable abyss. Let us dwell a little longer on feng-ku, on which Liu
Hsieh wrote a whole chapter. The term was originally used to describe one’s
demeanor and appearance. Shen Yueh FL#J records in “the Chronicle of
Emperor Wu” in the Sung shu %%ﬁ FE  : “He distinguished himself
by his feng-ku. Though poor, he was filled with ambition.” In this context
feng-ku refers to the overall impression that one’s demeanor and physical
appearance make on others. This term has also been applied to literary works
characterized by masculine beauty and substantiality. Thus:

HHAs REEY----#HEWE » AINERE » BERES » fiA
R o

The Book of Poetry contains six elements, and of these feng,
or wind, stands at the head of the list ... When expressions are
organized on the right principles, literary bone is there; and when
the emotion and vitality embodied are swift and free, there we
find the purity of the literary wind. (p. 227)

Without the help of circumlocution, how is one going to grasp the opening
words of this chapter?
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A helpful way to render feng-ku more intelligible is, perhaps, first to
transliterate the two characters in the text, and then to provide for each the
literal (or bare, mere) meaning and moreover, adequate etymological orient-
ation when necessary. For instance, feng also means fz’u | (to pierce, to
satirize). Translation has been compared to a bridge. If thereisa bridge, at
least some people will not bother to swim across. But when the bridge is
not solid enough, one takes the risk of falling from or with the bridge, which
may be far more risky than to swim.

Finally, in Wen-hsin tino-lung one finds a set of epithets that are used
almost as stereotyped critical idioms in describing different styles and
features of writers. Most later Chinese critics continue to employ them in
their criticism. Expressions like tien #1 , ya ¥ , jun &, chiing & ,
LB, meisk , miBE, chim 8, chim % , wan % all have definite
implications. Some may even have sub-divisions under them. For example,
under tien, there are tien, ping-tien S BL and chingtien FEE : under
B, chingli and huali Z2E ; under mi, ch ‘ing-mi and hua-mi, Their
definitions may be tricky, but their uses are nearly fixed. In the introduction
to his translation, Prof. Shih does make a mention of the eignt styles
conceived of by Liu, yet he does not seem to have troubled himself much in
this direction. He treats chiin {2 vaguely as “truly great” (p. 47), and
renders chingli literally into “purity and beauty” (p. 48). His careless
treatment brings confusion to the following passage:

------ EWRA WTHR c MTTEHEE - ESEE » KRR
P BGREE c REUTFEHS » REWANAS o

. Flowers (the ornate or romantic elements) and fruits (the
factual or realistic elements) are employed differently in ac-
cordance with individual talents. Thus Ping tzu achieved the
grace of the ideal poetry,- Shu-yeh its brilliance, Mao-hsien
approached its purity, and Ching-yang developed iis beauty.
Tzuchien and Chunghsuan combined in their works all these
good qualities; while T’aich’ung and Kung Kan each captured
a particular aspect of ifs beauty. (p. 48, underlining ours)

The phrase “its beauty,” appearing twice in this short passage, actually refers
to two different things in the original: both B and 22 are translated into
“beauty.” But from the context, what Ching-yang, like those mentioned
before him, developed is only one particular aspect of the ideal poetry,
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and so is the case with T’ai-ch’ung and Kung Kan—in contrast to that with
Tzu-chien and Chung-hsuan. Therefore, the first “beauty” is simply one part
of the general beauty of the ideal poetry, to which the second “beauty”
refers. Perhaps a better way to translate these epithets is to first choose for
each of them an appropriate and definite rendering, and then give in the
notes more detailed descriptions of their particular meanings.

