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Chief Editor’s Note

This issue, no. 30 of the Translation Quarterly, is back to
“normal” after the publication of the seven special issues 23 to 29,
containing the selected papers presented at the Third Asian
Translators’ Forum under the auspices of the Fédération
Internationale des Traducteurs [FIT] in December 2001. As
announced in issue number 29, Dr. Robert Neather of City
University of Hong Kong and Dr. Chu Chi-yu of the Hong Kong
Polytechnic University will assume the Executive Editorships for
the English and Chinese sections respectively of this Journal from
issue 31 in 2004.

In this issue, we publish two articles in English and two in
Chinese. “The Translation of Generic Designations: The Case of
the Fu Genre”, by Dr. Robert Neather, draws on previous research
examining early and medieval fu writing, an area of literature with
which he has been engaged for some time. Miss Li Yongyan’s “Lu
Xun'’s Translation: An Examination of Language and Style” will
refresh those who are keen observers of Yan Fu's motto xin 1z, da
#, ya .

I would like to take this opportunity to offer my apologies to
Dr. Chu Chi-yu and Professors Huang Guowen and Zhang Meifang,
for the belated publication of their articles “Chinese Translation of
Buddhist Terminology: Language and Culture” (Bl3# % % ' % &
B A — 1 A8 47 38 19 1 5%) and “Unit of Translation: A Text

vi

Linguistic Approach” (13 & 44 i & &1 % B AL 0 7k %),
which were submitted for publication in Spring 2002. The seven
special issues of the FIT-Third Asian Translators’ Forum published
as nos. 23-29 have inevitably delayed the non-forum articles,
unfortunately.

It has been suggested that email addresses of the authors of
each issue be included in the articles published so as to facilitate
communication between the authors and the readers. We think that
this is a good idea if authors have no objection. Those authors who
do not wish to release their email addresses, please indicate in their
manuscripts and we will respect their decision.

From issue 31, we will publish topical issues for discussion,
such as commentaries on current debates, correspondence between
translation scholars and practising translators etc. Readers are

welcome to put forward their views.

Chief Editor

November 2003
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The Translation of
Generic Designations:
The Case of the Fu Genre

Robert Neather

Abstract

This paper addresses problems in the translation of literary genre
designations, taking as a focus the classical Chinese genre of “fu”.
Drawing on aspects of literary genre theory, it examines a range of
possible renderings of the term “fu” as a means to assess the ways in
which issues of genericity and cultural appropriacy may affect

translation of genre designations.

The problem of translating generic designations — the labels which
denote particular genres — is of crucial importance in the translation of
literature. For if genres constitute “models of writing for authors”
(Todorov 1978: 51), U then they may also be said to provide models of
reading for readers, sets of established conventions around which we
shape our interpretation of a given literary work. In this regard, the genetic
designation is crucial: just as with the title of a literary work, the
designation chosen by its author provides a signal as to how that work
might be read, setting up “generic horizons of expectation” (Jauss 1982;
23,79; see also Schaeffer 1989: 151). If, for example, a poem is labeled as
a “sonnet”, then we expect it to exhibit a particular set of structural and
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thetorical features. However, as we shall discuss in more detail below,
the precise way in which a genetic designation relates to a given work is
highly complex. Genres ate in a constant state of flux: conventions are
broken by new vatiations which themselves then become conventionalized
(Todorov 1978: 46). Such change presents real epistemological difficulties
as to how exactly a given genre designation should be understood, a
situation particulaly acute where a genre has a long developmental history
and thus a wide variety of different forms. Moreover, a writer may
deliberately seck to manipulate or shatter the reader’s interpretive
expectations by using a generic model that does not cortespond to the
designation. Thus works may read as members of one genre, yet may be
labeled with a contradictory designation that suggests an alternative angle
of interpretation (Ferry 1996: Chapter 5 — see further below). @

The handling of such gente terms in the context of translation
becomes especially problematic. The translated genetic designation must
serve to inform the reader as to the nature of a source cultute genre
which may be wholly unfamiliar in the target culture, without
misrepresenting that nature through the choice of a term that is only
valid for certain instances of the genre. Equally, it must avoid giving tise
to wholly erroneous expectations by the possible use of target language
(TL) terms whose own genetic connotations are too culturally loaded.
And again, if the relationship between the designation and the work to
which it is attached is consciously manipulated in the source text (ST),
then how should such manipulation be approached in the target text
(TT)?

The present paper aims to examine some of these issues by focusing
on a gente in which they become particulatly ptoblematic, the classical
Chinese fu it gente. The fu genre is chosen because of its particular
cultural and historical grounding: it has no countetpart in other literary

traditions, and indeed has occupied a somewhat ambiguous position even
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within the Chinese tradition. Moreover it has a particularly complex
history, developing from ancient beginnings to become a genre of central
importance in the intellectual life of early and medieval China. ™ The
paper begins with a discussion of broad questions in the study of literary
genres, before considering the implications of such issues for the
translation of the term f%, and ultimately for the translation of generic

designations in general.

1. Genres and their Designations:
Some Theoretical Considerations

Before considering the ways in which we might approach the
translation of the genetic designation “f%#”, we should begin by outlining
how such designations themselves should be interpreted. In doing so,
we need first to clarify our understanding of the term “genre”, and then
to examine the ways in which given members of a particular genre may
be said to relate to their particular generic designation.

The term “gente” has been used in a considerable variety of ways,
and is often found in the translation studies field in the sense developed
by J. R. Martin and other linguists in the “systemic functional” tradition
(see e.g. Martin 1997). However, the present study starts from Tzvetan
Todorov’s assettion that a genre is “a codification of discursive
properties” (Todorov 1978: 49) found at a variety of possible discourse
levels, both textual and non-textual (or “verbal”, ¥ to use Todorov’s
term) (Todorov 1978: 50). To this basic and broad-ranging definition a

further distinction is often added: a genre may more specifically be

understood as a set of properties that is “historically attested”
(“histotiquement attestée” — Todotrov 1978: 51; ¢ Schaeffer 2001: 354).
This “histotical” element is used to distinguish the idea of genres (¢.g.
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the sonnet or the s &) from other mote abstract categories such as so-
called “simple forms” (eg. fable, myth) and “modes” (eg. lyric, narrative),
which imply something altogether more universalised, something which
transcends historical and generic specificity (see .. Fowler 1982: 111).
Whilst such a conceptualisation is useful, it should be noted that the
distinctions between these two broad groupings — the historically
grounded and the universalised — are not always so clear-cut. As the
French theorist Jean-Marie Schaeffer notes (2001: 354), cettain genre
terms may be used in diffeting contexts to refer to different levels of
abstraction: the French term récit, for instance, may variously refer to
both an abstract mode of presentation (“natration”) or to a more specific
historically instantiated form (“story”). As we shall develop further below,
such ambiguity is present in the term f#, and forms a major obstacle to
the translation of the term.

Schaeffer’s observation regarding the term 7éc# reveals the vatiety
of referential levels at which generic labels function. For Schaeffer, this
variety has to do with the complexity of the “communicational act” which
a given genre embodies. Such an act comprises both a broad “verbal”
aspect (subdivided into levels of “articulation”, ™ “destination” and
“function”) and a textual aspect (subdivided into semantic and syntactic
levels). Differing genre labels may refer to any of these five differing
levels, and sometimes to more than one of them simultaneously: for
example, a genre such as the “pastoral” is “a dialogic song (level of
articulation) involving a knight and a shepherdess (semantic level)”
(Schaeffer 1989: 122).

Despite this multi-layered complexity, a central distinction can
nevertheless be made between gente labels which stress the primacy of
the genre’s verbal aspect, and those which stress text structure. The

distinction is well illustrated by two such genres: the “sermon” and the

“sonnet” (Schaeffer 1989: 129). The designation “sermon” refers to a
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communicational act, and hence to the genre’s verbal aspect. In such a
case, a telation of “exemplification” (Schaeffer 1989: 156-164) is said to
exist between the text and its designation: however much variation may
exist at the textual level, all members of the genre of “sermon” may be
said to embody or “exemplify” the unitary “verbal” act which that label
implies. The interpretation of a generic designation as pertaining to an
underlying communicational act, then, will involve the search for a
universal verbal dimension common to all instances of the genre. In the
case of the “sonnet”, howevert, the designation clearly indicates text
structure, in this case a set of clearly defined prosodic rules and
conventions; and as Todorov (1978: 53) reminds us, “there is no verbal

23

activity known as ‘sonnetting”. In such a case, the relationship between
given texts and their designation is said to be one of “modulation”. Here,
actual textual instances of a given genre are not interpreted as exemplars
of some more universal communicational act. Rather, since the
designation relates to text structure, they can only approximate to that
designation, since they function on the same level of discourse. Put more
simply, a possible set of textual qualities posited by a generic label must
remain an ideal only. With modulating genericity, then, we are concerned
not with trying to define the communicational act that all instances of
the gente have in common, but rather with generic variety and change,
and with the interplay between members of a given genre. The attempt
to artive at a comprehensive list of features exhibited by all members of
the genre is thus something of a chimera, as genre theorists have pointed
out (¢g. Fowler 1982: 58; Schaeffer 1989: 178), although as we shall see
later below, such attempts may be more successful where the genre label

works at a highly specific level of reference.
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2. Problems of Genericity in the Translation
of the Genre Designation “fu”

Let us now turn to consider such issues in the case of the fu genre.
The way in which we understand the genericity of the f# will have a
direct beating on how we interpret — and hence translate — the designation
Ju itself, and in the light of the above discussion, two main approaches
ptesent themselves. The first is to consider “f#” as a designation of a
“verbal” aspect which all instances of the genre “exemplify”. The second
is to approach “f#” as a textually-oriented designation.

The first of these opposing strategies will require us to try and
form as clear a pictute as possible of what “verbal” act might be common
to all fu, and then to find a suitable English equivalent that accurately
reflects this act. The task of identifying the expressive nature of the fx
has long pteoccupied scholars, who have sought to wrestle with the
communicative natutre of a genre of which the origins are highly uncertain.
Early Chinese writets, such as Ban Gu B[] (32-92 AD), and later Liu
Xie #FH (c. 465 - . 522 AD), both attempt to give “definitions” of the
gente that provide insights into its expressive character: Liu Xie, for
example, writes of the term f# as an act that means “to embody objects
and set down one’s will” (# wa xie 2hi fa¥)ET), @ a descripdon that
was to be alluded to and vatiously interpreted in many subsequent works
of criticism and fy-writing. Later writers, such as the Yuan dynasty critic
Zhu Yao EE (inshi 1318 AD), likewise come up with definitions or
desctiptions of the genre that seck to identify not shared formal or stylistic
traits, but a broader aspect of the type that we have referred to as “verbal”
in part of his argument, for example, Zhu discusses the expressive nature
of the f# in terms of the relationship of “ging” [& (emotion), “a” &E
(fine diction) and “/#” T4, which might in this context be translated as

“discutsive reasoning”. [
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The apparent vagueness of these definitions highlights the very
real difficulty of undetstanding the notion of f# in terms of an underlying
communicational act which all its members exemplify. The diversity of
forms within the gente, and the corresponding diversity of expressive
functions, is such that there sometimes seems little, if anything, that
binds given members of the genre together, and any common
communicational act that we might describe as “f#-ing” is simply too
deeply embedded to be of meaningful use. By the Ming and Qing
dynasties, the sense of this generic diversity had become so pronounced
that some commentatots would even dismiss later manifestations of the
genre as invalid. In the words of one Qing critic: “for the Tang and after,
there are no fir: what they call f ate not i’ (“Lang yihou wa fu. Qi sno wei fu
she, fei fu y¢” FELURSRIR - FPFTREAAIEE D). ® Thus the “verbal”
quality that can be extrapolated from one group of fi will not be obviously
present in another group of f. This problem charactetises modern
discussions of the genre, such as Friedrich Bischoff’s famous study.
Bischoff focuses on highly selective examples from the Tang and Song
dynasties, to show that the fi s, in essence, “a wily [form of] composition™
(Bischoff 1976: 1) which aims at delivering a critical message (usually
political) in a superficially innocuous way. Bischoff cites a wealth of
textual evidence to support his claim, yet the weakness of his approach
becomes self-evident as soon as one attempts to apply it to other examples
not of his choosing,

