Liang Shih-ch’tu’s Ma K’e-pai and
Li-erhh Wang © The Role of the
Intended Audienc¢ in Transﬁation

Ann Corley Trail

Shakespeare is considered cne of the greatest dramatists of the Western
world, and there are those who would claim that he is the greatest of Western
men of letters. So, it seems that if one is interested in the translation of
western works into Chinese, the translation of Shakespeare must necessarily
provoke curiosity. While the qualities of a “good translation” have never
been agreed upon by translators, it is generally assumed that it is easier to
render a work into a sister language than it is to render it into a distantly
related language. How much more difficult it must be then, to render it into
a language not only linguistically unrelated, but culturally unfamiliar! The
translator who undertakes to render English into Chinese or vice-versa must
keep his aim in mind constantly; he has no cognate woids tc act as crutches.

My reason for choosing to examine the translations of Liang Shih-ch’iu
(REFK) is simply that he is the best known of all the Chinese scholars
who have attempted to render Shakespeare. Mr. Liang has the distinction of
being the only one to have translated all-of Shakespeare’s works; furthermore,
he was the first to translate any of them. Since Liang began translating in
1930, many others have published Chinese translations of Shakespeare.!
No one, however, has translated more than a few, and no-one has managed to
“become as well-known in the field as Mr. Liang.

Of Liang Shih-ch’iu’s translations, I have elected to discuss Ma K’e-pai
and Li-erh Wang for a variety of reasons. Firstly, I believed that ]jmiting
myself to one category of Shakespeare’s dramas, either tragedy, comedy
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or history, would prove more fruitful in a short paper than a mixing of
categories. Secondly, I found in the translations of these plays the richest
variety of examples of Liang’s successes and failures. Finally, I was limited
by library resources and my own taste. In the following paper I propose
to examine the relative “successes” and “failures” of Mr. Liang’s translations
in terms of his professed aims, and the standards set by some theorists, most
notably T. H. Savory.

Liang Shih-ch’iu’s career as translator of Shakespeare may be said to
have begun in 1930, when Hu Shih (7 3B ) was elected president of the
Chung-hua Chizc-yii Wen-hua Chi-chin Tung-shih Hui's? { o7 ZER&E 7 b
4 B2 &) committee on translation. Hu’s plan was tc have several Western
works translated into Chinese, including the complete works of Shakespeare,
and he drew up an elaborate plan: (excerpt)

1. Wen Ito (B—%), Liang Shih-ch’iu, Ch'en Tung-pe §fiB{0), Yeh
Rung-ch’ao (ZE/Q#8) and Hsu Chih-mo (4 7FEE) will be reguested
to form a Commitiee for the Translation of the Complete Works of
Shakespeare with Wen I-to as chairman.

2. The project is tentatively scheduled to take five years. {Each member
is expected to complete one play every half-year, and devoie an equal
amount of time to revising one other play.}

3, The Committee will be fully responsible for all manuscripis of transia-
tions. After each play has been translated, it will be circulated among
the other four members for corrections and polishing. No one should
take more than three months fo procfread any single play.

4, Annual Meetings will be held during the summer vacation in a place
agreed upon so that views can be exchanged and all problems of transla-
tion discussed.

5. It iz not advisable to specify any kterary style for the translation,
but on the whole a rhythmic prose is recommended.

However well-organized Mr. Hu's plan seems at sight, it did not work for several
reasons (some of which were beyond his control} which we need not discuss
here, What finally happened is that Liang Shih-ch’iu was the only one to
translate.

ery little has been written in Chinese on translation. However, in
a recent article Mr. Liang revealed his aims in his translations.> He said that
he chose ito use prose translations throughout because trying to translate
into thyme was too cumbersome. He further stated that he used the sentence
as his unit for translation, and that he strove for a rendition not quite literal
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and not quite paraphrastic; but one which would be most faithful to the
meaning of the original. His professed treatment of puns was to choose one
of the meanings for translation, and to add a footnote to explain the pun.