2. Metaphors

The Wen-hsin abounds in metaphors, which causes a lot of dif-
ficulties for the translator. For metaphor is basically a special kind of ex-
pression produced by a special type of thinking. Unlike direct discourse
(which describes our daily experience in a direct manner), a metaphor
transcends the limits of time and space, and connects two things that are
not related at all in real life. A comparative contemplation upon the subject
and the metaphorical predicate (the two unrelated things) will establish a
new semantic relationship between them and yield new cognitive meaning
through them.® In this sense, metaphor may be viewed as a means of
cognitive activity. Its meaning, at least the part related to the cognitive
function, is translatable. Here is an example of successful rendering:

------ BATR B > B EEIMR R -

... Such parables are like the first rays of light before the break
of dawn, still enveloped in ambiguity. This is the reason why
commentaries are required to make the meaning clear. (p. 277)

Although the metaphor BAMMAR B is turned into a simile, its cognitive
meaning is transmitted into English. The English sentence is completely
understandable. The contemplation upon the possible relationship between
the parables and the scene of the breaking dawn generates a meaning similar
to that of the Chinese context. Another example of successfully translated
metaphors:

B e AR BRAR IR 2 e

. coursing through the hunting grounds of literature and
looping reins in the palace of rthetoric . . . (p. 6)

Here Prof. Shih has done little more than a literal rendering, but the com-
parison between literature -and the metaphorical expressions is almost as
subtle and meaningful as that in the original.

Metaphor is, however, not just a vehicle of the cognitive function.
It is at the same time a poetical use of the language. Its effects depend



242 TAMKANG REVIEW, Vol. XV, No. 1,2,3,4

very much upon the grammatical features of the language—syntactic and
morphological categories, lexemes, roots, affixes, phonemes, and so on.
Meaning yielded in this aspect is gemerally not translatable. Poetry, Jakobson
claims, “by definition is untranslatable.” On the other hand, the metaphorical
use of language is deeply rooted in culture and tradition. The connection of
two different things may generate beautiful meaning in one culture, but may
not necessarily generate in another culture a meaning absolutely the same in
both quality and quantity. These kinds of discrepancies in emotive meaning
are also difficult to overcome. In the following example,

Letages

.. . harnessing language for their descriptions. . . (p. 46)

the metaphorical expression “harnessing” is all right. But the juxtaposition
of the two Chinese verbs EE and 3% and the echoing effect produced
therefrom are totally lost in the English version. Here is another example:

HAME » XHRBR

They try to “decorate the feather” just to be painting and will
attempt to embroider even the leather hankerchief bag. (p. 3)

Perhaps Prof. Shih’s literal rendering could be somewhat changed. But the
fact remains that the emotive meaning stimulated by such beautiful expres-
sionsas E6H |, M and B s really difficult to translate into English.
One last example of this kind:

------ MIRZM  RERFZR > BEZH » AR =26

... he creats the music of pearls and jade between his poetic
lines, and he witnesses the rolling of wind and clouds right
before his brows and lashes. (p. 216)

Here the translation is literally complete. However, Prof. Shih is forced to
sacrifice the beautifully coupled, metaphorical verbs— [ and #% , % and
#F . Besides, an English reader may not be as ready for such expressions
as “the music of pearls and jade” and “the rolling of wind and clouds” as
a Chinese reader is for BREXZHE and REZH . Is there, then, any
good way to handle these untransiatabie matters? Perhaps Jakobson’s solu-
tion of “creative transposition” can help here. It is feasible in theory, but is
understandably difficult in practice. And Prof. Shih has done very little in
this respect. A marginal example is:
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7K e TR B
Water by nature is plastic, allowing the formation of ripples
... (p. 245)

Prof. Shih chooses “plastic,” instead of “empty,” for the character Zsu
i and gives his reason in the note. We certainly wish that Prof. Shih had
shown more of this.°

3. Allusions

An allusion is to be fully grasped only when one comprehends it in the
light of its immediate context and of other contexts it may appear in as well.
It was a habit with the Chinese writers to quote others freely and frequently
without documentation; this is the .case with Liu Hsieh. We can single out
numerous passages from the Wen-hsin to be simply wholesale duplication.
When quotations have gone so long as to be duplication we do not have to
worry, for we feel assured of what the author has in mind. But the case of
allusions can be tricky. Take, for example, the following line:

FEERZRZE » TREREZR -

Tzu-hsia properly comprehended the verse containing the line
“Be white in order to be beautiful”; and Tzu-kung, the stanza
in which chiseling and polishing are mentioned. (p. 44)