This problem of focusing on a particular stratum of a given genre
as a means to pinpoint its unifying expressive characteristics — and hence
suggest possible translations of its designation — is also evident in studies
which deal with the eatly development of the f genre. The American
sinologist David Knechtges, for instance, has analysed early etymological
explanations of the term, to suggest that f» were originally a genre

associated with public chanting and rhetorical display (Knechtges 1976:
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13; 1988), a view that has come to gain wide acceptance. Knechtges thus
proposes “rhapsody” as the English equivalent which perhaps best mirrors
this original understanding of “f#”, on the basis that it shares a parallel
etymology. The term rhapsody as commonly understood today has a
range of differing usages, all of which centre around the idea of ecstatic
composition. The Oxjford English Reference Dictionary, for example, defines
“rhapsody” as: “(1) an enthusiastic, ecstatic, or extravagant utterance or
composition. (2) Mas. a piece of music in one extended movement, usu.
emotional in character. (3) GA Hist. an epic poem, or part of it, of a

length for one recitation.” Knechtges elaborates:

One could translate f# as “declamation”, but declamation is not a literary
term, For this reason, I have chosen to translate f# as “rhapsody”. The
rhapsody in ancient Greece was an epic poem recited or extemporised
by a minstrel or court poet, known as a rhapsode. ... The f# poet in
many ways is a kind of rhapsode, and the poems he composed often
display the ecstasy, grandeur, and emotional intensity associated with
the rhapsody (1976: 13-14).

Such an approach has clear limitations, if the translated term is to stand
as an adequate descriptive equivalent for the genre as a whole. Quite
apart from the issue of the cultural appropriacy of such a translation
strategy, which will be dealt with in the final section of this paper, in
generic terms “rhapsody” does not denote the underlying
communicational act present in all f#, any more than the verbal quality
(e chanting) identified in early forms of the genre can easily be discerned
in later examples. Knechtges himself is keenly aware of this: “calling the
J# thapsody, however, does not completely define the genre that existed
in the Han dynasty” (1976: 14), much less in other dynasties. If, for

example, one focuses on the Six Dynasties, many of the short, lyrical
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shuging xiao fu ¥7{8/NIR, characteristic of the period ate not characterised
by any communicational element that might be referred to as
“thapsodising”. Thus, whilst a translation of the genre designation made
on the basis of a single synchronic slice in the gente’s development may
be of use in a historically confined study such as that of Knechtges, if
such a translation is applied more diachronically, ze. to describe the entire
range of historical variations within the genre, it may shape TT readers’
reception of the ST genre in ways which can obscure interpretation. P It
may of course be argued that just as “f%” initially designated a particular
type of composition that then subsequently developed into very different
and seemingly unrelated forms, so “rhapsody” will suffice as a translation,
since it shares the same etymological range as that initial or early use of
the term f#. However, the translator is, so to speak, working from the
opposite end of the evolutionary process. Whereas the source language
(SL) designation is part of an organic development, the TL “equivalent”
is artificially imposed from outside. Thus the translator must look back
on the whole range of works in the genre, all of which, however different
they may be, carry the same generic designation, and therefore must
have some conceptual binding force; and s/he must from this find a
term which is appropriate to all examples, a term which is, in short,
diachronically valid.

Let us now consider the second option for translation, namely
that we examine the term “f%” not as a verbal designation, but as a
designation of text structure. Here, we will discuss two of the most

>

influential such translations of the term: “prose-poetry” and
“thymeprose”. ! As with “rhapsody”, we will set aside the question of
how culturally approptiate these terms ate until later, and will focus here
solely on their appropriacy in terms of genericity. Both terms may be
seen as designations of text structure, for “prose” and “poetry”, though

wide-ranging, are at least in part indicative of fundamentally different
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structuring at the textual level. “Rhymeprose” is a similar case, though
one that is perhaps more sharply defined than “prose-poetry”. Here,
“poetry” has been deleted, and we are left in no doubt that we ate in the
presence of “prose”; the poetic element within this prose structure is
then more specifically stated as that of “rhyme”.

Both these attempts at rendering “/%” on textual grounds are
worthwhile; howevet, they again can only provide us with a partial picture.
A crucial problem here is the level of textual generality to which the
genre designation relates. As Steven Mailloux (1982: 132) reminds us,
the (textual) conventions designated by genre labels may be “as general
as those comprising all narratives, ... [or] as specific as those constituting
the many subgenres or formula fictions”. In the case of the f, the level
of generality is extreme: the modulation of the genre over time has led
to such a breadth of textual variation that it proves almost impossible to
extrapolate a set of similar conventions which individual works in the
gente share in common. The subsequent difficulty of finding a textually-
oriented translation of the designation that is generalised enough to apply
to all fu is particulatly acute: even the terms “prose” and “poetry”, for
instance, though they already seem to indicate highly generalised aspects
of text structure, may be too specific in regard to categorising the textual
nature of the f# gente. Take “prose-poem” as an example. Many of the
best-known fu, the so-called “da fi” K, or “grand f#” of the Han dynasty,
do exhibit a structure in which passages of straight prose are interspersed
with long and ornate rhymed poetic descriptions. Likewise, the term
might be applied to the strain of jf# that emerged a thousand years later
in the Song dynasty, the so-called “wer fi”” 3, or “prose fi’”, though
the structute of these two different sub-groups is markedly different,
the Song wen fu representing a mote genuine fuston of prose and poetic
elements into 2 single form (Xu 2001: 253 f£.). But many other f#, such as
the Tang regulated f#, ot the miniscule shuging xiao fu of the preceding Six

10
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Dynasties period, seem to contain no element of “prose” whatsoever.
Similar remarks pertain to the translation “rhymeprose”, though this term
is less easily dismissed: it might be possible, in the most extreme case, to
conceive of a piece of “prose” that was entirely “rhymed”. But then, in
what way could this be said to differ from a piece of “poetry”’? In any
case, the rationale behind the term “rhymeprose” is essentially the same
as “prose-poetry”. In the words of Birch, “typically, the fx presents an
essay in varied verse with prose introduction and interludes: ‘thyme-prose’
is a fair representation of the generic name” Birch 1965/67: 157).

The extent to which the specificity of reference of a genre
designation affects translation is powerfully illustrated when one contrasts
the f» with other classical Chinese genres such as the “Jugin’” §8H] ot the
“q¢’ 2. Whereas the f, if conceived of as a text-otiented designation,
operates at a highly generalised level, the jugx is a far more narrowly
defined genre (indeed it might even be analysed as a “subgente” depending
on how that term is understood "), which denotes far more specific
textual characteristics. Even the name itself, which translates literally as
“cut-off lines”, is far more strongly suggestive of textual reference, and
given members of the genre all share the common structural charactetistic
of having four equal lines. Consequently, the commonly accepted English
rendering, “Quatrain”, would seem to fit far better than the translations
offered for the fu genre. To take a second example, the designation “¢7”
(literally “seven”) refers to a genre prominent in the Han dynasty (Mei
Sheng’s #(3€ (4. 140 BC) “Seven Stimuli” or “Q7 F7” 455§ is perhaps the
best-known example), in which each piece is composed of seven different
portions working to a thetorical climax. Here too, we have a narrowly
defined genre (again, it has sometimes been considered a subgenre [12)
whose designation includes an explicitly textual reference. The translation
“Sevens” (Knechtges 1982: 34) would seem appropriate. Here, then, we
see that for a gente whose designation is (a) clearly textual, and (b) referring

11




Translation Quarterly No. 30

to pethaps as little as one highly specific textual feature, the translation
even of genre designations for which no cognate exists in the Target
Culture is relatively easily accomplished.

Whilst seemingly impossible to negotiate successfully in the case
of the fx, the above problems of genericity, including the various
distinctions between “verbal” and “texual” designations, have however
sometimes been mote successfully addressed. For Stephen Owen, the f#
is less “prose-poem” than “poetic exposition” (Owen 1996: 7). In this
rendering, we are still given an indication of text structure, with the term
“poetic” conjuring up thyme, alliteration and the various other “poetic”
devices at a writer’s disposal. Yet at the same time, Owen avoids the
pitfall of any reference to “prose”. Moteover his use of “exposition” is
something which, though it refers to text structure, relates more to what
Jean-Marie Schaeffer has called “macrodiscursive” features (Schaeffer
1989: 115), and which we might also refer to as the “internal rhetoric” of
a piece. Such macrodiscursive features differ significantly from more
explicit formal features, and are such that they may be seen as the textual
cotrelatives of “mode”, or of a “communicational act” (Neather 1995:
7). The term “exposition” picks up on the idea of the relation between
the f# genre and the rhetorical trope of the same name, which was said
to have been present in some of the earliest extant Chinese poetry, the
Shi Jing F5#Z. This trope has been extensively reseatched, partculatly by
Dore Levy, who styles it “enumeration” (Levy 1988: 34-46), opining that
it is used fot “constructing sequences” in which three or more elements
may be involved. The sequences may be of any variety, most obviously
spatial or temporal. In many f# there is a sense that the poetic voice is
structured around such sequential patterns; many f# might be said to
provide a “working through” of a given situation or mental state, that is
g «

formed by such sequences even in shorter pieces. Owen’s “poetic

exposition”, then, is perhaps the most subtle and ingenious of the

12
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renderings on offer at present, not least because it partially straddles the
divide between the textual and verbal levels of the genre, and because
the elements of text structure that it suggests do not mislead the TT

reader in the way that other renderings may.

3. Cultural Appropriacy and the
Translation of the Designation “fu”

So far we have focused on the way in which we interpret the generic
designation fu, and the problems which eithet of two alternative readings
of fu genericity will involve for the translation process. Let us now turn
to the other area of consideration mentioned in our introduction to this
paper, namely, the issue of cultural approptiacy in the translation of
genre designations. Again, we shall focus on f#, assessing renderings such
as those discussed above. Do they set up false compatisons between SL
and TL genres, or do they help to mediate difference?

Let us take the first of our “textual” examples as a starting point.
“Prose-poem” is a term which may be regarded as a ditect attempt to
map an existing TL generic label onto the SL gente, in this case fx. In
some senses, this mapping can help to signal a key problem of the gente,
namely its rather hybrid status. For the generic status of f# has been
recognised as problematic even in some traditional Chinese categorisations
of fuwritings, in which a prose/poetry dichotomy is already evident. In
later anthologies in particular (of which the Qing dynasty collection, the
Quan Tang Wen 2FE 3L or Complete Tang Prose, is the most obvious
example), the fu is clearly regarded as belonging, however uneasily, to the
realm of prose, despite long-standing recognition of its poetic properties.
These views have persisted in the works of various modern scholars,

who have continued to downplay the f#, in sometimes quite disparaging

13
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terms, as somehow “not true poetry”, especially when compared to the
supposedly lyrically superior shi genre (e.g. Liu 1956: 278). In the Western
tradition, the term “prose-poem” conjures up a similar image of genetic
hybridity, and with it a similar degree of scholarly mistrust. Yet this is
perhaps the only such analogical link that can be made between the two
gentres. For the Western “prose-poem” has evolved from very different
roots. Developed in the nineteenth century, especially in the hands of
Baudelaire, whose Petsts Poémes en Prose are often seen as the first serious
examples of such a form, the “prose-poem” is a far more recent artival
on the literary scene than the archaically-rooted f# indeed, its usage by
Baudelaire can be seen as very much an avant-garde act which aimed to
break new literary ground. These connotations are so strong that for
some scholars, the term “prose-poem” is problematic even for the
description of newet, avant-garde works of poetry which might normally
be considered as examples of that gente. Stephen Fredman, for instance,
in his study of the shift from poetry to prose in the writings of twentieth
century American poets, has suggested the term “poet’s prose” as a way
of breaking out of what he calls “the terminological nightmare
surrounding non-versified poetry”. For Fredman (1983/90: xv), “the more
common ‘prose poem’ is unsatisfactory for two reasons: it is an oxymoron
aimed at defamiliarising lyric poetry, and it remains redolent with the
atmosphetic sentiment of French Symbolism”.