In the West, on the other hand, there has been a plethora of treatises
on the theory of translation, but as of yet there has been no agreement on
a single universally applicable method of translating. Thus, traditional
Western theories of translation, when viewed together, are so varied as to
“appear meaningless. In a famous passage from his book T. H. Savory lists
six contrasting pairs of theories:*

A translation must give the words of the original.

A translation must give the ideas of the original.

A translation should read like an original work.

A translation should read ke a translation.

A translation should reflect the style of the original.

A translation should reflect the style of the translator.

A translation should read as a contemporary of the original.
A translation should read as a contemporary of the translation.
A translation may add to or omit from the original.

10. A translation may never add io or omit from the original.
11. A transiation of verse should be in prose,

12, A translation of verse should be in verse.

WX NOo U AN

For Savory, the art of translation lies in the making of an “aesthetic choice”
somewhere between the extremes of each of the six pairs listed above. When
the translator makes this choice he bases it on what he believes the original
author says, what he means, and how he says it. S. S. Prawer, on the other
band, sees two types of translations: those that bring the audience to the
author, and those that bring the author to the audience.> It appears then,
that the effectiveness of ‘a translation depends on the intentions of the
translator, who in turn makes a choice relative to the needs of his intended
audience. It is in this light that we must view the transla:jons of Liang
Shih-ch’iu. : .

Perhaps the best way to begin the study is_through the thorough
analysis of a substantial speech in each of the plays. I have chosen Macbeth’s
soliloquy in act I, scene vii, and Edmund’s soliloquy in act I, scene ii. In

these scenes each of the characters in question is thinking aloud on his great
plan:
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SCENE Vil MACBETH'S castle.

" [Hautboys and torches. Enter a sewer, and divers
SERVANTS with dishes and service, and pass over
the stage. Then enter MACBETH, ]

MACB. If it were done when 'fis done, then 'twere well
It were done quickly. If the assassination
Could trammel up the consequence, and catch,
With his surcease; success, that but this blow
Might be the be-all and the end-all here, 5
But here,upon this bank and shoal of time,
We'd jump the life to come. But in these cases
We stiil have judgment here, that we but teach
Bloody instructions, which being taught return g
To plague the inventor. This even-handed justice
Commends the ingredients of our poisoned chalice
To our own lips. He's here in double frust.
First, as 1 am his kinsman and his subject,
Strong both against the deed. Then, as his host,
Who should against his murderer shut the door, 15
Not bear the knife myself. Besides, this Duncan
Hath borne his faculties so meek, hath been
So clear in hisgreat office, that his virtues
Will plead ke angels frumpeti-tongued against
The deep dammation of his teking-off. 26
And pity, ke a naked newbcrn babe, '
Striding the blast, or Heaven's cherubin horsed
Upon the sightless couriers of the air,
Shall blow the horrid dead in every eye,
That tears shall drown the wind. I have no spwr 25
To prick the sides of my intent, but only
Vaulting ambition, which o’erleaps itself
And falls on the other,
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T. H. Savory’s first pair of extremes deals with the literalness of the transla-
" tion. Are we getting 2 word-by-word “primitive translation,”® a paraphrase,
or something between? While Mr. Liang has not done a word-by-word
transiation, his version is extremely close to the original. This is evinced in
his ireatment of metaphors; Mr. Iiang has the choice of keeping the
metaphors used by Shakespears, or finding 2 Chinese equivalent, and he opis

>
for the former. Hence we are left with such phrases as:

If the assassination / Could trammel up the consequence . . .
S 8 SE O X - a4 o

mEEEER BOEE BT E

But here, upon this bank and shoal of time.