The two examples taken from the Analects, about Tzu-hsia and Tzu-kung
each being inspired by lines from the Book of Poetry, call for more than
translation. Shih in his endnotes refers his reader to the corresponding
context where the dialogues appear. Let us assume that such references are
enough for a competent reader who is adequately equipped with information
about both the Analects and the Book of Poetry. But the same reader,
{perhaps less endowed than Tzu-hsia) may not know how to respond to the
verse “Be white in order to be beautiful.” Since we know that the poet
cannot be a white racist, it is perhaps an advocation for simplicity. If so,
simplicity in which aspect, moral conduct or poetics? Originally the verse
means to lay the foundation (white) properly before applying colors in
painting and make-up.! Tzu-hsia, inspired by this observation, realized that
rituals come after faith and sincerity (chung-hsin H£{E ) in importance.
" There are three levels of reference concerning a beauty, painting, and moral
conduct respectively, and in each level emphasis is given to proper found-
ation. Shih’s translation twists Tzu-hsia’s comprehension, and also the verse,
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beyond recognition.
II. Formal

The gap, and hence the discrepancy, between the ornate parallei-prose
perfected in the Six Dynasties on the part of the source language and the
modern English in the hand of Shih on the part of the target language was
fully anticipated even before we started off. Therefore, for the formal
aspects of the rendering we should at least consider a major distinction
in syntaxis, namely, parataxis vs. hypotaxis, and, as a result, the lack of
corresponding equivalents in modern English for the particles or expletives
abounding in the archaic Chinese which have even disappeared from modern
Chinese. In the following discussion we will examine how and how well
Shih handles these problems. Together with these formal features, we will
also comment on an addition of Shih’s own—the use of brackets and en-
dnotes.

1. Syntaxis

A serious problem in translating classical Chinese, Achilles Fang speaks
on behalf of a non-native speaker of Chinese, is “to obtain syntaxis out of
the predominantly paratactical structure of Chinese texts.”'? It is agreed
that the absence of prepositions and conjunctions, the lack of syntactic
exigencies, create ambiguity or multisignification. In fact, syntactical
differences between Chinese, especially T°ang poetry, and English in this
respect have been amply documented.’® Translating Liu Hsieh’s exuberant
parallel-prose is no less challenging than translating T’ang poetry, partly
because this particular genre partakes the features of both prose and poetry.

The conventional view has it that understood subjects, conjunctions and
connectives indicating cause-and-effect relationship should be supplied in
translation to smooth the English syntax. The language used in the Wen-Asin
is marked with formal prosodic features, such as parallelism and balance
like those in couplets. For example, two neighboring sentences with equal
number of characters are set in parallel, while two sentences form a unit
that balances another unit of similar syntactical structure. In a punctuated
modern Chinese text, such an instance often appears in a series of short
sentences (or clauses in the sense of English syntaxis) connected by neither
conjuncﬁons nor transition words but separated by commas. Hence Achilles
Fang asserts that “the so-called punctuation marks {of the past) in Chinese
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texts, which any school child of ten can put down, represent nothing much
beyond breathirlg pauses. They are neither grammatical nor logical.”’** On
this score, Shih gives no clue as to how he breaks off one pair while combin-
ing another. For Example:

AEUHE » BYWR » B8 > BIFRER -

Man is endowed with seven emotions. When stimulated by
external objects, these emotions rise in response. In responding
to objects one sings to express his sentiments. All this is
perfectly spontaneous. (p. 43)

Judging from both semantic and syntactic structures, we find these four
lines in Chinese fall into two cause-and-effect units; the first two form one
and the last two, with even stronger logical implication, form another. Shih
breaks them off into four seperate sentences, with the last sentence (“All
this is perfectly spontaneous.”) referring, misleadingly, to all preceeding
three sentences. Variety of sentence length is a stylistic strategy, but it
should not be used at the expense of logic. The original means something
like this:

Man is endowed with seven emotions which rise in response

to external objects. It is out of spontaneous feelings that one

responds to the external in songs,

Elaboration of grammatical relationships between sentences in the
Chinese text gains somewhere but loses elsewhere. It is a matter of choice
depending largely on which genre the translator choases to render into.
Broadly speaking, a translator of poetry may feel obliged to keep the word
order of his source language, while another of prose would aim at elucidation
of and even commentary on the original. It is apparent that Shih’s present
work is more inclined to the latter, namely, introducing and elucidating
Chinese critical theory together with its vocabulary. It is on this ground that
one may expect the English translation to take care first of intelligibility
and then, if possible, of other stylistic features such as thyme, couplets. We
therefore feel that transition should be more clearly indicated and connection
marked out. To obtain syntaxis from the Chinese parataxis is a problem
that involves the choice of when to break off sentences and how to join them.