Of the alternative translations of “f#” on offer, “rhymeprose”,
whilst problematic when analysed in terms of genericity, does at least
work rather more successfully in regard to cultural appropriacy. Unlike
“prose-poem”, it does not represent a direct “mapping” onto an existing
TL genre, for there would seem to be no established genre of
“thymeprose” in the Western tradition. It therefore avoids excessive
domestication, retaining a degtee of otherness in the translation which

is more acceptable than the more “comfortable” though culturally loaded
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“prose-poem”. (In this regard, one wonders if the original coinage of
the term may have been influenced by a traditional Chinese categorisation,
“yun-wen” BEL ot “rhymed literature”, to which the f# was often seen as
belonging). Nevertheless, as with “prose-poem”, the inclusion of the
word “prose” in this formula is potentially problematic to the modern
reader. “Prose” is one step away from “prosaic”, the connotations of
which term are now such that it is almost impossible to use it in its literal
meaning as an adjective denoting “prose-like”. Fredman’s later discussion
of “poet’s prose” would seem to acknowledge this:

The terms “poetry” and “prose” usually take their definitions from the
ideal opposition of one to the other: we think of poetry as succinct,

essential, transcendental; we think of prose as prolix, descriptive,
mundane (1983/90: 2).

In addition to these connotations of mundanity, Fredman’s assertion of
the opposition between poetry and prose here is also worth taking up.
For except in the field of literary criticism, it may be argued that the term
“prose” is fast disappearing as a counterpart to “poetry”. Instead, whilst
“poetry” continues to be conceived of as a single, relatively discrete unit,
“prose” has come to seem impossibly broad, such that one now speaks
instead in terms of more specific prose gentes: fiction, the novel,
biography, autobiography, and so forth. Thus a somewhat paradoxical
situation exists in which prose has come to be seen as the predominant
medium of literary expression in the contemporary era, yet the use of
the term “prose” in non-specialist circles is becoming obsolete. The

precise socio-cultural factors influencing this trend are too complex to

unravel here. What can be said, at least, is that for a contemporary TL

audience, the inclusion of the element “prose” in the terms “thymeprose”

o] € . .
and “prose-poem” carries connotations of obsolescence that are perhaps
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best avoided. In this regard, Owen’s “poetic exposition” again strikes us
as a more satisfactory rendering — the unfortunate connotations of
“prose” are carefully avoided. Whilst one recalls Knechtges’s hesitation
over a similar term, “declamation”, cited eatlier — ““declamation’ is not a
literary term” — culturally loaded possibilities have at least been eschewed
in favour of a term which is neither excessively domesticated not
unpalatably foreignised.

Having considered the cultural appropriacy of these text-oriented
renderings, let us turn finally to consider approptiacy in the case of the
term “rhapsody”, which as we discussed above, interprets “f#’” as a
“verbal” designation. Earlier, we alluded to the fact that this translation
attempts to find an etymological parallel between Western and Chinese
traditions. As with the “text-oriented” renderings discussed above, here
too we see an attempt to map a TL term onto an SL term by analogical
means. Howevet, the recoutse to etymological enquiry is an inherently
different kind of mapping, since it seeks to establish the authority of
analogical links by careful extrapolation of word derivations that go back
to the ancient classical empires. Such cross-cultural analysis can provide
important insights into hitherto problematic areas. Nevertheless, as a
tool for translation, the search for etymological parallelism can lead to
unsatisfactory tesults. Eugene Chen Eoyang is one scholar who has argued
convincingly against the obsessive use of such a translation methodology.
Citing extensive examples from the work of the late Betkeley sinologist
Peter Boodberg, such as the term “Argibasilic Diarch” as an etymological
“equivalent” for the Chinese “Huang d7” &7, Eoyang demonstrates that
such terms are inappropriate, both on grounds of epistemology and
intelligibility (Eoyang 1995: 302-3). Put simply, the translation obscures
rather than elucidates. Here, Eoyang further raises the related “principle
of familiarity”: “should the reader of a translation not be as familiar

with a term in translation as the reader of the original with its counterpart
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in the original?” Boodberg’s work is perhaps now dated, but the influence
of his approach is still seen in the works of scholars today. Stephen
Bokenkamp’s excellent analysis of a ninth-century manual of regulated
fu writing, the “Fau Pu” BR#Z, provides one example of how the search
for parallel etymologies can prove tempting but ultimately inappropriate.
Bokenkamp (1986) translates the term “p#” £l in the title of the work as
“Jedger” (thus “Fa P#” is “The Ledger on the Rhapsody”). “Ledger”, he
argues at length, has a directly parallel etymology, for like “pu”, it derives
from the idea of listing up a set of items. Whilst this exegesis is genuinely
fascinating, one is left wondering whether “Ledger”, now almost purely
confined to the field of accountancy, can really, in practical terms, convey
the correct sense of the Chinese “p#”. It is therefore of significant note
that in later work (1989: 211), Bokenkamp explicitly refers to his change
of heart in employing this translation strategy, preferring instead the
more natural and culturally meaningful (though as some would see it,
etymologically flawed) term “manual”.

“Rhapsody”, it might be suggested, is a more successful example
of cross-cultural mapping on the basis of etymological roots. But there
is a farther point to be made here, which is already evident in the above
example of Bokenkamp’s uneasiness about his original use of “ledger”
for pu 5%: etymologies change. If “rhapsody” once meant, to recall out
earlier definition, “an enthusiastic, ecstatic, or extravagant utterance or
composition” of the kind recited by a Greek rhapsode, it had come to
mean something very different by the seventeenth century, and was to
take on still different connotations in subsequent petiods. In her work
exploring the relation of poetic works to their titles, Anne Ferry (1996:
167) has a detailed discussion of the term “rhapsody” and its use as a

generic label, which as she suggests, ptesents us with “a long and mixed
hustory”:
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In English critical vocabulary before the nineteenth century — when
many formal terms began to be loosened from their roots — rhapsody
started out as a neutral term to describe a collection of poetic pieces
gathered together... In the seventeenth century it crops up somewhat
more in titles for single poems... Unsurprisingly, earlier eighteenth
century writers stress the ancient root meaning, which they find useful
to sanction ctitical attacks like those of John Dennis on Pope. ... The
abusive sense of the term in these attacks is as Elisha Coles’s dictionary
of 1717 succinetly defines it: “a confused Collection”. It does not yet
have to do with meanings accumulated around the term in the nineteenth

century.

I have quoted this exegesis at some length to show just how intricate
the later semantic development of a term may be. The cultural
connotations of a generic label are, like the genre itself, in a state of
continual flux, as the genre changes and develops. Thus even supposing
that mapping a TIL generic designation onto an “ur-form” of the SL
genre on the basis of parallel etymological roots were a valid strategy,
the subsequent “meanings accumulated around the term”, to use Ferry’s
phrase, present a tangle of SL associations that set up wholly erroneous
reader expectations, just as we saw with more “modern” or recently-
coined genre designations such as “prose-poem”.

This situation is true even when the writer of the source text uses
the gente designation in a wholly unoriginal way. Yet the problem is still
more acute where a writer may have deliberately interpreted the given
designation more creatively, in order to manipulate reader expectations,
ot to expand the existing parameters of accepted expression in the genre.
Ferry (1996: 166), for instance, cites T. S. Eliot’s Rbapsody on a Windy
Night as one example of how an author appropriates an established generic
label to designate a quite different form of poetic discourse. From the
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classical Chinese field, we might cite the Mid-Tang writet, Li Guan ZEE]
(766-794), whose “Fi on Suffeting the Rains” (“Ku yu fu” EHRRER) is 2
virtuoso example of a piece entitled “f#’”” with a text structure that is
heavily influenced by impottations from other generic repertoires, to the
extent that the work sometimes seems to share more in common with
discursive prose gentes such as the M & ot shuo F than with the fu
genre as it was understood at the time (Neather 1995: 159-197). In such
a case, there is a still more confused web of cultural associations to
negotiate: the use of “rhapsody” (or whatever the term in question) as a
means to translate “f#” may be seen as an appropriation of a TL
designation to suggest an SL. designation that has itself been approptiated
and manipulated for other ends, a situation in which translation would
therefore seem doubly problematic.

Many of these problems of attempting to map a culturally unique
genre onto an existing English equivalent have to do with the way in
which generic links opetate in a cross-cultural context. Schaeffer (1989:
173 ff)), discussing “modulating genericity”, has suggested that two
different relationships exist between texts within given genres. Where
differing membets of a gente share hypertextual links, they may be said
to belong to a “genealogical class™ (“classe généalogique”), 7.¢. they are
genealogically connected, for instance where genre development has taken
place within a shared cultural tradition. Where differing genre members
do not share hypertextual links, however, as is the case between culturally
unconnected traditions, “analogical” links are what binds differing
members together. Thus, Schaeffer suggests that a genre such as the
“conte philosophique”, or “philosophical tale”, will incorporate both
Western tales in the tradition of Lucian and Buddhist philosophical tales
from various Eastern traditions. Such a broad grouping may be acceptable
for Schaeffer’s example. In the case of the fi#, however, translations such

as “prose-poem” set up a connection that suggests a single “classe
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analogique™: they imply, fallaciously, that works of f# may be incorporated
in a single analogically related class of works that shate broadly similar
generic traits.

Another alternative suggested by such difficulties is of course
transliteration, an approach which would bypass such problems and
preserve the sense of “otherness” inherent in what is a culturally unique
term. It is interesting, however, to note a certain reluctance on the part
of translators and anthologists to adopt this strategy for the term “/#/’, a
phenomenon which must await further research elsewhere. However, it
is perhaps significant that new hybrids ate emerging in which
transliteration plays a part: Strassberg’s study of Chinese travel writing,
for instance, which contains translations of f# amongst other genres,
uses the term “‘fy thapsody” throughout (Strassberg 1994: 23, ez passim),
a coinage which would seem to reflect unease both over using a purely
English “equivalent” without qualification and over using a pure
transliteration. Such a usage may be read as an attempt to take the now
well-established and domesticated term “rhapsody” and “re-other” it by
labeling it as a subgenre of rhapsody that is at the same time unique to

the Chinese context.

4. Conclusion

The above discussion has examined issues in the translation of
genre designations, taking the f genre as a case study. Firstly, we examined
questions of genericity, noting that genre designations may be interpreted
either as “verbally” oriented or as “textually” oriented (with a further set
of sub-distinctions existing within each of these two categoties). The
reading of a genre’s genericity will be one key factor influencing the

translation of the genre label. In the case of the f, we saw that the
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genericity of this gente is extremely difficult to pinpoint: the term fu
might be understood as a designation of “verbal” significance that is
exemplified by all its genre members, or as a “textual” designation whose
members relate to it only in terms of “modulation”. Most of the
translations reviewed here choose between one or other of these two
possibilities — verbal or textual — and in the process run the risk of
mistepresenting the genericity of the gente.