EERBZHEHERL

When a translator uses the same metaphor in his translation ag the author
does in the original, his success becomes dependent on the adapiability of
the metaphor in the target language. Fortunately for Liang, Chinese is
already in possession of an expression meaning “itc impede” or “to do away
with” using 2 word for “net.” However, Liang’s “bank and shoal of time”
does not achieve similar success. The Chinese simply are not in the habit
of comparing time t0 an ocean, and so this metaphor sounds rather odd.
Perhaps the least successful metaphor of this soliloquy is in lines 18-25.
Here we find several phrases dealing with’ Christianity: angels, damnation,
Heaven, cherubin. A literal translation of them requires an understanding
of the terms (which Liang possessed), but it also requires the existence of
equivalent terms in the target language. However, Chinese does not possess
the words required to make such a translation. Liang uses its one word for
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“Western personification of innocence and purity” (angel, cherub, etc.)
K twice,and is forced to paraphrase “damnation.”

Another problem in direct translation, which we can see here, is syntax.
When it comes to modifying a noun, English is much more flexible than
Chinese. As English is an inflected language word order is not as rigid as it
is in Chinese, and one may heap modifiers upon a noun without it becoming
too cumbersome by placing some before the noun and some after. In
Chinese, however, modifiers must precede the noun, and often must take a
suffix, thus adding a syllable. Hence the Chinese rendition of a lengthy
noun phrase from English is often very awkward sounding. A perfect
example of this problem can be seen in line 21 of the soliloquy :

Like a naked newborn babe, / Striding the blast
B — fE R TR R B A B

The line is too encumbered by modifiers. It reads like a translation, and is
at one of the extremes mentioned by Savory as undesirable.

In translating Edmund’s soliloquy, Liang Shih-ch’iu achieves a different
quality, which may be found to be typical of his rendition of King Lear
as compared to his rendition of Macherh.

[Enter EDMUND, with a letter]
EDM. Thou, Nature, art my goddess, to thy law
My services are bound. Wherefore should I
Stand in the plague of custom, and permit
- The curiosity of nations to deprive me, 4
For that I am some twelve of fourteen moonshines
Lag of a brother?. Why bastard? Wherefore base?
When my dimensions are as well compact,
My mind as generous and my shape as true,
As honest madam’s issue? Why brand they us
With base? With baseness? Bastardy? Base, base?
Who in the lusty stealth of nature take 11
More composition and fierce quality
Than doth, within a dull, stale, tired bed,
Co to the creating a whole tribe of fops
Got “tween asleep and wake? Well then, 15
Legitimate Edgar I must have your land.
Our father’s lovers to the bastard Edmund
Asto the legitimate — fine word, “legitimate” !
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Well, my legitimate, if this letter speed .
And my invention thrive, Edmund the base 20
Shall top the legitimate. Igrow, I prosper.

Now, gods, stand up for bastards! '

Liang’s translation is still very close to the original, yet through careful word
selection and slightly freer syntax, he has not only avoided awkwardness,
but he has successfully rendered the subtleties in tone. In the first line, by
placing the Chinese word for nature | R4 before the word foryou [#/%] and
adding the word [ZF (an emphasizer meaning “only”), Liang creates an
-effect of insistence, which is exactly the tone the original conveys. Further-
more, he continues the feeling through the repeated use of a word of restric-
tion, {5, In the translation of Edmund’s soliloquy Liang does not seem
to feel obliged to render the metaphors literally into Chinese, but rather
seeks the Chinese equivalents.
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Two fine examples are his translations of “plague of custom” ( & € 3H &)
and “the curiosity of nations to deprive me”{ A [iERE K #E ). Liang does
not feel obliged to translate the former ﬁteraﬂy, and as for the latter, he
manages to find a popular Chinese saying to translate it. The result is
something both readable and authentically Chinese.

The songs which Shakespeare includes in both Macherh and King Legr
are the only elements which Mr. Liang chooses to render in verse. We may
assume that this is because Shakespeare alsc limited his use of regular rhyme
to this section (he also changed stress from five per line to four).