The semantic and syntactical parallelism of Liu Hsieh’s couplets, subtle.
and balanced as they are, inevitably turn out to be paraphrase in the
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rendition. Such a deviation seems inevitable: the Chinese is sometimes crisp
and sparse enough to lead one to suspect that Chinese is telegraphic and that
it is a shorthand for a longhand message.’® This kind of sacrifice in the

process of paraphrasing is seen in the transiation of '

O ety > PBIRGE -

"Realistic in describing objective scenes and deeply moving in
depicting inner emotions. (p. 45)

@ BREFZE - SE—92F -

Writers vied in weaving couplets which might extend to hundreds
of words, or in attempting to achieve the wondrous by 2 single

Line. (p.48)

In both instances, syntactical balance seems to have been preserved with the
conjunctions “and” and “or.” But semantic parallel is apparently lost,
especially in example (1) where the rendition departs from the original; for
instance, the English word “realistic” does not bring out the emotive meaning
of wan-chuen %8 . As has been pointed out, Chinese critical idioms
often overlap with those applied to describe human beings; they present
unsurmountable obstacles.

2. Particles

Particles, or expletives,' are a distinctive feature of wen-yen = (in
contrast to pai-hua 355 ). In parallel-prose they contribute to euphoﬁism
no less than rthymes do. And moreover, they carry the tone. Shih mostly
without fail “gets the meaning across,” but tonal | subtlety is often lost on the

'way. Again, we would emphasize that it is a matter of choice, since trans-

lation inevitably involves selection among possible meanings.

Particles at once give a smooth to wen-yen and pose a problem to the
translator. They not only affect the tone but possibly carry the whole
tenor. One might take a passage to be asserting a negative attitude, while
another could read affirmation into the same passage, depending sheerly
on how one treats the particles there. In fact, ambivalence or pluri-significa-
tion is sometimes deliberately created by the writer.. We will now use
Fang’s categories to reveal how Shih was faced with this difficulty.

~The first, functional particles such as pronominal H , which actually
play as a regular part of speech, are not a problem. The second, decorative
particles, ubiquitous in parallel-prose and allied genres, do not carry much
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semantical weight, but they spice almost any kind of sentence and demand
“an aesthetic treatment.”!” Fang compares these particles to the many
ways of executing a stroke in calligraphy. Hence, they are rhetorical rather
than functional. In the sentence

BAEE LIRS s RATIR S5 o

. it [the old poetry] was pressed into service to glorify
diplomatic guests at state function, and to quote it with facility
was sought as a personal ornament. (p. 44)

the 1 and [ can be omitted here without damaging the text, yet they
balance each other in that both function like the tarrying for a moment in
executing a stroke. They seem to indicate that to glorify diplomatic guests
and to beautify one’s own demeanor is a process artistic rather than straight-
forward. In fact, the author is keeping from making himself immediately
clear.

The third category, attitudinizing particles, which convey the writer’s
mood toward the statement to which they are attached, involves the trans-
lator’s selection most. In the sentence

FIUHE  HERT

It is here indeed that literary form unfurls itself to communicate

reality. (p.43)

the F is conventionally taken to be doubtful yet affirmative % 15 &
In Shih’s translation such a suspense is sacrificed; the word “indeed” even
twists the tone, turning it into an overly outspoken conclusion. In another
example, I is rendered more satisfactorily:

HER it o AR EZAEF |

But if we compare their literary style, they seem to be the
praductions of the two Han. (p. 45)

Tonal uncertainty is successfully conveyed in the translation where the
phrase “seem to be” takes care of the particle F . It functions in a way
similar to tag endings in English, when the speaker is not quite sure about
his statement. Since colloquial usage is not compatible with Liu Hsieh’s
classical style, attitudinizing particles have to be solved by additional phrases
incorporated into the English context.
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3. Brackets & Notes