Secondly, we also noted that the genre designation’s level of
reference affects translation. For genres which have a highly specific
designation, such as the jugu, translation may be more straightforward.
Fot fu, however, the high level of generality implied in the term impedes
translation. If f#is regarded as a verbal-oriented designation, one is faced
with the problem of finding a term denoting a communicational act
which holds for all exemplars of that act, ze. for all members of the
gente. If one focuses on fx as a designation of text-structure, one must
negotiate an array of formally diffuse subgenres, all known as “#%”, which
contain no obvious textual thread that binds them. Nevertheless, Owen’s
rendering, “poetic exposition”, does stand out as a more effective attempt
at comptomise, since it addresses, to some degree at least, the possibilities
of both a “verbal” and “textual” reading of the designation /.

Thirdly, we examined translations of the term “f#” in the light of
their cultural appropriacy. We have seen how translations have sought to
map the f# genre onto existing TL genres that are superficially analogous,
or onto etymological equivalents which are questionable on grounds of
intelligibility as well as epistemology. We also touched on the question
of transliteration as a possible alternative to translation.

Other issues in the translation of gente designations also merit
attention. For instance, why a term such as “baiks” ~ a transliteration —
should become the established rendering of the Japanese genre, where

the transliteration “f” has not gained prominence in the Chinese case, is
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an issue which would require a consideration of the ideological and

historical motivations for the choice of one tendering over another. Such

issues, however, must await further research.

Notes

1

2

3]

“

All English translations from French works cited are my own. The original
French has not been cited unless it is felt that further clatification is required.
To cite a well-known example from the Chinese context, Han Yu’s TREY
Jim xne jie FEERHR has often been read and interpreted as an example of f,
since its generic features show marked similarities to those of a fu. (For
one such interpretation, see Spring 1986). Yet it is generically labeled as a
“ji¢’ or “Explanation”, a label which is of crucial significance. For as
Nishigami Masaru (1986: 31) points out, when considered against the
background of Han Yu’s career, its demarcation as a “ie” signals a clear
break from his earlier period of composition, in which all his fx were
composed. Spring’s characterization of Han Yu’s piece as a “thapsody”
might thus be viewed as an instance of manipulative translation which
fails to take account of the importance of switching the genre label.
One measure of this importance is the role of Ju writing in the state
examination system by which scholars were appointed to high-level
positions in the bureaucracy: f# composition was introduced as a
requirement for the Jinshi A or “Advanced Scholar” exam as early as
the latter half of the 7th Century, and gained a central importance in the
exam duting the 8th century. Neather 1995: 21; ¢f. McMullen 1988: 230,
Todorov uses the term “verbal” in opposition to “syntactic” and
“semantic”, to refer to broader communicational aspects beyond the text

level. In its broadest understanding, the term may “serve to encompass

everything which has to do with the very materiality of signs themselves”
(1978: 50).

81

8

by

i
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The original French term here is “énonciation”, literally “enunciation”.
The term can encompass various related meanings including “utterance”
and “statement”. “Articulation” is used here to indicate that the term
refers to the speaker or speakers involved in “articulating” the text.
“Quan Fu” 3288, Wen Xin Diaolong Zhu 2/134.

These terms occur at vatious points in Zhu Yao’s work. For one particularly
interesting discussion, in which Du Mu’s famous “F on the Afang Palace”
(Afang Gong Fu BB EER) is assessed as having an “excess of 4, see Gu
Fu Bianti, 7/ 3a.

Cheng Tingzuo FEEETE, Sao Fy Lun San Pian BEEA =58 in Qing Qi Ji 3/
13a. Cheng’s remarks, which seem to dismiss all J# from the Tang and
subsequent dynasties, may be seen in the context of an catlier emerging
Ming critique which focused more specifically on invalidating the Juof
the Tang. For a full discussion of this critique, see Xu 2001: Chapter 8.
This problem notwithstanding, it is interesting to note that the term
“thapsody” has been influential in the presentation of fi pieces to a general
audience: Lai and Lai’s (1979) coinage, “rhapsodic essay”, shows a clear
attempt to draw on and rework the term, whilst “thapsody” continues to
be seen in recent anthologies such as Minford and Lau (2000).

For an eatly example of the use of “prose poetry”, see Le Gros Clark
1935/1964. For an example of “thymeprose”, see ¢,g. Watson 1971,

The notion of “subgenre” is also problematic and subject to considerable
differences in interpretation. Alastair Fowler (1982: 111 f£), for instance,
tegards it as indicating a generic subgrouping along thematic lines. Yet it
might also be understood as relating to formal or prosodic properties.
Knechtges (1982: 34) has argued that, whilst listed as a separate gente in
eatly anthologies such as the W Xuan, its similarities to the J# genre

suggest that it may be read as a subgenre of f.
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Lu Xun’s Translation:
An Examination of Language and Style
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Abstract

This paper surveys Lu Xun'’s translation practice in terms of
language and style. It points out that before 1909, Lu Xun's
translations were influenced by several contemporary trends, including
the writing style of Yan Fu and the stylistic practice advocated by
Liang Qichao; his learning from Zhang Taiyan contributed to his being
“grchaic”, while Chinese classical literature helped further to shape
his own style in writing. After 1909 Lu Xun turned to being “literal”
in translation as a means to more faithfully reproduce “new voices”
from other literary traditions and transplant new approaches to writing
into the Chinese literary milieu. After 1919, he continued to pursue a
“literal translation” approach in order to adopt foreign linguistic
elements and so enrich a Chinese language which was at the time seen
as impoverished. Lu Xun remained adamant in his advocacy of “hard
franslation” and a determined practitioner of “Europeanization”. The
final portion of the paper presents the findings of a quantitative study
which examined Lu Xun’s use of complicated Modifier-Head Structures
with de/ di particles, and shows that his translations of literary theory

are strongly “Europeanized” and thus have a low readability.
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1. Introduction

Perhaps no other Chinese writer and thinker since 1919 has won
as great and lasting respect as Lu Xun 31 (1881-1936). For over half a
century a substantial amount of scholarship has been devoted to the
study of Lu Xun’s writings and thought, to the point of cultivating a
specific branch of study—Lu Xun Xue BiHE or “Lu Xun Studies”.
However, whilst there has been considerable discussion on the question
of “Lu Xun and foreign literature”, Lu Xun’s translation activities (1903-
1936), which produced about 2,500,000 characters in total (almost equal
to his writing in amount), have received far less attention. Lu Xun’s
propositions in regard to translation (most prominently his tenet of 4

yi 22 or “literal translation”) have become an integral part of the history
of Chinese translation theory and have been amply documented ot
critiqued in that context (¢.g. Chen 1992; Liu 1981). Yet in-depth research
into Lu Xun’s work as a translator has begun only recently (Lundbetg
1989; Pollard 1993; Wang 1995; Yuan 1990).

The relative dearth of studies on Lu Xun’s translation per se is
perhaps explained by the difficulty of finding ot determining the source
texts upon which his translations were based. Since his translations were
done during the early decades of the twentieth century, with most of
them not rendered from their original versions but from Japanese
translations (some from German versions), critical efforts to examine
Lu Xun’s renderings against their source texts can be problematic.

However, looking at Lu Xun’s translations themselves without
referring to the original versions is also a meaningful undertaking in that
it can contribute to a better understanding of Lu Xun’s creative efforts
as a revolutionary writet, and provide a profile of the Chinese language
at a time of transformation. This paper attempts to do partial work in

this direction by examining Lu Xun’s translations in terms of language
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and style. It first considers Lu Xun’s early translation practice (pre-1919),
then examines developments after 1919, and concludes with an analysis

of teadability in Lu Xun’s later translations.

2. Lu Xun’s Translation before 1919

2.1 A zhang hui Fiction Style

Between 1902 and 1909, Lu Xun was studying in Japan. His
translations were the product of the enthusiasm of a young patriot
highly concerned for his country’s fate. Insofar as subject matter is
concerned, his early translations during this period fall into two
categories—science fiction and political fiction, reflecting a trend of
the time led by Liang Qichao & (1873-1929), the prominent
revolutionary, and Lin Shu #R%F (1852-1924), who was enormously
popular for his translated fictions. ™

Lu Xun’s translation during this period displays clear influences
of his time. In both form and techniques of writing, his translation draws
heavily on the style of ghang bui EE[H] fiction (full-length fiction in
chapters), which had been a major form of fiction since the Ming Dynasty.
In conformity with this rhetorical style, translators would restructure
and modify the original text to make a rendering look and read like a
work of ghang bui fiction. This can be illustrated by Lu Xun'’s translations
ueie Liiang F FRTT (“From the Earth to the Moon™) and Didi Liixing
HEHRTT (“Journey to the Centre of the Earth™). Interestingly, as in
zhang hui fiction, classical poems atre also found toward the end of
individual chapters of Lu Xun’s translations, for the purpose of
strengthening the plot and creating suspense. The following excerpts

have a distinctively yhang bui style:
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FLEESETH SRR S o HBEEE R AN - B
EEFIMETIRE—F  ERTHBERREREM ; RIS
B KERSH - 5 AFR > HRIVEIEFH > SRET 7
TR - YRR - REERET - BT AR
B EEAE o BT -FTER ) AR - — AR
Bk - FERAReSE - B NE—TERAERI LR -

(Yugjie Liiscing [“From the Earth to the Moon”],
Translations of La Xun, @ vol. 1, p. 6)

THEER » B—EEESERAS - R EEAEER - AR
BRI HIREW A - —EEiLRAERE » 52 ¢
HETHZERE B T ER -
REEERLE - HETEE -
(ibid., p. 10)

For Lu Xun to translate in a ghang bui fiction style at the time was probably
a natural choice. For not only did such a style reflect the influence of
important contemporary writers such as Liang Qichao, who adopted the
whang hui form in writing fiction (Pollard 1993: 30), but also the particulat
linguistic mix of the ghang hui form—a bai hua 7 (vernacular) base
interspersed with elements of wen yan 2{F (classical Chinese) Bl —
coincides with Lu Xun’s intention in regard to language use in these

early translations, as will be touched on further below.

2.2 Influence from Yan Fu and Liang Qichao

Other than a ghang bui style, Lu Xun’s translations before 1909
show characteristics traceable to his advocacy of Yan Fu &8 (1854
1921) and Liang Qichao. Early in Japan, Lu Xun admired the writing
style of Yan Fu (Xu 1953: 10), whose translation of Western philosopht:

and social sciences provided a strong inspiration to the general bourgeois
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ceformers of the time. Stylistically, Yan Fu’s translations were special in
two respects: first, with a purpose of expressing his own political thoughts,
his translations were aimed at transmitting the original gist and were
marked by Yan’s own ample analysis of the contemporary status quo in
China; second, to win approval from the gentry class, his intended
readership, he chose to be “extraordinarily abstruse, elegant, and highly
allusive” in his use of “classical Chinese” (Schwartz 1964: 93).