In Macbeth it is the witches’ lines that contain songs. The regular
shyme and four-syflable beat are both used throughout their incantations:

When shall we three meet again
In thunder, hghining, or in rain?

BRM=Es e R

BEREERRERE?
Here Liang has preserved the rhyme sequence. Though the rhythm is not the
same four-syllable rhythm of the English, & is interesting to note that the first
Iine is a very close approximation of a Western postic form, the trochaic
" pentameter. The second line, however, is one syllable shorter then the
first, sacrificing the chanting quality. This shouldn’t be difficuli, as Chinese
poetry also traditionally places a heavy emphasis on equal number of syliables
-+in each line of a couplet. Liang could have, for example, reduced #B% to
# |, and kept the even rhythm. We may assume that his apparent neglect
of equal rhythm is due to the literal translation. In the next couplet,
however, Liang has managed a parallel structure between the two lines:

When the hurly-burly’s done,
When the battle’s lost and won.

EEERBETRE
LEBREH THA
The e’fect is much different from the one earlier. Not only has Liang kept
the lite1al meaning, but he has also presefved the incantatory effect.
The most famous Hine in this scene is the very last one, containing the
words “fair and foul,” which reverberate throughout Macbeth:
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Fair is foul, and foul is fair
Hover through the fog and filthy air.

IEEENR BT - BIFEEHED

RMARRENER PERE
The losses from the original here are striking. Mr. Liang has done 2 fine
direct translation; we cannot accuse him of misinterpretation. Yet the
Chinese version sorely lacks the tone of the original. Firstly, it lacks allitera-
tion. The repetition of fricatives in the Eng]ish lends a sinister quality to the
fines. Secondly, the Chinese is too wordy ; the first line is twice the length of
the Eng}ish, though it does maintain an incantatory rhythm. Finally, the
second lne is awkward; there is a seven-syliable locative phrase between the
verb and its auxiliary. o

A more successful example of the rendering of the witches’ chanting

comes in act IV, scene i. Here we have 2 lengthy incantation interrupted
occasionally by a chorus, which is as follows:

Double, double toil and irouble,
Fire burn and caldron bubble

Ptk

In his direct translation Lianghit on a line that reads exceptionally well;
it reads like a couplet from the seven-syllable truncated verse form {chiieh-
chit &8 fJ). Here Liang has reformed the English into something natively
Chinese. Unfortunately, however, this appears to have only been a happy
accident. The rest of the incantation does not read as smoothly.

A few lines further we see evidence that Liang’s varying quality of
translation is a result of his pursuit of the “direct method”:

Eye of newt and toe of frog,

Wool of bat and tongue of dog,
Adder’s fork and blindworm’s sting,
Lizard’s leg and howlet’s wing,

The above is a series of nouns and genetives. In the first two lines,
Shakespeare lists the noun before the genetive. In the second two lines,
he reverses this order. The only thing altered is the-word order; the rhythm |
is till the same. The translator has an option here, if he is translating directly:
either to follow the change in structure, or keep the rhythm. Liang
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Shih-ch’iu opted for the former:

BepaiR » AR > /BIE » IRIEE
BHERR > BRERTH] > /IS REE » BENE

Yet in the Chinese, the change in structure does not entail 2 change in word
order; the only change is the addition of the particle B , but the effect is
a break in rthythm. It would seem that this is URNECessary.

Later in the same passage, Liang’s direct translation renders “finger of
a birth-strangled babe” as:

ISR L B
B BRI AT HeeE

One might very well term this a twenty-syllable monstrosity. Chinese simply
cannot handle the direct translation of complex English noun phrases without
sacrificing fluency. .

Liang’s treatment of songs is not much different in King Legr. In this
work it is the fool who does the singing:

FOOL. Mark it, Nuncle: 130
““Have more than thou showest,
Speak less ihan thou knowest,
Lend less than thou owest,
Ride more than thou goest,

Learn more than thou trowest, 135
Set less than thou throwest.