The insertion by brackets and the elucidation by notes, while they slow
down the reading process and twist the style, are nevertheless a necessary evil
particularly in a translation of the Wen-hsin. Brackets and notes indicate
the translator’s awareness of, to borrow a term from deconstruction,
“absence” in his own text (the translated work) and impulse to fill the
gap between the original and his own. Our concern therefore is not to
asolish them but rather to polish them; to justify some usages while hoping
that they may still be used with caution since they are after all additions.
We do not expect them to supply ingenious touches from the translator, but
they have at least to fulfill a function like that of a crutch.

Shih mostly” uses notes to provide basic information and document
sources of quotations. We have pointed out that Liu Hsieh quoted and
paraphrased his predecessors extensively without bothering to indicate
sources. However, Shih, the translator does. Occasionally he uses a note to
explain why he departs from literalism, as in the following sentence:

SRR A TR

Water by nature is plastic, allowing the formation of ripples

... {p. 245)

He explains in the note why he renders KE into “‘plastic” instead of “empty.”
But such interpretive notes are few and far between in the translation. Truly,
Shih’s work is after all a translation, not a study, of the Wen-hsin. Yet,
comparing the much smaller number of notes in Shil’s edition with that of
any modern Chinese text, say Fan Wen-lan’s, we can see how the English
reader will have to struggle for mere basic comprehension.

On the other hand, unnecessary specification is seen in the next example:

BREH - WAE  IEERE » AERE o
‘Hsia-yl,” a song of a court jester, appeared long ago during the

time of the Ch’un<ch’iu period, and folk song ‘Hsieh-ching’
was current in recent times, (p. 45)

For this folk song Shih provides an endnote where he does mention the
popularity of the song during the time of Emperor Ch’eng g3 . However,
he might just as well incorporate the information in his translation, making
szatement, for example, like “ ‘Hsieh-ching’ was current as late as the time
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of Emperor Ch’eng” as the Chinese sentence does. Historical periods “Ch’un-
ch’iu” and “Ch’en-shih™ balance each other in the text to cover a wider range
of time for the existence and popularity of fiveword lines. The extra effort
to specify the time in a note does not serve any function except upsetting
the sense of balance in the original.

Brackets are another device to compensate for the inadequacy of trans-
lation. Shih often uses them to add short information in cases like

hEER & » MMM » BHIE

+ .. Confucius completed it by writing the “wings,”” [One of those
Wings], the “Wenyen” or “words with pattern,” was written
especially to explain the “Ch’ien’’ and the “K’un.”’ (p. 10)

He also uses brackets to provide further explanation for overliteral render-
ings:

EERM IR o

Flowers [the ornate or romantic elements] and fruits [the
factual or realistic elements] are employed differently in
accordance with individual talents. (p. 48)

BLRBZH » BEEMEZE -

... the contents of the mind are inscribed in “‘the markings of
birds’’ [that is, in writing] and in the literary expressions woven
on “fish nets” [that is, paper]. (p. 245)

Lastly, brackets are inserted to bring some implications forward so as to
complete the syntactical structure. For instance,

RTXUBY » RIGELIEW -

Some of them delighted in a fastidious use of literary phrases,
while others sought to embroider [their literary reputations with]
the conventional and trivial, (p.47)

Yet, more often than not, bracketed information seems to do more harin
to the style than it helps the reader. Take the following passage as a case in
point:
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St A » BRAE S » BrlIEBEHEF » RERERE .

In all these literary remains we find no trace of five-word-line
poetry. Therefore scholars of later times cast doubt on the
authenticity of [the poems attributed to] Li Ling and Pan, a
woman palace-official, during the time of Emperor of Ch’eng.

(p. 45)

The bracketed material is hardly a departure from the original. Taking the
brackets away will make the sentences run smoothly. On the other hand,
Shih is not sticking to his own principles in the same passage quoted above.
‘To be consistent, he should have bracketed the last prepositional phrase,
for it does not belong to the original. This addition, without brackets, does
further harm in the immediate context. As we know, Pan was Emperor
Cheng’s imperial consort, while Li Ling flourished at an earlier time, during
the reign of Emperor Wu 7% and his son. Shih’s modification of the end
of the sentence might give an erroneous impression that they were contem-
poraries in- about Emperor Ch’eng’s time. If Shih feels obliged to specify in
the present case, it seems that a note is more adequate here.