Lu Xun’s essay Zao Ren Shu 58 A\l (“Creating Man”) for example,
was a close imitation of the writing style of Yan Fu in Tian Yan Lan Ki&
=4 (translation of T. H. Huxley’s Evolution and Ethics). ™ In addition, as
Lu Xun himself was to admit later in 1934, his approach to the translation
of specialized terms at the time was also influenced by Yan Fu—for
instance, his use of the term “nigf’” YE{R, meaning “nerve”, was a
transliteration of the Greek term. ) Yan Fu was also known for his
tactful adoption of classical Chinese vocabulary to render Western
concepts; in 1909 when Lu Xun began to translate biological terms after
his return to China, he followed a similar strategy to Yan Fu, approptiating
characters from classical Chinese—for instance, he used ya0 %4 (meaning
“tiny”) for “cell”, mie 4. (meaning “thin threads of”) for “fiber”, and cou
% (meaning “the grain of muscle”) for “tissue”. 1

During 1903-1904 Lu Xun was also influenced by xin min # FTR
#8 or “New Citizens Style”, advocated by Liang Qichao. A product in
violation of the binding laws of writing that were exemplified by fongrbeng
guwen FRTE 37 (classical writing of the Tongcheng School), which had
dominated the literary circle for over a century, xin min # in effect
constituted a transition toward the birth of vernacular writings during
the May Fourth period, although initially it was born basically as an
nstrument of the bourgeois reformists to give free expression to their
thoughts and ideas (Niu 1989a: 201). Writings of this kind were “cleatly

strucrured”, “simple and smooth”, “often passionate” and “interwoven
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with slang, thymes and foreign grammar’ (Niu 1989b: 204), though they
also often seemed overloaded with high-sounding phrases. Citing Sibada
<hi Hun B33 2 31 (“The Soul of Sparta”), a story that he translated
with adaptation, Lu Xun admitted that he was then emulating the
fashionable practice of being “indignant in words, and cadent in tone”.
In addition, in its tendency to use wen yan and bai hua in combination, Lu
Xun’s work also shates similarities with that of Liang Qichao during this
petiod. In the “Preface” to Yugjie Liixing Lu Xun writes: “I had planned
to use s# yu {355 [vernacular] throughout at first to make light reading;
then I found it too wordy, so I have mixed in we# yan to save space.” &
Another piece of translation, Begji Tanxian Ji JtREEERED (“Adventure
to the North Pole™), was similarly composed of “narration in wen yan,
and convetsation in bai hua”. P! This attempt of Lu Xun to mix wen yan
and bai hna together in translation appears not to have been well received,
for some of his translations adopting this approach were rejected by the

publishers as “ridiculous”. 1%

2.3 Influence from Zhang Taiyan and Chinese Classical

Literature

Around 1908, Lu Xun came under the influence of Zhang Taiyan
BEARHE (1869-1936). Two developments in Lu Xun’s writings indicate
this influence: 2 poignant and ironic style and a tendency to being archaic
(Wang 1994: 28-29). Lu Xun’s pure wen yan translations in Yuwai Xiaoshuo
Ji SRANINRER (Stories from Abroad [1909]) demonstrate such influence.
In particular, his tendency toward being archaic is also shown in his
penchant for archaic Chinese characters at that time, largely as a result
of studying xiao xue /[N (study of Chinese characters) under the
tutorship of Zhang. According to Zhou Zuoren FfEA (1885-1967),
this inclination represented a kind of sie p7 J&JE or “philia for being
clean” in writing, ' The following excerpts from Yuwai Xiaoshuo Ji (with
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archaic characters underlined), llustrate this tendency well: 2

EfFEER M5 E - REIVEEE - BREEAHE > BEHE
KECEH - BILERKE  BRITA - AEELETR > 06T
gl - ARERE > RBBABBKRELN » [ERAOE - MHEXITA
HR > SRFE - BYAMOELMmE -

(Mo Bk [“The Silence™|, Translations, vol. 1, p. 154)

(deng §8 used for deng %& “lamp”)

EHE) > RICTEE » BIRTRERR ? MR EAL - BEER&ER
MREEER  SLEEME - BMEHIEREGTF RS T
ol Tl > T -

(87 Ri I H [“Four Days”], Translations, vol. 1, p. 172)

(feng ¥ used for feng 1 “bee”)

The literal approach combined with the use of pure wer yan and
archaic characters indeed made the collection as a whole abstruse and
classical. Hu Shi 3 (1891-1962) commented that the translatots of
the stories in Yuwai Xiaoshuo Ji, being well versed in classical Chinese and
having direct access to foreign works, achieved much higher than Lin
Shu; in Hu’s view, both the content and the language of Yuwai Xiaoshuo
Ji were “fine”. Yet, he concluded, given its pitiable sales, the loss (caused
by the abstruse classical Chinese) outweighed the gain (1924: 24-25).

Still further evidence of Lu Xun’s propensity for being archaic is
His use of the sao B style (around 1907) in the rendering of certain
Poerns, and more particularly in his versions of poems by Heine a few
years later (around 1914). 19 The following is an example (with archaic
characters underlined):
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HERVEIE SR 8 - IONEFFRESILLAF -
S BEES AT - ST SRAN -
AES  BEDR - PREESHZE
(Poems in Hongoxing Yishi §L 25 [“Red Star
Anecdotes”], Translations, vol. 10, p. 782)

(ning % used for ning {%, meaning “weak”; xiao % used for xiao §E,
meaning “flying arrow with a loud sound”; jizo B used for jiao M,

meaning “shout”)

A less archaic feature of Yuwai Xiaoshno Ji howevert, was its use
of “new-type” punctuation marks, including such tokens as > © ! ?
St coc and —— . In fact, earlier in Yaugjie Liixing and Didi Liixing,
which used a mixture of bai hua and wen yan, Lu Xun was already making
use of such marks, and : ; could also be found therein. Around
the beginning of the 20th century, new-type punctuation marks were
just being promoted (Gao 1993: Chapter 3). The forefront practitioners
of these marks may have been the translators of the time. Lu Xun was
certainly among such forerunners. 4

Another soutce of inspiration for Lu Xun’s early (and indeed later)
language and style, both in respect of writing and translation, came from
Chinese classical literature. Lu Xun himself admitted that his writing
had the “casualness” of Zhuangzhou #f& and the “swiftness” of
Hanfei B83E (Wang 1994: 32). And in the words of Ye Gongchao ZEA
#8 (1904-1981), although Lu Xun was an adamant proponent of
“Europeanization”, the beauty of his writing was born out of wen yan
(Ye 1997: 151).

Lu Xun’s translations after 1909 but before 1919 (done between

1913 and 1918, mostly essays on art education) show cleatly the influence

he detived from Chinese classical writings. Those translations were mzLilﬂ.y'
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in wen yan and in particular, the sentences were short and the traditional
method of punctuating (the use of ) replaced the “new-type”
punctuation marks which Lu Xun had adopted earlier, as the following

excerpt shows:

ITHHeE - MRS HIE - E2ERAL - BN - TS
CFE o HEARE - BRAHRUMLER - BEAESHRE R
& - MAELLEE - ERLUL - I —RZFiER 2R - @EEL -
FAREBHE - MIERARHEHRERE - BIEN I Z I GH
St o BHAEATHEME - BRIMERARAPSZEE - RItE
-m o
(Yishu Shangwan hi Jiagyn BRTEDLZ ZE [“Education
of Art Appreciation™], Translations, vol. 10, p. 13)

The style of the excerpt seems to indicate that Lu Xun was somehow
conforming to the style of the tales and fictions of the past dynasties,
especially those of the Tang and Song dynasties, which he was collecting
and compiling during those years. In addition, the Wei and Jin (3td-4th
century AD) style of writing (typically terse and sharp), with which Lu
Xun was familiar as a result of the influence of his teacher, Zhang Taiyan,
might have also contributed to the evolvement of his own style (Wang
1994: 28-29).

24 Lu Xun’s Translation after 1909: Being “Literal” as a
Voluntary Choice
Before 1909, Lu Xun had adopted y7 i E&% (“free translation”). [l
la doing translations for Yuwai Xiaoshuo Ji, L Xun (and his brother Zhou
Zuoren) turned from yi yi to ghi yi Bz (“literal translation”). By reference
to Lu Xun’s statements in Mo Lao Shi Li Shuo EEGE =T J1E8 (On the Demoniac
Poets [1906]), and the “Preface” to Yuwai Xiaoshuo Ji, it can be seen that
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the fundamental reason for his adopting a “literal” approach consisted
in conveying precisely what he considered as rebellious-spirited “new
voices” from other countries (prominently Eastern European countries
and Russia) and transmitting new approaches to wtiting, as a means to
enrich China’s literature. '

Lu Xun’s translations in Yuwai Xiaoshuo Ji were rendered from a
German version and written in classical Chinese. The writings in the
collection, “selected with much prudence”, as he says in the “Preface”,
were “translated in great caution against losing the mood and style of
the original”. I} In the following example we see how Lu Xun was
stretching classical Chinese to achieve his ideal of literal translation. The
structure of classical Chinese was violated, with a split structure created
(Semanov 1967/1987: 38). The original put in modern Chinese should
be:

FRESRETT (REBE—BRIETTERT - RERmENA
WEART S > MRAIREEHMT - RGBT RE -FEENE
) o —REHELE R — L -

(Semanov 1967/1987, p. 38)

Lu Xun’s rendering was:

BE(| TR - R MEAYREERENTE -
—®HEF  fehEZ ke
(87 Ri, Translations,vol. 1, p. 172)

The example shows how in 1909, when classical Chinese was stll
the norm, Iu Xun was striving to achieve his ideal of literal translation.
As he admitted later, the translations which tesulted were rather hard

and abstruse. 18 And he seemed aware at the time that his literal
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translations would not be readily accepted by the readership: as he noted
in the “Preface”, the collection was of “plain writing”, “unworthy of
comparison with translations by the renowned people of late”. {19
However, historically, the spitit of “being faithful” embodied in the
literally translated version of Yawai Xiaoshno Ji, in the words of Xu
Shoushang FFE=2 (1953: 56), was a “monument” signifying a new era

of translation.

3. Lu Xun’s Translation after 1919

3.1 Ou hua, da zhong yu and ying yi

If Lu Xun’s literal method started around 1909 was driven by his
determination to “faithfully” transplant the tone and style of “new
voices”, his persistence in being literal after 1919, more than the earlier
intention, was also impelled by a conscientious desite to improve and
enrich the expressive potential of the Chinese language.

After 1919, amid the general clamor for adopting bai huna as the
literary language, the issue of whether bai hua was capable of such a
mission also came to the fore. There was a consensus that ba7 hua at that
historical time was highly insufficient and imprecise; and a natural proposal
was to introduce foreign usage into the Chinese language to make up for
its deficiency, z.e. to adopt ox hua BRAL, (“Europeanization”). P Literary
pioneers like Mao Dun /& (1896-1981) and Zheng Zhenduo &fHrEE
(1898-1958) were strong proponents for the “experiment” of adopting
“Europeanized” linguistic features. Later, however, Europeanization
seemed to become far less favored, with the initiation of da ghong yn KR
4 (“Mass Language”) accompanying the campaign for the da ghong hua
HEAL (“Popularization™) of art in the 1930s. In the words of another
literary scholar, Chen Wangdao BHSEIE (1891-1977), Mass Language
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should meet the criterion of being “speakable by mouth, understandable
by hearing, readily usable in writing, and easily comprehensible in
reading”. ! With this standard, there grew a caution against
Europeanization. Nevertheless, Lu Xun, while a champion for Mass
Language, endorsed Europeanization consistently and firmly.

Such a position originated from Lu Xun’s association of the
language of the people with the mind of the people. The “crude” language
that the contemporaty common people spoke, he observed, was not
only destitute, but sloppy in grammar, which was a reflection of the
confusion of the people’s mind. A muddle-headed people using a sloppy
language was no worthy people. To treat this bad condition, he
emphasized that the people should take pains to absorb elements that
were alien. 2 In connecting language with mind, Lu Xun showed
considerable insight, taking the argument far further than many of his
contemporarty bai hua champions.