Leave thy drink and thy whore,

And keep in-a-door,

And thou shalt have more

Than two tens to a score.”
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Here again, the only thing which distinguishes the Chinese version as being
a song is the rhyme. The rhythm is not regular, and the parallel structures
of the lines are not kept. The English version reads like a nursery rhyme:
the first six lines have identical grammatical structures, and identical rthymes.
Such repetition has a didactic effect, and is crucial to the poem. The only
element kept in the Chinese is the thyme; yet it would not be difficult for
Mr. Liang to keep the rhythm and parallel word order in these six lines.
Chinese lends itself to that, and indeed those two are characteristics of tradi-
tional Chinese poetry.

One of the most difficult things to translate is a pun. In his essay on
translating Shakespeare, Liang Shih-ch’iu humbly conceded that he failed
to meet the challenge, and chose as his aim the translation of one of the
meanings of the pun, and a footnote as explanation. Yet he is not always
as unsuccessful ‘as he claims. Three methods (other than the “footnote
method”) that he uses serve him well. In act I, scene iv of King Lear, Shakes-
peare plays with the several meanings of the word “crown”:

FOOL. No, faith, lords and great men will not let me. If I had a mono-
poly out, they would have part on. And ladies too, they will not let
me have all the fool to myself, they'll be snatching. Give me an egq,
Nuncle, and I'll give thee two crowns. &

LEAR. What two crowns shall they be?

FCOL. Why, after I have cut the egg in the middle and eat up the
meat, the two crowns of the egg. When thou clovest thy crown i’ the
middle and gavest away both parts, thou borest thine ass on thy-back o’er
the dirt. Thou hadst little wit in thy bald crown when thou gavest thy
golden one away. If I speak like myself in this, let him be whipped that
first finds it so. [Singing]
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Liang Shih-ch’iu i able tc create 2 similar effect in his Chinese version.
Taknw advantage of the natural te:ade*zcy of modern Chinese towards the
formation of compound words, ke keeps the wordl & ] (meaning “cap” or
“crown”} and combines it with other words, as Sh hakespeare changes i

meaning. Thus we get:
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While there is a tonal difference between the pun words used by Liang
(B #Bend $L[E, hence it is niot 2 “perfect” pun), still, we are dealing here
with a‘game on sound translated by a game on sound.

There are probably as many theories of transiation in existence as
there are translated works. However, if any idez is universal it must be that
where a translation falls between Savory’s extremes depends largely {(if not
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entirely) on the audience for whom the transiation was intended. Savory
has also distinguished four types of audience: -

e

1. the reader who knows litle or nothing of the original language {and
desires a freer {ranslaticn)

2. the student of the language, who reads the Hierature in the original
with the aid of a translation (this reader needs the most Bieral transia-
tion)

3. the reader who once knew the langliage of the-original but has since
forgotten it {he needs a translation that sounds Kke 2 translation)

4. the scholar who still knows the original language {this reader enjoys

“occasional touches of scholarship™}

Hu Shih’s aim in commissioning the transiations of Shakespeare (and Liang’s
3 1

aim in translating} was to make some great Western Hterature available to
the Chinese reading public, most of whom knew no English. They were wha 2

one might call “curiosity terest in Westers
culture, about which they knew Hitle or nothing. Tt would seém then, that
perhaps 2 freer tranclation might have been more appropriate. Indeed,
King Lesr is freer than Macbeth and it makes for much better reading; one

does not get lost in awkward sentence struciures nor in obscure metaphors

e I

1o the same extent that one ﬁoes in a reading of Liang’s Macheih.
On the other hand, if we take Liang Shih-ck’iu’s transiations for what

they were intended to be {diszegarczmg the target audience): direct — indeed
nearly literai—transiations of Shakespeare inic Chinese, they are a great
success. Liang’s meticuious scholarship admits of few errors.
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