III. Conclusion

Our examination shows that Mr. Shih’s translation takes little care of
the formal aspects of the original. Since the Wen-hsin is a treatise on critical
theory, the ideas are what matters. We therefore think the precise rendition
(or definition, description) ranging from a semantic unit to a critical term
should be given “first attention. When (literal) translation does not work,
traasliteration seems to be the only alternative. We have to compromise
on this point, though Romanization as a kind of neologism is sure to meet
hostility when it appears in an English text. Where else can we otherwise
find a nutcracker to crack those unyielding native terms?

Since Romanization itself makes no sense, other devices will have to
come to aid. Viewed in this connection, the introduction of brackets and
nowes is a necessary evil. Whenever a Chinese term finds no equivalent in
English, circumlocutions are hoped to transpose the semantic field of the
given term.

The above solution is absolutely not the only choice. Shih in his In-
troduction to the bilingual edition unwittingly suggests quite a different way
‘out. There he uses lots of “loan-words,” by which we mean the application
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of traditional Anglo-American critical idioms in the Chinese literary history. .
For instance, the term “classicism” is applied to Liu Hsieh, “naturalistic®
to Hsuntzu, and “idealism” to Mencius. '_Forturiately, this practice has not
been carried forward to the text. Bach critical term has a wide range of
meanings accumulated in the long histdry of the language plus a still ‘wider
range of allusive meanings derived froin their use in a literary tradition. '
Therefore transposition of such terms could be most misleading. Take

“idealism™ for example. It has too wide a range of meanings. - As a philo-
lophical term, it reminds us of the Platonic world of ideas, of Kant’s ultimate
teleological purpose, i.e., the absolute, and of the theory concerned with the
subjective side of human faculty. When applied to Mencius, one wonders to
which of these categories his thoughts belong?

Neologism is often flatly rejected for being alien to the genius of one’s
native language. But in the case of introducing literary criticism it is-still
better than borrowings, because a new-coined term calls attention to itself
and can be taken cautio'usly It may at first meet hostility, but it forces the
reader to follow its track and thereby takes on new meanings. Borrowings
of the familiar terms.in the native language risk the obliteration of the
distinctive meaning of the original concept in the source language.'®

Judging from the way Shih treats the Wen-hsin, he apparently aims at
getting the ideas across while not altering the original. As a résult, numerous
instances of literalism in the" translation somehow suggest. an opposite
solution: to save the labor lavished upon literalism, and to make an English
Liu Hsieh out of the Chinese Liu Hsiech. Many translators have rendered the
original in a way as to make a new text of their own. Such a rewritihg can
sometimes be very fruitful, though it yields quite a different product. Aswe
have suggested in I. 2. Metaphors, creative transposition is a possible tool,
only that it seems to work better with creative writing when a certain effect
is replaced by another in a second language. Successful examples are found
in the transposition of puns, as instanced by the modern rendermgs of Yiian
drama. However, practically, creative transposmon is scarcely fit for the
present genre under discussion. : »

The problem involving translating such an ideologically-oriented treatise
as the Wen-hsin seems to be an endless one. What Mr. Shih has achieved in
his herculean task enables us to explore other possibilities of translation of its
kind. Remarks on the impossibilities of translation are much of a cli¢hé now.
What ultimately concerns us is the purpose and the reader that this transiated
work is directed to. We assume that translation is not so much conditioned
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by theory as by the kind of audience the work is addressed to. “Like the
Goc Hermes,” as Richard Palmer puts it, “the translator mediated between
one world and another.”*® The present paper thus evaluates the possibilities
of transposition between the classical Chinese "literary- theory and the
common English reader mediated through not only languages but also
history.
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CEI e TAREHERR] - BEABZME R > BHRIR B o
CAED -eeeee ERREER 2

() HEHEWF > EFZMN -

(Y BT » REVERERH » RESERERE » AEFIHEETERE o 3

NERE » —EEEMAMMER o
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