1In 1935, with decades of expetience in translation, Lu Xun remarked
that a translator should “take two things into account: to make the
rendering easy to understand, and to keep the original spirit (of
wording)”. ¥ However, he seemed to be keenly aware that the two
ptinciples wete more often than not incompatible. When it came to
translating wotks of philosophical literary theory, the difficulty of trying
to be both readily intelligible and faithful to the original spirit seemed

insurmountable, as the following extracts demonstrate:

ERE - MMEER > NBISERE  ZERELEZ T HHE—6E

HRRE > THERELFERPRR - RIS ECE sl C B

MEAE > RESENEBRNE  EERSE TR E —ENiLE
EARE—EER L BOPRIERRELGE -

(Yishu Laun Bfiiam [“On Art”], by Lunacharsky,

Transiations, vol. 6, p. 12)
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» AR EAE

MR R B (L R - BIEHAE SR
PRI & EEE

RIPRBHETE EREER - SRS E R
EREE > BERAHH -
(ibid., p. 15)
These two excerpts were cited by Liang Shiqiu Z2EFk (1902-1987)
as evidence that Lu Xun’s translation was near &/ yi 365% (“dead
translation”) ¥4 that was harder to understand than #ian shu KE (“occult
formula™) [1929]. P Talking of his translation of Lunacharsky’s At and
Criticism, Lo Xun himself also expressed dissatisfaction [1929]: “Owing
to my inadequacy as a translator and the limitations of the Chinese
language, upon reading through my translation I find it obscure and
uneven, and in many places very hard to understand.” 29

Despite these reservations, to realize his primary goal of
reproducing the original ideas and transmitting foreign linguistic elements,
Lu Xun unequivocally opted for being faithful to the otiginal wording
over being readily comprehensible, so that when Zhao Jingshen 55
(1902-1984), who severely ctiticized such hard and abstruse translations,
proposed the slogan “better being smooth than faithful”, # Lu Xun
declared that he would rather be faithful than smooth, or as he put,
adopt ying yi iZ% ot “hatd translation”.

Tt was Lu Xun’s hope that at least some of the European-slanted
usage that he and others adopted, though it initially appeared hard and
“unsmooth”, would eventually become a “smooth” part of the Chinese
language, with the unassimilated “residues” being left behind over time.
Meanwhile, Lu Xun predicted, better translations that were both faithful
and readily comprehensible would emerge and eliminate his “hard”
itanslations. But until then, he would voluntatily undertake to “fill up
the gap” from “no translation” to “better translation”. ¥ Such a spirit

Seems also to be a manifestation of Lu Xun’s courage as a voluntary
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historical “intermediary” (Qian 1997: 43).

3.2 Being Intelligible after Some “Chewing” and

Enriching the Chinese Language

While Europeanization might often mean a hard and abstruse style,
Lu Xun defended it on the basis that, to use his own phrase, it became
intelligible after some “chewing”. ! Comments on Lu Xun’s translations
of philosophical works of literary theory have not been favorable, in
contrast to his literary translations, which are generally regarded as more
readable (Yuan 1990). These literary translations are mostly readily
comprehensible, some intelligible after some “chewing”, despite
widespread detectable traces of Europeanization. Consider, for instance,

the following from Xiao Bide /|M7#5 (“Little Peter”):

TR - B - IFBIEEHEREAHAR | - FEEAEBRELGE -

U T - EE SRR - BEEISSE RO —REIEAEE - AW

BEIEAAMEHAIEE - NMETRIZET - IZEBIRFETRRAR

T o SR AR TR - EESRRLFE R TN TR - H
ERBRTERRRS -

(Xiao Bide, Translations, vol. 4, p. 180)

This rendering is smooth, graceful and palatable to children. It has been
said that Lu Xun’s translation of fairy tales like Xiao Bide represented his
best translation wortk (Li 1952: 10). Gongren Suibuiliiefu T NAZEEMER
(“The Worker Shevyrjov”) according to Lu Xun was translated “almost
word-for-word”, P yet in general it was also agreeable for reading, as the

following passage demonstrates:

AT B AR CRTEREE - WK KEI N RIS E - BMEE T
DERERIN > B—ICERIB T MARIERT » #T R R HTREATH

e
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¢ (BIEMFGEIRES - SERIER—EE - —HE  BEERE
BERBPCE C - DUR S R (A0 B A T VR B A R R B
RA G I RS H Y -

(Gongren Suibuiliiefu, Translations, vol. 1, p. 197)

It has been commented that although such “word-for-word” translation
naturally draws explicit attention to the translated nature of the text, it
preserves the delicacy of the original without sounding “excessively
detailed” (Li 1952: 10). S7 Hun Ling JE38%E (“The Dead Soul”) was Lu
Xun’s last major translation work. With its lively and natural language, it
has been ranked among Lu Xun’s best translations:

o METERRMATEEREN - AE SR MEKRE
RIBEE - MR T ANETFENR - BAESEEENE—
& FBAM > 2 LR LUEMMERETE - —ELET
NBEARFTOBR TR - B S BEE R % - BEE A
EUR > THERERR  NIRYBER - RETEEHN—Z - iy
HEEREERR > BREHSROBES B EN B -
EEEER LT BEASIEERERN  HESR
Rift - "EEBEEGBUNE - (BRERER T Y
W ERBRT - W (RARHEBY > (REMT 78 HEE
=
(57 Hun Ling, Translations, vol. 9, p. 188)

For Lu Xun, being literal was the primary maxim for translation.
Vet the conception of “literal” can be interpreted in terms of a continuum,
with extreme literalness at one end and greater “freedom” at the other.
In translating literary works, Lu Xun would seem to have veered towards
the “freer” end of this continuum.

Lu Xun played a significant role in the creation of new Chinese
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expressions, as is evident in both his translations and writings. Howevet,
it was his principle “never to create adjectives and other expressions
which could not be understood by anyone else but by himself » Bl
Noticeably, there are a large number of Japanese loan words in Lu Xun’s
translations, such as bunka 3AY,, rekishi FESE, bijutsn FEAlT, and shiso EAE,
Some of the loan words Lu Xun employed were already widely used in
his time, and some later came to be in common use, whilst still others
were quite characteristic of his own initiative and were eventually not
assimilated into the Chinese language. Ni (1986) has provided a collection
of such loan words, as shown in the following examples (with the loan
words undetlined and their equivalents in modern Chinese in square

brackets):

TEERNEE  EERUERNVEFRNAER (RA) & &
TRHIIRCT ©
(Yishu Lun B4iah [“On Art”], by Plekhanov, Translations, vol. 6)

gl RIS TE e LB T - ToBRERE ATERIBE (R
1)+ EXEE T BFREER R -

(Jin You zpi Di 21 (2) [“Old Place Revisited™], in

Sixiang Shanshui Renwu HEAH o {[17k o A®7 [“Thought,

Landscape and People”], Translations, vol. 3)

RTTR AL TSR - RO - B2 T ARIESE [F

ZREN] B -
(Ai'erlan Wenscue 3hi Huign EEE AR [EE

[“Retrospect of Irish Literature”], Translations, vol. 10)

SEH TR REES - [LEE S A ERER - AR
AN “REBBETIML SRS (k] - 88
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BUREINR" EEHIES » LR -
(Duan Xiang B8 (19) [“Random Thoughts™],

in Sixiang Shanshui Renwn, Transiations, vol. 3)

In bringing these Japanese words into his translation (as well as his
writing), Lu Xun sought to further his ideal of entiching the Chinese
language.

Finally, it can be recognized that, like his writings, Lu Xun’s
translated texts constitute of themselves an important source for
examining new developments in the Chinese written language of the
era. New syntactic phenomena that emerged in the Chinese language
after the May Fourth as a result of influence from Western languages
can all be found in Lu Xun’s translations. Such phenomena include
common use of yige —f and yighong —F& as indefinite articles, the
conjunctions be 1, yu 88 and huo BY, passive bei %%, parenthetical phrases
such as 7a shuo fIF7 and sz yiwe: 115D, and post-permutation of
subordinate clauses (Wang 1990: Chapter 25).

3.3 A Test of the Readability of Lu Xun’s Theoretical

Translations

As noted above, Lu Xun’s translations of literary theory are
generally considered less readable than his literary translations. Apart
from the fact that the philosophical and abstract concepts involved might
add to the difficulty of comprehension, a major reason for this low
readability is probably that the sentences they contain are relatively lengthy,
the result of a strong tendency toward a “literal” translation approach.
One device that Lu Xun employed for making lengthy sentences was the
generous use of de B (and 47 JEE) P9 as the particle to construct
tomplicated Modifier-Head Structutes (here defined as phrasal structures

containing three or mote de/ di), as illustrated by the following examples
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taken from Lu Xun’s translations:

Y PR R B — R B RRGRATR 1

B — Gl e E S I RIE A2 R

R S EIPushkin B RRIGogol I ARATRA R
HHATR ST Pushkin BRI R 52 ERRE

SO (0 U A S B E IR S R R B E

Yu Kwang-chung £3tH (1987) has pointed out that the excessive
use of “dé”’ in translation is a negative influence of foreign texts, ze. an
undesirable feature of Europeanization. A key question arises here: did
Lu Xun adopt an especially high rate of complicated Modifier-Head
Structures in his theoretical translations, Ze. do such translations of Lu
Xun exhibit a strong tendency toward Europeanization?

To provide quantitative evidence to answer this question, the present
author studied the use of de/di in Lu Xun’s theoretical translations vis-a-
vis that in Qu Qiubai’s Z2FKH theoretical translations. Here Qu Qiubai’s
translations are chosen because while Qu agreed that “literal translation”
should be adopted to faithfully transplant the original intentions of the
source text, he insisted that “absolute ba hud” should be used in translation
and he also strongly opposed Lu Xun’s position of ning sin er bu shun B
{ETHARNE (“rather being faithful than smooth”). #¥ By examining
quantitatively the use of complicated Modifier-Head Structures in the
translations of the two, it is anticipated that evidence can be produced
showing that Lu Xun’s translations contain 2 higher rate of such
structures, 7.¢. demonstrating a stronger tendency towatd “Buropeanization’.

Below is 2 brief description of the study:

From each of the six theoretical translations (translated around 1930)

of Lu Xun, 4 and from each of the six theoretical translations (translated‘?
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around 1930) of Qu Qiubai, P two to three pages were randomly
selected and calculated for the approximate number of words (N).
Each of the selections was counted respectively for the number of
complicated Modifier-Head Structures (M) they contain; then
frequencies (F) of such structures were calculated (F=M/N) for each

selection, as shown in Table 1:

Table 1: Fs of Lu Xun’s Translations and F’s of Qu Qiubai’s Translations

Lu Xun’s translation Fs Qu Qiubai’s translation Fs
BB .
s 0.00851 B EERN S 0.00114
fEPSE MR | 0.00472 BIAE 0.00094
BRI AR R i - N
< B ATER X HimBmaR 0.00288
KA BEE 0.00309 Bl 0.00291
RAHRLE 0.00114 N 0.00190

By ER 0.00324 BIR BRI E 0.00187

Then the Fs of Lu Xun’s translations were compared with the F’s of
Qu Qiubai’s translations by Independent Samples Test, 2 method of
testing which seeks to compare the differences between two groups
of numerical data. The results show that the mean Fs score for Lu Xun
(0.004605) is higher than the mean F’s score for Qu Qiubai (0.001940)
at the 0.10 level of significance, which is generally apptopriate for studies
of this nature (t=2.299, df=5.934, p=0.062; unequal variances).
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Thus it can be seen that Lu Xun uses a significantly greater numbet
of complicated Modifier-Head Structures than Qu Qiubai in translations
of literary theory. Apart from this statistical evidence, non-statistical
checking through the translations of the two writers readily indicates
that the individual complicated Modifier-Head Structures used by Lu
Xun are on average longer (i.e. having mote de/di) than those by Qu
Qiubai. Thus it is concluded that Lu Xun’s translations demonstrate a
striking tendency toward Buropeanization. This in turn pattly explains

why Lu Xun’s theoretical translations are less easily readable.

4. Conclusion

This paper has attempted to examine chronologically Lu Xun’s
translations in terms of language and style. It shows that before 1909 Lu
Xun’s translations demonstrated the influence of vatious factots relating
to the historical context in which he was writing. Thus, his translations
at the time were strongly reminiscent of hang but fiction, and suggested
that he was trying to imitate the writing style of Yan Fu and follow the
stylistic practice of Liang Qichao, which was charactetized by xin min #
and a mixture of wen yan and bai hua. Later around 1908, largely as a
result of studying under Zhang Taiyan, Lu Xun’s translations showed a
penchant for being archaic and classical, although he was also adopting
new-type punctuation marks; meanwhile Chinese classical literature

became an important source which was to exert a continual and lasting

influence on Lu Xun’s writing style. In 1909, with his translations if

Yuwai Xiaoshuo Ji, Lu Xun voluntarily turned to being “literal” ifl

translation, aiming to realize his ideal of faithfully reproducing “new

voices” from other literary traditions and importing new approaches 0]

writing, as a means to further the development of Chinese literatute.
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After 1919, this adherence to “literal translation” assumed an
additional dimension—namely, the absorption of foreign linguistic
elements to make up for the perceived inadequacy of the Chinese
language. With this spitit, Lu Xun insisted on “hard translation” and was
a bold practitioner of “Europeanization”. A quantitative study examining
Lu Xun’s use of complicated Modifier-Head Structures with de/di as
patticles shows that his translations of literary theory tend to be strongly
“Europeanized”, and therefore have a low readability.

This paper has provided a brief survey of Lu Xun’s translation
from the petspective of language and style. In future research a more
comprehensive analysis could be made in this regard to offer 2 deeper
understanding of the evolvement of Lu Xun’s language and style in
general, and to provide further insights into the development of the

Chinese language during the early decades of the 20th century.

Notes

" - . .
Later in “The Ties between Chinese and Russian Literatures” (December

1932), Lu Xun desctibed the popularity of (and hence his casy access to)
the translations of Liang Qichao and Lin Shu during that time: “In Modern
Affasrs, edited by Liang Qichao, we read mysteties like the adventures of
Sherlock Holmes, and in New Fiction we read scientific fiction like Towenty
Thousand L eagues Under the Sea by Jules Verne, Then Lin Qinnan (Lin Shu)
translated many of the novels of Rider Haggard, from which we learned
of the romances of young ladies in London and the strange habits of
savages in Aftica.” (Nan Qiang Bei Diao Ji FEEALTEE, in Lu Xun Onan J
BIAELEE [Complete Works of Lu Xun), hereafter Works, vol. 5). English
translation in Yang & Yang (1959/1980), vol. 3, p- 209.

"This refers to Lz Xun Yiwen Ji BIRERAIEE [Transations of Lau Xur). Hereafter
Translations.
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Zhang Zhongxing IR (1988: 222-224) has talked of ghang hui fiction
of the Ming and Qing dynasties, which amounted to almost three hundred
works, as a great treasure house of bai hua, although they were generally
decorated to various degrees by wen jyan.
See Niu (1981: 193), cited in Wang (1995: 50). Lu Xun later recalled the
impact he received from Yan Fu’s Tian Yan Lun, see “Miscellaneous
Records”, in Zhao Hua Xi Shi BT SHE (in Works, vol. 2).

“Pyeface” (December 1934), Ji Wai Ji LEHEE (in Works, vol. 7). It might be
possible to examine Lu Xun’s approach against a background of a heated
discussion on the issue of fanyi mingyi FIEE43; (“the translation of names”’)
around 1911 (see Chu 2003). Here in his “Preface”, Lu Xun seemed to
imply that he was patticularly under the influence of Yan Fu in his use of
the transliteration method in translating specialized terms. Later
cransliteration was also manifested in his Yuwai Xiaoshuo Ji, but Semanov
(1967/1987: 39) notes that long stretches of foreign names resulting from
transliteration appear somewhat ill-matched alongside the concise and
archaic-flavored classical Chinese that Lu Xun adopted in the collection.
After 1919, Lu Xun tried to instill symbolic meaning into the translated
names of people (see «Introduction to Xiao Yuehan /INEgEp “Little Jobn™
(1927}, Translations, vol. 4 fot examples); he also gave careful consideration
to translating names of plants and animals (see “About Name Translation
in the Play Taose de Yun BREHIZE Rosy Cloud™ [1922], Translations, vol. 2

for examples).

Lu Xun Nianpu BESE vol. 1, p. 217.

«Preface” (December 1934), i Wi Ji.

“Preface to Yugie Lixing’, Translations, vol. 1, p. 4.

“To Yang Jiyan” (May 1934), Lu Xun Shuxin Ji BRE(EE, p. 542

See note 9.

Zhi Tang i (Zhou Zuoren), “About Lu Xun”, Yughou Feng T

(December 1936), no. 30. In Yan (1997: 36).
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Mote examples are found in notes added by Xu Guangping FF/&7 to
“Brief Notes to Yuwai Xizoshuo [ (in Works, vol. 11, p. 190).
Xu Shoushang, citing around twenty sao-style poems written by Lu Xun,
says Lu Xun was familiar with Qu Yuan JEJFs works (1953: 6). Howevér,
Lu Xun’s choice of the sao style in translating poems is probably also in
line with the general practice of the time. Discussing the translation of
poems in the early decades of the 20th century, Shi Zhecun HEYE (1990
12) has obsetved: “Almost invariably poems were translated using the
traditional form of Chinese poetty, either in the five-character archaic style,
ot the four-character style as that of Sk Jing 5548 (Book of Poetry), ot the
style of Chu Ci 2% [which is epitomized by Qu Yuar's 4 sao 5% style].”
The use of new-type punctuation marks by Yuwai Xiaoshuo Ji was also
noted by Gao (1993: 75).
In adopting y: yi (ot yi shu 323l as the practice was also termed at the time),
Lu Xun was following the trend of his time. See Wang 1995 for a rationale
of the y7 yi practice in translation during the late Qing.
The notion of “secking new voices from other lands” (“bie gin xin sheng yu
yi bang” BIRFTEEFEFL) was proposed by Lu Xun in his Mo Luo Shi Li
Shuo BEFEZFTIER: sce Fen 3 (in Works, vol. 1). In this work, Lu Xun
introduced the works of rebellious-spitited foreign poets like Byron and
Shelly, and expressed the hope that such works could serve as a model to
bring forth a revival of the Chinese literary art (Niu 1991: 56-57).
Transiations, vol. 1, p. 149.
“To Masuda Wataku” (Jan 1932), in L Xun Shuxin Ji, p. 1090.
Transiations, vol. 1, p. 149.
According to Gunn, prior to 1918 Chinese prose already “shows sporadic
but significant adoption of major categoties of grammar and rhetorical
invention”, and such innovations “anticipate several major categories of
stylistic innovation from 1918 on”, which would mark “a new era of

Europeanization” (1991: 36). So Europeanization started before 1918 but
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gained momentum after that. Detailed discussion of Furopeanizations
in the written Chinese language is found in Gunn (1991) and Wang Li *
7 (1985: Chapter 6).

21 Chen Wangdao, “About the Construction of Mass Language Literatute”,
Shen Bao: Ziyon Tan B3 © B 2k (June 1934). In Wen (1987: 212).

2 “Correspondence on Translation” (December 1931), Er Xin Ji I8 (in
Waorks, vol. 4).

Py “Name Undecided (2)” (1935), Qigie Ting Zawen Er Ji A 5 (in
Works, vol. 6).

24 Liang Shiqiu, “On Mr. Lu Xun’s ying ¥, Xin Yue #7 A (1929), vol. 2, nos.
6-7.

e Liang Shiqiu, “Does Literature Have Class?”, Xin Yae (1 929), vol. 2, nos. 6-
7.

P9 Cited in Lu Xun “Hard Translation’ and the ‘Class Character of Literature™
(March 1930), Er Xin Ji. English translation in Yang & Yang (1959/1980),
vol. 3, p. 75.

PN Lu Xun summarized Zhao Jingshen’s view as ynqi in er by shun, bu 14 shun
or b sin ELEAETIAE RENETAE (‘1 would rather be smooth but
not faithful than being faithful but not smooth™). See Chen (1992: 296).

28 See note 22.

21 See note 22.

B Translations, vol. 1, p. 192.

B “Answer to Bei Dow” (December 1931), Er Xin Ji.

#2  In the wotds of Wang Li, following the May Fourth, as a result of

grammatical influence from foreign languages, apatt from differentiating

between de [ and 4i #, some writers also distinguish between fg and di-

[, so that kexue di yanjiu FIEEERSE = the study of science, kexue it

yanjin RIEAIRRFTE = scientific research, and kexue di yanjin RIEBHAS =

to study scientifically (1994: 178). It can be seen that Lu Xun’s use of defl
vs. di J&5, as noted by Xu Shoushang (1953: 57), conforms to Wang Li's:

Lu Xun's Translation

observation but can supplement it a bit: where words end with -tive or

-tic, Lu Xun also uses 4 J&§ in translation, as “speculative” would be B3

&, and “romantic” would be FESE. B
B3 See note 22.

B4 From Translations, vol. 10.

55 From Qu Qiubai Wen Ji BBFKEE, vol. 4.
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Abstract

Chinese Translation of Buddhist Terminology: Language and
Culture (by Chu Chi-yu)

One of the fundamental problems faced by early Chinese Buddhist
translators, and perhaps by all translators throughout history, was how
to express new phenomena with old language. How to create new words
in translation is what Buddhist translators termed the problem of “fanyi
mingyi”, or literally, “translation: name and meaning”. This paper
addresses the issue of “name and meaning” as reflected in the theory
and practice of translation of Buddhist canons. It analyzes the evolution

of Chinese translation ideas, focusing on the conflicts between foreign
ideas on the one hand and the local language and culture on the other,
and assesses ways of compromise. In addition, it examines the language

used in the discussion of translation problems by ancient Buddhist monks.
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Abstract

Unit of Translation: A Text Linguistic Ap

proach (by Huang
Guowen and Zhang Meifang)

In the literature to date, there have been a number of papers that
focus on issyes concerning the unit of translation, Unlike scholars who
regard the concept of the unit as g formal one, the authors of this paper
adopt afunctional—linguistic view, assuming that the concept is g
semantic one and arguing that the unit of translation should be the whole
text rather than clauses or paragraphs realizing the meanings in the

text. By doing a generic-structyre and semantic analysis, the authors

demonstrate how the global meaning in the source text is realized in the
target text.
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i (1)
Healing Che

gdong University of Foreign Studies, attain

11 degree. Diligent, initiative and strong teamwork spirit, working
of reporting, interpreting as well as photographing. Looking

n, 21, female, major in English (journalism),

Guan, TEMS & Computet

experience

for any position of reporter Of translatot, ef.

BP: 0494 ¥

(Guangzhon Morning Post, Janvaty 5, 2001)

Bl (2)
Attractive female, age 43, divor
utings and possible lasting telationship, must

ced, seeks male companion age
40-43, for social o like

children. Genuine replies only. Photo appreciated.
7. The Scotsman Publications Ltd. Edinburgh

Reply to Box SH 800
arch 10, 1990)

(Evening News (Edinburgh), M

SR ARG TR B E (—) @i (1) FoBl
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Bl (4)

i i foot of
{1} He blew out the light and dragged Jia Rui out to the foot 0

some steps in the yard. [1}

{2} “Here’s a good place,” he whispered. {3} “Squat down thete

until we come back and don’t make a sound.” (2]

i t
{4} As the two others left, Jia Rui squatted obediently at the foo

thinkin i i d
f the steps {5} He was inking over his predicament when he heard 2
of the !

i j A
i emptied over his head. {6}
splash above him and a bucket of slops was emp

o { }
Cty Of dlSIIlay CSCaPCd h.lﬂl / Bl.lt }16 CIaPped onec haﬂd over hlS ﬂlOL'l[h

and ﬁlade not ano t}lef S()llﬂd th()l]g}l Ccov Cfed Wlth ﬁltkl froﬂl head to fOOt
)

— . ine: [3]
and shivering with cold. {8} Then Jia Qiang huttied ovet calling: [
“Quick! Run for it!” [4]) |
{9} At this reprieve, Jia Rui bolted through the back doot to his
knock
home. {10} By now the third watch had sounded, and he had to kno
ome.

1 Ihe servant Who OpeIlcd 1t Waﬂted to kIl()W hOW he
at th.e ate. 1.

came to be in such a state. [5) e
{12} “I fellinto a sesspool in the dark,” lied Jia Rul [
i i hed.
{13} Back in his own room he stripped off his clothes and washe

ick Xi d him,
{14} Only then did he realize with rage the trick Xifeng had playe
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TERERD T A E R MR R AR

yet the recollection of her charms still made him long to embrace her.
{15} There was no sleep for him that night. {16} Afterwards, however,
although he still longed for Xifeng, he steered clear of the Rong Mansion.
(71
{17} Both Jia Rong and Jia Qiang kept dunning him for payment,
so that his fear of being found out by his grandfather and the hopeless
passion which consumed him were now aggtavated by the butden of
debts, while he had to work hard at his lessons every day. {18} The
unmarried twenty-year-old, constantly dreaming of Xifeng, could not
help indulging in “finger-play.”” {19} All this, combined with the effect
of two nights of exposute, soon made him fall ill, {20} Before a year
was out he suffered from heartburn, loss of appetite, emissions in his
utine and blood in his phlegm; his legs trembled, his eyes smarted; he
was feverish at night and exhausted by day. {21} And finally he collapsed
in a fit of delirium. [8)

{22} The doctors who were called in dosed him with dozens of
catties of cinnamon, aconitum roots, turtle-shell, litiope, polygonatum
and so forth—but all to no effect. {23} With the coming of spring he
took a turn for the worse. [9])

{24} His grandfather rushed to and fro in search of new
physicians, yet they proved useless. ... [10]

(A Dream of Red Mansions, Chapter 12,
translated by Yang Xianyi and Gladys Yang)
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Recent Asian Perspectives
on Translation:
The View from Hong Kong and Indija

The history of translation studies in the Chinese context over the
past two or more decades has been one of rapid development and
diversification. The publication in 1981 of Liu Ching-chih’s 1352 Fany:
Lourji ¥5%5E (Essays on Translation) matked an important step in this
development, serving to draw together a range of crucially important
Chinese essays from across the twentieth century that detailed the Chinese
expetience of translation. The essays in that volume, whilst dealing with
a range of issues, revealed the clear importance of literary translation in
the tradition. Subsequent trends, some global, others highly specific to
the Chinese and Hong Kong situations, were to open up new fields of
interest: the reform process that began in China in the 1980s, and Hong
Kong’s return to China in 1997, for instance, shifted attention to such
areas as business translation and legal translation as valid — and necessaty
— fields of scholatly inquiry. Liu’s second major collection of essays,
Fanyi Xin Lunji B850 55 (New Essays on Translation), published precisely
a decade after the first volume, attempted to give a sense of this changing
emphasis, offering a collection of more recent works.

Not surprisingly, another decade on, we find the discipline still
more vatied, and in the spitit of those two previous works, a third volume
has been necessary in order to take stock of some of those changes.
Liv’s newly-published collection, Fanyi Xin Jiaodian BHBEAERE
(Transtation: A New Focus), Hong Kong: Shangwu Yinshuguan, 2003, sets
about this task by bringing together a series of ten papers by leading
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scholars in the Chinese translation milieu. The papers might loosely be

divided into three groupings: four are concerned principally with the

current state of translation theory, reviewing recent and possible future

issues of importance. Another two are concerned with more specifically

focused linguistic issues, whilst a further three deal with thematic areas

including the translation of names, legal translation, and the translation

of kung-fu. Liu’s own essay aims to set the broader background for the

whole collection by asking what the future and role of translation will be

in Hong Kong in the unfolding new century.
The changes of emphasis charted in Liu’s
of tecently published works which seek to

collections have been

borne out in a2 whole plethora

provide a more systematic and serious treatment of non-literary

translation. To cite but three of the latest additions to the fold from
Hong Kong publishers: Lu Wenhui BE50E (ed.), Falii Fanyi: Cong Shijian

Chufa BEETEE - HHBHE (Legal Translation in Practice), Hong Kong:
Zhonghua Shuju, 2002, which is noteable fot its inclusion of a number

of wortks by those in the legal profession, and which incorporates a strong
Hong Kong intetest; Chen Shibin’s [E{EMS Jinrong Fanyi Jifa SRR
¥ (Techniques of Financial Translation), Hong Kong: Chinese University
Press, 2003; and Xu Jianzhong’s =g Gongshang Qiye Fanyi Shiwn I

DEEEN=RE TS (Business Translation Practicé), also published by Chinese

University Press this year. Other works of a similar bent are cettain to

follow.
Like Hong Kong, India is another post-colonial society in which

issues of language and power have long been central. With the growth

of translation studies as a discipline, Indian scholars working on issucs

of post-colonialism have increasingly looked to translation as an

important new paradigm through which to explore issues of language

and dominance, as wotks by those such as Spivak, Bhabha, Niranjana

and Trivedi attest. The appearance of two further publications recently
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Recent Asian Perspectives on Translation

tc;:;r:;; atz demon.strate the importance of the Indian petspective i
on studies field. Rukmini Bhaya Nair (ed.), Translats =
and T/Jefogl: The Paradigm of India, New Delhi: Sage Publi;ation ‘12 = TeXt
col'lectllon bringing together some eighteen essays by Indiasx,l s(l(l)lz,lls g
}(:iltr:rriljzza among them), \.Vhic%l éxplore differing perspectives fron? ;::

cal to the cultural, linguistic, pragmatic and philosophical. M.
:Ielcelnt(lj;;, a second publication has appeared which also attempts to a'ddr(:s::
¢ Indian context as 2 whole: Rita Kothari’s Translat; 7
St. ]erc?me, 2003. Of particular interest in Kothari["sd:ifztf: ’tlll\:amh(:tef:
;); i(t}sularat as ;11 case study. Gujarat, which is perhaps most Weflr—nkioisrlj
mercantile tradition, has sometimes i

its .litera.ry and textual heritage, with other InZieaij1 t(t):c?:izzls«iclz :segBard .
being given prominence. The focus on Gujarat here may be wel i
.not only by those in the translation community, but also by tho o
In reseatching Gujarati textual traditions in general. i
o ‘Zert;ulz:t?ogntoEthe Chinese c01,1text, two further recent publications
e - Eugene Eoyang s “Borrowed Plumage”: Polemical Essays
i a zoﬂ‘,‘ msterdam: Rodopi, 2003, provides what the publisher
Culs;r;le:nz: s;n Pro.vocative pc.>t.pourri of fascinating insights into the
. : lotic complexities of translation”, which will prove of
1nt§rest t(.) a Wlfie readership. Of interest to a perhaps more narrow

;ji ::Ztce. 1Isj I<.101a fﬁrbillaga ('ed.), La literatura china traducida en Espata,

- li. niversidad de Alicante, 2003, Perhaps due to the relative

i :::ﬂ esz:{ of the‘language pait Spanish-Chinese, it is sometimes easy

ook the vital importance of the Spanish-Chinese cultural
en;ouflter. Covering a range of text types, both literary and non—]itertz:a

3; tswtllt: a]: exten'swe bibl.iography of Spanish translations of Chinesi’

» this book will be an important work for those in the field.

Book-reviews and Book-news Editor
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Guidelines for Contributors SN R e W RS O

The Translation Quarterly is ajournal published by the Hong Kong
Translation Society. Contributions, in either Chinese or English,
should be original, hitherto unpublished, and not being considered

works referred to in the body of the article. Pertinent information
should be given on the variety of editions available, as well as the

date and place of publication, to facilitate use by the readers.

for publication elsewhere. Once a submission is accepted, its 7. All contributions will be first reviewed by th o
copyright is transferred to the publisher. Translated articles should members and then anonymously by Teferee}; ; € fdlt(.mabl Board
. . - . or its suitabili
be submitted with a copy of the source-textand a brief introduction publication in the Translation Quarterly. Care shou] itability for
of the source-text author. It is the translator’s responsibility to authors to avoid id entifying themsel\Ze.s et; (;u d be taken by
. . 4 on the first i
obtain written permission to translate. I [N BB N ep;age, in t.l:;
. : Ppage wi
the title of the article, the n .
Abstracts in English of 200-300 words are required. Please attach institutional affiliation should ;‘nme of the author and his/her
. .
to the manuscript with your name, address, telephone and fax Sprerides
numbers and email address where applicable. I T T T s (P o e (P o
T submitte
articles; they should be typed and d .
In addition to original articles and book reviews, review articles outset the full citation fz.*pth m kOubled-gp aced, giving at the
ew i : .
related to the evaluation or interpretation of a major substantive about special features (iike a ;r rev;e:]/\lzed, plus information
. . ppendices and illustratio: :
or methodological issue may also be submitted. G A " Y BT dHS) and prices.
ed.
Endnotes should be kept to a minimum and typed single-spaced. 9. Contributions should be submitted in both sof i
Page references should be given in parentheses, with the page to Professor Liu Ching-chih, ¢/o Cent S0 tfand.hard cop'les,
number(s) following the author’s name and the year of publication. University of Hong Kong, P kf, s ntre of Asian Studies,
, Po
Manuscript styles should be consistent; authors are advised to & ulam Road, Hong Kong.
consult the MLA Handbook for proper formats. 10. Contributors of articles will receive three complimenta .
Iy copies

Chinese names and book titles in the text should be romanised
according to the “modified” Wade-Giles or the pinyin system, and
then, where they first appear, followed immediately by the Chinese
characters and translations. Translations of Chinese terms obvious

to the readers (like wenxue), however, are not necessary-
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authorship. Book reviewers will receive two complimentary copies
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Subscribing to Translation Quarterly

Translation Quarterly is published by the Hong Kong Translation
Society, and is a major international scholarly publication. Its Chief
Editor is the Society’s President, Professor Liu Ching-chih, and its
Academic Advisory Board is composed of numerous internationally
renowned specialists in the translation studies field. The journal has
previously included contributions from such distinguished scholars
as the Swedish Nobel Prize committee judge Professor Goran
Malmgqvist, the American translation theorist Dr. Eugene Nida, and
the English translator Professor David Hawkes. Translation Quarterly
publishes contributions in both Chinese and English, and English
abstracts of its articles are included in Translation Studies Abstracts,
edited by UMIST, UK. Institutions or individuals who wish to subscribe
to the journal please contact:

Ms Candy Wong
Honorary Treasurer, The Hong Kong Translation Society
Address:  C & C Joint Printing Co. (H. K.) Ltd.

14/F, C & C Building, 36 Ting Lai Road

Tai Po, Hong Kong
Tel: +852 2666 4888
Fax: +852 2666 4889
Email: treasurer@hkis.org.hk

Website:  http:/ /hkts.org.hk
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